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Abstract

This thesis explores the complexities of evolutionary brand design, focusing specifically on
the role of color and typography in brand aesthetics. Using a mixed-methods approach
incorporating surveys, group discussions, and demographic analysis, we examined audience
responses to various alterations in a brand's aesthetic elements. The analysis suggests that
color and typography significantly influence brand perceptions and associations.

Through a series of design iterations, | observed a general preference for the original
aesthetics over altered designs. This trend was consistent among both individuals with and
without a design background. Designs that deviated drastically from the original aesthetic
received less favorable responses, highlighting the importance of brand familiarity and
consistency.

A difference of preferences emerged between people with and without a design
background. Designers showed appreciation for complexity and depth in designs, while non-
designers liked the simpler and more accessible aesthetics. This finding underlines the
importance of understanding the audience's design exposure and preferences when making
brand aesthetic decisions.

This study found gender-based preferences for different design elements. Female
respondents preferred lighter color palettes, while males favored a minimalistic aesthetic.
These differences underscore the critical role of demographic factors in shaping design
preferences. The study faced limitations in engaging participants in group discussions about
design suggestions, indicating a future direction to develop engaging methodologies for
audience participation.

In conclusion, while refreshing a brand design may seem like a straightforward solution to
modernize a brand, it is a multifaceted process that involves significant effort, even within an
evolutionary approach. The findings of this research emphasize the need for thoughtful,
well-planned strategies in the process of brand design evolution.
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1. Introduction

The interest for this thesis originates from my fascination with brand aesthetics and how
they evolved over time. In a world where our visual landscape is dominated by brands,
understanding the principles and processes behind their design evolution is crucial. As
brands strive to maintain relevance in an ever-changing market, | have often pondered the
complexities involved in such transitions. This curiosity fueled my exploration into the world
of evolutionary brand design.

This work is grounded in the belief that a brand's aesthetics - its colors, fonts, and overall
design - are not mere superficial elements. They are vital aspects of a brand's identity,
shaping audience perceptions and their emotional connections with the brand. Investigating
the dynamics of color and typography in brand aesthetics has been a fascinating journey,
offering valuable insights into how people respond to and interpret these elements.

This thesis would not have been possible without the active participation of all survey and
group discussion participants who lent their time and shared their perspectives. Their varied
responses, reflecting diverse backgrounds and experiences, significantly enriched this study.

| would also like to extend my gratitude to my advisors, whose guidance and expertise have
been invaluable throughout this research journey. Their constructive feedback and
challenging questions have contributed to my learning and the depth of this research.

Lastly, this work is a testament to the intriguing field of brand design, demonstrating its
complexities and the need for careful, nuanced approaches to brand evolution. It is my hope
that this work inspires further exploration and dialogue in this realm, contributing to the
advancement of our collective understanding of brand aesthetics.

1.1 Background

Creating brands is not as simple as it implies; it is not just about creating a logo and declaring
that you have created a brand. Working with a brand is like working with a product,
requiring initial research into finances, mission, and vision statements (Aaker D. A., 2010).
Professor Dave Moon, in his book on branding, suggests that creating a brand design
involves working with three pillars, each of which needs to be complete to create a stable
brand (Moon, 2021).

Evolutionary rebranding of an existing design can make a brand more attractive and relevant
by incorporating relevant trends in the (Muzellec & Lambkin, 2006). This strategy allows
brands to adapt to the latest trends and consumer preferences without completely
abandoning their existing identity.



By incorporating relevant trends in the market, brands can appeal to new audiences while
still maintaining their core identity (Wheeler, 2017). For example, a brand could update its
color palette or typography to reflect current design trends, while keeping its logo or overall
brand aesthetic intact (Schultz, Antorini, & Csaba, 2005).This approach can help to keep the
brand fresh and relevant, without alienating existing customers who are familiar with the
brand's existing identity (Kapferer, 2012)

1.2 Branding

The role of a brand designer is to assist businesses in creating a strong and distinct brand
identity that resonates with their target audience (Wheeler, 2017). This involves working
with various design elements such as logos, colors, typography, imagery, and messaging to
create a cohesive and memorable brand image (Olins, On Brand, 2003). To achieve this,
brand designers conduct research and analysis to gain a deep understanding of a client's
business goals, target audience, and competitive landscape (Kapferer, 2012). Based on this
research, they developed a brand strategy that outlines the key design elements that will
best represent the brand and resonate with its target audience (Ze Zook, 2009).

Brand designers are responsible for designing the various brand elements, ensuring that
they are consistent with the brand strategy and effectively communicate the brand's
message to its target audience (Wheeler, 2017). They work closely with the client
throughout the design process to ensure that the final design aligns with their vision and
goals for the brand. In addition, they may collaborate with other professionals such as
copywriters and marketers to ensure that the brand messaging is consistent across all
channels (Ze Zook, 2009).

In conclusion, the work of brand designers is essential in creating a strong and memorable
brand identity for businesses (Olins, On Brand, 2003). By conducting research, developing
brand strategies, and designing brand elements, they help businesses effectively
communicate their message to their target audience and stand out in a crowded
marketplace (Aaker D. A., 2010).

The company has developed a strong brand identity through its use of consistent design
elements, such as a recognizable logo featuring a stylized heart with wings, and a consistent
color palette and typography across its product lines and marketing materials (Estee Lauder
Comapnies, 2021).

Too Faced is a cosmetics company that has established a unique design aesthetic
characterized by playful, colorful, and amusing packaging, typography, and product names.
The brand's founders draw inspiration from their individual experiences and interests to
create a distinctive design that resonates with their consumers (Too Faced, 2021).



The company has developed a strong brand identity through its use of consistent design
elements, such as a recognizable logo featuring a stylized heart with wings, and a consistent
color palette and typography across its product lines and marketing materials (Estee Lauder
Comapnies, 2021). Such a strong and consistent brand identity is crucial for business success
in the 21st century (Keller K. L., 2006; Olins, The Brand Handbook, 2008). Too Faced's design
plays a crucial role in the company's success by differentiating it from competitors in the
crowded cosmetics market (Lim, 2012) and attracting consumers who value high-quality,
cruelty-free, and sustainable products. The brand's design strategy aligns with its broader
values and mission and reinforces its commitment to delivering unique and innovative
cosmetic products that appeal to a diverse range of consumers (da Silveira, 2013).

Too Faced is a cosmetics company that was founded in 1998 by Jerrod Blandino and Jeremy
Johnson. The company is headquartered in California. They offer a wide range of cosmetic
products, including foundation, eyeshadow palettes, mascara, lipstick, and skincare
products. The company's products are available for purchase online and in stores in more
than 30 countries worldwide (Too Faced, 2021).The company has a strong brand identity and
has gained a loyal following among consumers who appreciate its unique design aesthetic,
high-quality products, and ethical approach to animal testing (Kozinets & Handelman, 2004).
Recognized for its success in the cosmetics industry, Too Faced has won numerous awards
for its products and design. The company has also partnered with organizations such as
Global Wildlife Conservation and Best Friends Animal Society to support animal welfare and
conservation initiatives.

1.2.1 Brand designer

There are several compelling reasons why one might choose to pursue a career as a brand
designer. Branding is a critical aspect of marketing and plays a significant role in shaping
consumer perception and loyalty towards a product or service (Wheeler, 2017) (Olins, 1996)
.As such, companies invest heavily in their branding efforts, which creates a high demand for
skilled brand designers (Temporal, 2015). By specializing in this area, designers can become
an essential asset to companies looking to improve their branding efforts and enhance their
overall market position.

Design can be a highly creative and rewarding field. Designers can express their creativity
and produce visually appealing designs that resonate with their target audience (Wheeler,
2017). Furthermore, brand designers often have a considerable amount of creative freedom,
allowing them to push the boundaries of traditional design and create unique and innovative
branding concepts. The opportunity to work on a diverse range of projects and with various
clients provides them with exposure to different industries and challenges. This variety can
make the job exciting and dynamic, as designers are continually presented with new
opportunities to hone their skills and apply their creativity.



The role of a brand designer can play a pivotal part in shaping a company's identity and
overall success (Wheeler, 2017) (Olins, 1996). By creating visually compelling and
emotionally engaging branding concepts, designers can help establish a company's
reputation and differentiate it from its competitors (Gobe, 2001). This can be immensely
satisfying and fulfilling for designers, as they can see the tangible impact of their work on a
company's success.

The role of a brand designer is essential in today's competitive marketplace, and it offers a
wide range of opportunities for creativity, professional growth, and personal fulfillment
(Wheeler, 2017) (Temporal, 2015).

1.3 Problem statement

The selection or modification of logos is a nuanced process, deeply embedded in the
understanding of consumer perception and brand recognition. Keller (2008) posits that the
overall design of a logo plays a crucial role in how a brand is perceived.

Color is a significant component of logo design. According to (Keller K., 2008), color can
influence brand recognition and consumer attitudes. The choice of color in a logo could
potentially enhance a brand's appeal and bolster its recognition among consumers.
Similarly, the shape incorporated in a logo design can also communicate brand attributes.
(Aaker J. L., 1997) highlights that certain shapes can invoke particular associations - round
shapes are often linked with warmth and friendliness, while angular shapes may be seen as
reflecting durability and efficiency.

Another important facet of logo design is the typography used. (Aaker J. L., 1997) suggests
that typography can be a powerful tool in conveying the personality of a brand. Traditional
serif fonts might impart a sense of reliability and professionalism, whereas modern sans-
serif fonts might evoke perceptions of innovation and forward-thinking. In conclusion, the
selection or modification of logos must take into account the significant influence of design
elements such as color, shape, and typography on consumer perception and brand
recognition (Keller K. L., 2006; Aaker D. A., 2010)

1.3.1 Research question 1

Does demographic and age interpret designs in different ways?

1.3.2 Research question 2

Do people response differently to color and fonts in different designs?



1.3.3 Research question 3

Does a design background affect the perception regarding brand aesthetics?

1.4 Limitation

During the research process of this thesis, certain restrictions were experienced which could
have potentially influenced the findings. The first limitation was the difficulty in gathering
people in a physical location for feedback sessions. The inability to meet face-to-face may
have limited the depth of feedback collected, necessitating the use of alternate methods for
gathering insights.

Another constraint was time, which hindered the opportunity for multiple design iterations
and refinements. The design process ideally involves a continuous cycle of feedback and
refinement, and the limited time of the study may have impacted the quality of the final
designs.

The last significant restriction related to the design variations. Due to the nature of the
design package, there was a trade-off between creating a wide variety of designs and
developing a few designs in greater detail. This limitation potentially affected the depth of
exploration and development of each design.

Despite these challenges, these limitations provide valuable learning opportunities for
future design research, helping shape strategies for managing similar scenarios and
interpreting findings in the correct context. These restrictions also reveal areas for additional
research and exploration in design studies.

1.5 About the recourse

The product developed for this thesis will involve a brand design and rebranding that
incorporates evolutionary design principles proposed by Muzellec and Lambkin (Muzellec &
Lambkin, 2006). Specifically, the project will focus on an existing brand that requires either
an updated design or a fresh approach to adapt to the modern design change in marketing.
As part of the rebranding process, a designer will need to consider various elements such as
font selection, color palettes, logo creation, and mockup design to create a fresh look that
aligns with the brand's vision and goals. In addition to the traditional design elements, the
project will also incorporate evolutionary design principles. This approach involves creating a
design that is adaptable and can evolve over time to meet changing customer needs and
preferences.



Muzellec and Lambkin's modern design change in marketing emphasizes the importance of
creating a brand that is both visually appealing and responsive to market trends. By
considering these principles, the designer can create a brand that is not only visually
appealing but also flexible and responsive to market changes (Muzellec & Lambkin, 2006).

The product of this project will be a combination of graphic elements, including a new logo,
fonts, mockups, and a carefully chosen color palette that reflects the brand's personality and
values. The result will be a brand with a fresh and modern look that is adaptable and ready
to evolve in response to changing customer needs and market trends, in line with the
modern design change in marketing. analysis of potential brand candidates. By examining
previous works and exploring brands that were well-known, it was determined that a
cosmetics brand would be an appropriate choice. To select the brand for the rebranding,
certain criteria were applied, such as popularity, graphic profile, and community.

As a result of this investigation, Too Faced cosmetics emerged as a strong contender for the
rebranding project. The company's existing design had grown stale and inconsistent across
its various makeup lines, which presented an opportunity for a fresh and cohesive visual
identity. For instance, some of its product lines were based on candy and food items, such as
the "Peachy palette" and "Chocolate palette," while others were focused on more mature
themes, such as the "Hangover" line and the "Better than Sex" line.

Therefore, Too Faced cosmetics was chosen as the brand for the rebranding project due to
its potential for visual and brand identity improvements. By revamping the brand's visual
profile, the goal was to create a more consistent and appealing identity that would resonate
with the brand's target audience. Upon analyzing the color palette of the brand, it was
observed that although pink and gold were commonly utilized, a cohesive color story was
lacking. To address this issue, the decision was made to revamp the brand's visual profile
based on certain design trends.



2. Theory

2.1 Trends

In determining which design trends to incorporate, a thorough investigation was conducted
into current trends in the cosmetics industry. Two trends were chosen: one based on a
design trend popularized by Philip VanDusen's video (VanDusen P., 2022), and the other on
a new trend of rebranding occurring within the luxury fashion industry. The selected trends
included 70's typography and a minimalist font style.

The choice to adopt 70's typography was made with the goal of creating a unique and
distinct look for "Too Faced," which would help it stand out in the highly competitive
cosmetics industry. The minimalist font style, on the other hand, was chosen to impart a
sense of elegance and sophistication to the brand's visual identity.

Overall, the aim of these design trends was to provide "Too Faced" with a modern and
stylish image that could better appeal to its target audience while also establishing a distinct
and recognizable visual identity.

2.1.1 Trends of 1970

70’s typography and graphic design, particularly the use of vintage 70’s style fonts and
typefaces, are enjoying a resurgence in contemporary design (Davis, 2018). This trend can be
seen across various mediums, from packaging and apps to marketing campaigns and
animations (Poynor, 2003). A characteristic of 70's design includes the use of bubble-like
balloon fonts or bold, rounded serif fonts (Heller, 2012). These fonts, popular during the
golden age of magazine advertisements (Eskilson, 2007), often evoke a psychedelic or liquid
feel, especially when incorporated in animations (Lupton, 2008).

2.1.2 70's typography

To begin the design process, it was necessary to seek inspiration from various sources. In
particular, the use of color palettes and font types was examined to create a distinct 70's
aesthetic. The objective was to develop a fun and vibrant visual identity for the brand, using
a poppy look that would capture the essence of the era. To achieve this, a 70's pop font was
selected for the design, with a variety of colors to enhance its playful quality. The color
palette was carefully researched and designed to evoke a summer and daytime feel, with
shades of pink being chosen to maintain a connection with femininity and makeup. The
color tones were deliberately selected to have low contrast, reminiscent of old 70's
photography.
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By combining these colors, the overall effect was intended to inspire feelings of nostalgia
and flower power, which would resonate with the target audience. Thus, the design
elements were meticulously crafted to create a cohesive and distinctive visual identity for
the brand, one that would evoke a sense of fun, femininity, and retro charm.

Figure 1- Design #1

To create the background for the mockups, a filter was applied along with a blend of the
chosen color palette. The objective was to evoke a sense of swirling movement, reminiscent
of the disco era, with the patterns adding to the overall effect. In addition to the
background, the same pattern was also used in the packaging design for the makeup, albeit
in @ more subdued color palette to create an old photography texture.

The logo for "Too Faced" was designed using different colors from the chosen palette,
contributing to a playful and youthful aesthetic. The font "Bratsy Script" was selected as the
primary component to create the design, in keeping with the 70's typography trend.

All these design elements were carefully chosen and integrated to create a cohesive and
effective visual identity for the brand. The final product successfully captures the essence of
the 70's era while remaining relevant and engaging to modern audiences.

11



Figure 2 - Design #2

In the process of creating the 70’s typography design, the aim was to explore the duality
inherent in the name "Too Faced," which connotes two opposing aspects. Specifically, the
intent was to create an evening/going-out style, with darker colors to embody this duality.

The color palette was selected to maintain a similar base in color, while incorporating pink
and purple shades to create a contrast between warm and cool tones. To convey an edgy,
nighttime vibe, the color palette was dominated by cold colors such as light and dark
purples. The font and background were kept constant from the previous design, with only a
color swap implemented to achieve the desired effect.

12



Figure 3 - Design #3

2.1.4 Trends of 2023

One of the most significant trends in color typography today is the usage of white text on
black backgrounds, known as dark mode typography (VanDusen P., 2022). Despite past
guidelines advising against this due to legibility concerns, technological advancements in
screen resolution and color dept, as well as a preference for more minimalist design, have
made this design more feasible (Manovich, 2013). Dark mode, which has been adopted as a
standard by many operating systems, lends a mysterious, dramatic mood to designs and is
often associated with premium brands (VanDusen P., 2022).

The Y2K aesthetic, characterized by bright colors, futuristic motifs, and an emphasis on
technological advancement, has had a significant impact on design trends (Duggan, 2021) .
This look, popularized by celebrities in the late 90s and early 2000s, represents a sense of
optimism about the future.

The cyber wave design trend, emerging in the early 2010s, is influenced by the aesthetics of
early internet and video game culture, blending retro-futuristic elements with bright neon
colors, geometric shapes, and distorted, glitchy textures (Laing, 2004). Bold, blocky
typography is a significant element of cyber wave design, reminiscent of early video game
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graphics (VanDusen P., 2022). This trend is often associated with electronic and techno
music, and with wider "vaporwave" and "retro wave" movements that celebrate retro
culture and the aesthetics of the 1980s and 1990s.

2.1.5 Minimalistic

To being the design process, finding inspiration is key. Looking at the new rebrand of luxury
brand in high fashion and the rise of simple and artist branding in the makeup industry, the
minimalistic style needed to be explored. Cosmetics brand like Haus of Labs, NARS and MAC
Cosmetics is all using a simplistic style with a modern sans-serif font. Looking at the rebrand
of the big fashion houses like Burberry and Saint Laurent, also going for a sans-serif font, and
made the decision to try to focus on a simple but elegant packing and would be an
enormous difference from the design 70’s typography.

From a playful design into the modern design in a rebrand can be seen as new way to hit a
new target demographic. The font needs to be simple yet eye catching and subtle at the
same time. Looking into the sans-serif fonts, Neue Helvetica and Helvetica was both options
to create a simple font for a logo design, but in the end the chosen font was “SF Pro” in
“Compressed Ultralight.” This to create a thin and luxury feeling font, while keeping it
simple. As is common for cosmetic brands to keep their logo a simple font, and not a logo
icon to keep the advertisement and store displays the same. The other elements of the
packaging design are using Neue Helvetica, to have a different feel to the logo. The choice to
create a darker more elegant design is to create two opposite designs, to look at the reaction
of consumers.

The color palette was inspired by old noir movies, with a black and white color palette. |
want to create a simple and luxurious feeling, inspired by other cosmetics and luxury brands.
The choice to have a limited color palette was also to create a gender-neutral design, as
inclusivity is a key factor in cosmetics consumers (Azuma, 2021).Too Faced fresh look would
feel gender neutral and feel more inclusive with a simple color palette, and less focused
gender stereo types, like pink and gold.

To summaries the design, is a minimalistic design with elegant and simple fonts in the sans-

serif font family. To create a gender inclusive design and feel of the brand, with a simplistic
logo font that works to establish higher end luxury than “Too faced” contemporary design.

14



Figure 4 - Design #4

2.2 Color

Color is a crucial element in brand design, and it can have a significant impact on our
emotions, perceptions, and behavior (Singh, 2006). Color can influence our minds and evoke
different emotions, associations, and meanings, often deeply ingrained in our cultural and
individual experiences (Labrecque, 2012).

Colors can evoke different emotional responses depending on their hue, saturation, and
brightness. For example, warm colors like red, orange, and yellow are often associated with
energy, excitement, and warmth, while cool colors like blue, green, and purple are
associated with calmness, relaxation, and sophistication (Labrecque, 2012).

In Brand ldentity, colors can also help to create a unique and recognizable brand identity by
associating certain colors with the brand's values, personality, and mission (Bottomley,
2006). For example, Too Faced uses pink as a dominant color in its branding to convey a
playful, feminine, and fun image.
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Colors can influence our perception of a brand's quality, trustworthiness, and reliability
(Ampuero, 2006). For example, black is often associated with sophistication, elegance, and
luxury, while green is associated with growth, health, and eco-friendliness.

Behavior and decision-making processes can also be affected by colors. Red is often used in
marketing to create a sense of urgency, while blue is used to create a sense of trust and
reliability (Kauppinen-Raisdanen, 2014). Overall, color plays a crucial role in brand design and
can have a significant impact on our emotions, perceptions, and behavior. Understanding
the psychology of color can help companies to create more effective and engaging brand
designs that resonate with their target audience (Singh, 2006).

The Role of Graphics and Color in packaging, marketing, and branding are professionally
researched. Color is a powerful tool that provides valuable information, with research
indicating that between 62-90% of assessments and evaluations are based on colors alone
(Singh, 2006). Marketers have long recognized that colors have a profound effect on
consumers' thoughts, feelings, and behaviors, making it an effective mnemonic device to
support cognition, capture attention, and stimulate consumer engagement (Labrecque,
2012). When consumers consider making a purchase, they consider multiple factors,
including product form, design, and aesthetics, which marketing scientists and managers
consider essential for gaining a competitive advantage (Ampuero, 2006). Others argue that
to capture discerning consumers, strategic use of visual cues is necessary. Further, packaging
design should be a primary consideration for marketers as it is a strategic brand issue.

2.3 Demographic

Perceptions by demographic affect how design choices are interpreted and understood by
individuals from diverse demographic groups (Gao, 2009). Demographic factors such as age,
gender, culture, and geography can all exert a significant influence on how people perceive
and respond to distinctive design elements such as color, typography, imagery, and layout
(Haubl, 1996).

(Gao, 2009) have demonstrated that individuals from distinct age cohorts often display
contrasting aesthetic preferences when it comes to design. Younger generations, for
example, typically favor modern and minimalist design styles, while older generations may
be more inclined toward traditional or classical designs.

Furthermore, gender has also been shown to impact design perceptions, with women
exhibiting greater affinity for softer colors and rounded shapes, while men may exhibit
stronger preferences for bolder colors and sharper lines (Venkatesh, 2000).

Cultural background is also an important determinant of design perceptions, with diverse
cultures having their own unique aesthetic sensibilities that can influence design choices
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(Maheswaran, 2000). For instance, some cultures may gravitate toward more elaborate and
decorative designs, while others may favor more practical and austere designs.

Geography can also play a role in design perceptions, with people in urban areas tending to
prefer more contemporary and progressive designs, while those in rural areas may be more
receptive to more rustic and traditional designs (Goulding, 2002). Understanding how
individuals from different demographic groups interpret and respond to design is crucial for
designers in creating products, services, and marketing campaigns that resonate with their
target audience. By tailoring design choices to the preferences and expectations of diverse
demographic groups, designers can improve the efficacy and success of their projects.

2.4 Brand Design

As stated by (VanDusen P., 2022) in his instructional YouTube video on brand design, brand
design refers to the visual elements that make up a brand's identity, including its logo, color
palette, typography, imagery, and packaging. It also encompasses the tone of voice, brand
messaging, and personality that a brand conveys through its visual identity (Wheeler, 2006).

The goal of brand design is to create a cohesive and memorable brand identity that
resonates with the target audience and sets the brand apart from its competitors (Olins,
2008). By using these design elements, brands can establish a strong visual identity and
create an emotional connection with their audience, driving brand loyalty and growth
(Lindstrom, 2006).

Brand touchpoints include emails, websites, e-commerce platforms, social media, and other
digital marketplaces (Moggridge, 2007).A logo, a fundamental design element, serves as the
visual representation of the brand and holds it together. It should be simple, memorable,
and communicate the brand's values and personality (VanDusen P., 2022).

The brand's color palette and typography are critical elements that help convey its
personality, tone, and emotional appeal. The selection of colors and fonts should align with
the brand's identity and resonate with the target audience (Wheeler, 2017).

Images, messaging tone, packaging, and user experience are all powerful tools in creating a
connection between the brand and its audience and should reflect the brand's values,
personality, and messaging (VanDusen P., 2022). The personality of a brand, defined as the
set of human characteristics associated with it, should be consistent across all touchpoints
and align with the brand's values and messaging (Olins, 2008).
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2.5 Rebranding

Historically, "renaming" was the primary focus in the context of the rebranding process
(Muzellec & Lambkin, 2006). However, more recently, additional aspects of rebranding have
been further explored and developed. (Muzellec & Lambkin, 2006) have conceptualized the
"Rebranding Mix," a theoretical depiction of the rebranding process, which illustrates how
corporate identity and rebranding are closely intertwined and reciprocally influential. The
corporate identity is a company's self-perception, which ideally should align with consumers'
perceptions of the brand's image and reputation (Muzellec & Lambkin, 2006).

(Daly & Moloney, 2004) contributed to the understanding of rebranding by developing the
rebranding continuum, which categorizes rebranding into three tiers: minor changes,
intermediate changes, and complete changes. Minor changes involve aesthetic
modifications, such as refreshing or restyling brand elements that have become outdated
(Daly & Moloney, 2004).

Conversely, intermediate changes target marketing strategies to revamp the corporate
brand's image. These changes typically involve leveraging communication and customer
service techniques to reposition the brand (Daly & Moloney, 2004).

A descriptive model of rebranding outlines two main drivers for changing a brand's design or
name: alterations in market aesthetics or changes in company position. Evolutionary
rebranding encompasses minor modifications made over time to maintain brand relevance
amidst evolving trends (Muzellec & Lambkin, 2006). Revolutionary changes, by contrast,
often emerge when a company or brand necessitates a wholesale new association with their
name or brand. These sweeping changes frequently result from a critical loss of brand trust,
triggered by events or mishaps that have significantly eroded customer confidence (Muzellec
& Lambkin, 2006).
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Rebranding is a process that involves forging a new brand identity for an existing brand by
modifying its visual and messaging components, aligning them better with the brand's
current values, objectives, and target audience (Muzellec & Lambkin, 2006).Here are the
steps for implementing rebranding to create a modern design: A comprehensive assessment
of the existing brand identity is crucial (Stuart, 2004). This involves analyzing the brand's
logo, color palette, typography, images, packaging, voice, messaging, and overall personality
to pinpoint the strengths and weaknesses of the current design and identify potential
improvements.

The next stage is to articulate the brand's objectives, values, and target demographic. This
aids in setting a clear path for the rebranding effort and ensures the modern design faithfully
represents the brand's identity and messaging (Merrilees, 2008).

The development of a modern design concept, which is in line with the defined objectives
and values, becomes necessary. This phase could entail crafting a new logo, choosing a new
color scheme, deciding on a new typography, updating images, and honing brand messaging
and tone of voice.

After creating the modern design concept, it should be tested with the target audience to
ascertain its impact and resonance (Merrilees, 2008). This may involve focus groups, surveys,
and other market research methodologies. Based on the feedback received, the design can
be tweaked and optimized until it achieves the brand's objectives and resonates with the
target demographic.
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When the modern design is finalized, it can be launched. This involves updating the brand's
website, packaging, marketing materials, and other customer touchpoints to reflect the
modern design. Effective communication of these changes to the target audience is
paramount to ensure a seamless transition and prevent confusion (Merrilees, 2008).
Rebranding can serve as a potent tool for crafting a modern design that better represents a
brand's objectives, values, and target demographic. By following these steps, brands can
create a modern design that appeals to their audience, cultivates brand loyalty, and spurs
business growth (Muzellec & Lambkin, 2006).
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3. Method

This chapter is about the method used to answer the questions asked in this thesis. The first
sections are about the research design and method used. How the quantitative data was
collected and how the group sessions created quantitative data. At the end there is a section
were analyzing the mixed data and aspects of the data is discussed

3.1 Research design

The research design comprises both qualitative and quantitative methods, with mixed
methods as the overarching methodological approach. A method is a tool used to solve a
problem and gain new knowledge (Holme, 1996). The quantitative part of the study involved
conducting a survey for selected individuals. The survey aimed to gather feedback on unique
design proposals that have been created. | also sought information from those with a
background in design. The survey was quantitative, but | also collected qualitative data using
open-ended questions, allowing respondents to express their thoughts freely. The
qualitative part of the study consisted of observations made during a group discussion of the
different design's examples, involving selected individuals with expertise in design fields.

The advantages of combining qualitative and quantitative methods into a mixed approach
have been used to complement the two methods (Holme, 1996). A methodological
approach that involves both types of methods is known as Mixed Methods. Mixed Methods
involves collecting both qualitative and quantitative data and interpreting them to a
combined answer to the research questions (Creswell, 2018). (Creswell, 2018) describes
characteristics of this methodological approach, which includes collecting and analyzing
both qualitative and quantitative data to answer research questions. This approach utilizes
precise qualitative and quantitative methods. Exploratory sequential mixed methods are a
design in which the qualitative part of the research is conducted and analyzed first, followed
by the quantitative part. Finally, the data are merged and analyzed as a whole (Creswell,
2018).

3.2 Brand Analysis

Analyzing a brand necessitates a comprehensive evaluation of its identity, which
encompasses elements such as its messaging, visual cues, positioning, target audience, and
competitors (Aaker, 1996). The following steps should be considered in brand analysis:

The initial step involves identifying the brand's target audience. This requires an
understanding of the audience's demographics, psychographics, and behaviors, as well as
identifying the challenges they seek to address (Urde, 2013).

21



The brand's messaging should be evaluated. This includes examining the brand's tone of
voice, personality, and unique selling proposition (USP). Such evaluation helps ascertain
whether the brand's messaging is consistent, transparent, and resonates with its target

audience (Keller K. L., 2006).

The visual elements of the brand, including the logo, color palette, typography, and imagery,
should then be assessed. These elements are critical in the creation of a brand's identity
(Aaker J. L., 1997). The evaluation helps identify whether these visual cues align with the
brand's messaging, values, and target audience, and if they elicit a positive emotional
response from the audience.

The brand's positioning and differentiation should be assessed. This involves understanding
the brand's market placement and how it differentiates itself from its competitors. It helps
determine whether the brand's positioning strategy is effective and whether its USP is being
communicated effectively (Keller K. L., 2006).

Understanding the brand's competitors and their strengths and weaknesses through a
competitor analysis can provide insights into areas of differentiation and improvement. This
involves analyzing the competitors' messaging, visual elements, positioning, and target
audience (Urde, 2013).

Market analysis should be conducted to understand market trends, consumer behaviors, and
market opportunities. This helps identify opportunities for growth and expansion and
determine whether the brand's messaging and visual elements align with market trends
(Aaker, 1996). A brand analysis involves a holistic evaluation of various aspects of the brand's
identity, messaging, visual elements, positioning, target audience, and competitors (Keller,
2002). By following these steps, brands can identify their strengths and weaknesses, uncover
areas for improvement, and craft a strategy to fuel growth and success.

3.3 Qualitative Method

Qualitative research is a method employed to gain a deeper understanding of social
phenomena, behaviors, and interactions. This research approach focuses on the 'why' and
'how' of decision-making, as opposed to 'what,' 'where,' and 'when,' which are commonly
addressed in quantitative research. Qualitative methods prioritize the depth, detail, and
meaning of the data collected over the breadth of the research (Bryman, 2016).

Qualitative research methods can be highly diverse and include methods such as interviews,
participant observations, focus groups, and content analysis, among others. These methods
aim to collect rich, descriptive data that can provide insights into individual experiences,
perceptions, and motivations, thus adding depth and detail to our understanding of a
particular context, issue, or phenomenon (Creswell, 2018).
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In this study, the qualitative component involved observations made during a group
discussion of various design examples, engaging individuals selected for their expertise in
the design fields. These observations allowed for an in-depth understanding of the
perspectives, experiences, and interactions of these experts, which informed the
interpretation and analysis of the research question (Bryman, 2016).

By integrating qualitative research methods into the broader research design, this study was
able to explore the complexity and nuances of the research questions at hand, providing a
richer and more detailed understanding than could be achieved using quantitative methods
alone (Creswell, 2018).

3.3.1 Informal Interview

As a component of obtaining feedback on the various design alternatives, a face-to-face
meeting was organized to provide a presentation of the designs by the researcher. The
purpose of this presentation was to offer further clarification on the design choices utilized
in the various versions and allow for questions during the presentation. All questions and
comments were documented throughout the presentations to enable a comparison of the
responses given earlier in the individual survey responses. This was also a means for the
researcher to observe how individuals are influenced by others' opinions and interpretations
and to assess how their perception of the best design evolved during the discussion and
presented rationale.

3.4 Quantitative method

Quantitative methods are characterized as structured and systematic (Holme, 1996). The
data obtained through these methods typically consists of "categorized phenomena" and
centers around the "counting and prevalence of phenomena" (Johannessen, 2016). These
methods rely on identifying the units under investigation and the variables of interest
(Johannessen, 2016).A significant component of the present study entails a quantitative
approach. During the development of various graphic design proposals, the current
researcher sought to ascertain whether the selection of specific design trends influenced the
experience of distinct expressions. Of particular interest was an investigation into potential
disparities between design professionals and those without relevant backgrounds. To
address this component of the research, a survey was employed as a data collection
strategy. The number of respondents yielded by the survey was consistent with
expectations, thus providing a robust foundation for subsequent analyses.
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3.4.1 Survey

Two distinct questionnaires were developed for the study, catering to participants with and
without design background. The questionnaires were carefully designed to enable direct
comparison of results from the two surveys, which was accomplished by including related
guestions for both user groups. Non-design participants were presented with a simplified
scale for selecting their preferred design without internal rating between fresh design
options. On the other hand, participants with a design background were asked to rate the
design options on a scale ranging from 1 to 4, where 4 indicated the most favorable rating.

To establish uniform categories across the surveys and to group participants accordingly,
guestions pertaining to age, gender, and design background were included. The addition of
further categories would result in the questionnaire being subject to personal information
classifications. Therefore, to avoid such classification, no further questions regarding the
participants were included in the survey.

The ultimate inquiry directed towards the cluster of respondents with design expertise was
an unrestricted inquiry regarding their favored design alternative, accompanied by a
justification for their preference. This provision was established to enable the participants to
furnish feedback that was not encompassed by the pre-defined questions in the survey.
Furthermore, it was structured as an open-ended feedback mechanism concerning the
design, process, questions, or other remarks regarding the questionnaire.

A feedback loop with fellow students and advisors was incorporated in the development of
the questionnaires. The survey instruments were implemented using Google Forms,
facilitating the accumulation of survey data, and enabling the analysis of data across all
responses. Moreover, this procedure served as the data infrastructure for the tables and
charts utilized in the analysis of survey findings. Google Forms also simplified the process of
getting the respondents to answer the survey, as | could simply share the correct link to
either to all or to a selected group for the survey that required design background.

3.4.2 Questioner

A questionnaire defined by (Babbie, 2010), is a data collection tool used in research to
gather standardized information from individuals. It consists of a series of questions
designed to collect specific data from a defined group of respondents. The questions can be
either open-ended, allowing free-text responses, or closed-ended, limiting responses to
predefined options.

Questionnaires are commonly used in both quantitative and qualitative research and can be
administered in many ways, including paper-and-pencil, online, or via phone (Dillman, 2014).
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The mode of administration is often chosen based on the target audience and the type of
data required.

The design of a questionnaire is critical to its success. As stated by (Fink, 2013), a well-
designed questionnaire should be clear, unambiguous, and structured in a logical order to
facilitate easy comprehension and completion by respondents. Furthermore, (Bryman, 2016)
underscores the importance of ensuring that the questionnaire aligns with the research
objectives and adequately captures the required data.

3.5 Reliability

Reliability refers to the consistency and stability of the questionnaire's results, across
different raters or researchers, and under different conditions. As suggested by (Kvale, 2009),
it can be assessed using statistical tests that measure the degree of agreement between
multiple raters or the consistency of the questionnaire's items. Validity, on the other hand,
refers to the accuracy and appropriateness of the questionnaire's results in measuring the
concept or construct that it intends to measure. (“3. 281,2. Explain how reliability and
validity are related to each ...”) Validity assesses whether the questionnaire measures what it
claims to measure and whether it is relevant and meaningful for the research question, as
indicated by (Tjora, 2021).

The reliability of a questionnaire, researchers can use several methods, including test-retest
reliability, inter-rater reliability, and internal consistency reliability. These methods, as
outlined by (Kvale, 2009), involve administering the questionnaire multiple times to the
same or different participants and comparing the results to determine whether they are
consistent and reliable. To test the validity of a questionnaire, researchers can use several
methods, including face validity, content validity, criterion-related validity, and construct
validity. These methods involve assessing whether the questionnaire's items are relevant
and meaningful for the research question and whether they are associated with other
measures of the same construct or with relevant outcomes, as explained by (Tjora, 2021). In
summary, assessing the reliability and validity of a questionnaire is essential to ensure that it
is a trustworthy and accurate tool for collecting data in academic research.

3.6 Approach to analysis

When analyzing qualitative data, it often involves processing text (Johannessen, 2016). After
the observation was carried out, the notes and forms were converted into a detailed text,
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which describes what was observed, along with the timings of the process. The observation
was coded according to the hypothetical model. The text was first reviewed to identify when
the Introduction, coding, application, and translation appeared in the process. Once these
were marked out, their lengths could be recorded. The notes from the group meeting were
reviewed multiple times so they could be coded. Coding is about identifying essential
elements in the collected data and marking them with codewords that describe what the
information elements are about (Johannessen, 2016). The notes were categorized so they
could be analyzed along with the observation, but also separately.

The survey is used as descriptive statistics. It is not meant to be used to analyze causal
relationships. There has been a focus on examining correlations between design experience
and non-experience, or how age affects preferences in design trends. Most importantly,
whether the respondents would choose one of the designs mockup's examples or would
prefer the existing design. The results were first sorted so they could be presented in the
media resource. These results are displayed in graphs and tables. Since in several cases there
were respondents who used free text answers, these had to be sorted and categorized. To
investigate the significance of the data, they were analyzed in conjunction with the
literature, previously presented in the theory section of the assignment.

3.7 Privacy

A fundamental principle for ethically sound research practice is the requirement of
confidentiality. Information from the research project should be handled in such a way that
the identities of the informants remain anonymous. Moreover, it is crucial that identifiable
information is stored securely (Thagaard, 2018). Comments and observations after the group
gathering were anonymized. This was done by removing all information that could identify
the individual, such as the informant's name. It is important to take ethical considerations
into account regarding anonymity, but in a way that allows the research results to be
communicated (Tjora, 2021). Therefore, | filled out a general description in parentheses
when | removed names of people, for instance, or used fictitious names for the informants.
This helped me remember each of the informants and thus gain a better understanding of
the whole in the analysis process. Ensuring user privacy during the collection of survey
responses is pivotal for conducting research ethically. The Norwegian Centre for Research
Data (NSD) has formulated guidelines to safeguard privacy, which serve as a valuable
framework for researchers globally. To evade the inclusion of non-personal and non-
sensitive data in my research, | devised my questions and noted observations in such a way
that the data collected and analyzed fell outside these categories.
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The preservation of participant privacy was a primary concern in this research. To prevent
potential issues or distress in case of a data leak or mismanagement, | refrained from asking
for personal or sensitive information. My approach was to simplify the process and
concentrate on the information necessary for the research, thereby ensuring adherence to
the principles of data minimization. This methodology not only facilitated adherence to the
NSD guidelines, but it also ensured that no sensitive or personal data became part of my
data collection process. If during data collection, any information could potentially be linked
back to an individual, | took measures to anonymize this data or incorporated it into a
broader quote or reference, ensuring that individual identities were not compromised.

3.8 Bias

An element to consider during the execution of group discussions is the potential for bias,
which can unduly influence the outcomes of these interactions. Bias could come into play
based on pre-existing relationships or familiarity among group members, the setting of the
conversation, and the potential influence on the group's preferences.

Because the group discussions were held with co-students who had prior acquaintance with
me, there could have been an inherent bias (Krueger, 2014). This familiarity might have
influenced the opinions expressed, either consciously or unconsciously. Participants may
have leaned towards agreeing with my points of view or, on the contrary, held back from
expressing opposing views to avoid potential conflicts.

The environment where the group discussion took place - the school - could also have
contributed to bias (Krueger, 2014). The setting might have led participants to present views
they perceived to be more 'academic' or 'acceptable’ within that environment. This could in
turn have skewed the discussion outcomes, away from their authentic preferences or
opinions.

Pre-existing familiarity and the specific setting may have affected the group's design
preferences, skewing towards favoring certain designs over others based on perceived
personal affiliations or the academic context (Flick, 2018).

Interpreting the outcomes of the group discussion it is therefore essential to take these
potential biases into account, acknowledging their influence on the conclusions drawn.
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4. Analysis and Discussion

This section delves into the specifics unearthed from the dual analysis of both quantitative
and qualitative data; a comprehensive methodology designed to thoroughly tackle the
research questions central to this study. The quantitative analysis involves rigorous scrutiny
of numerical data, identifying discernible patterns, trends, and relationships among the
respondents. Such an approach facilitates the generation of findings that significantly bolster
the objectivity of the study's results.

The qualitative analysis, meanwhile, provides an enriched and expansive comprehension of
the subject at hand. It enables a deeper understanding of the responses by exploring the
experiences, perceptions, and contextual factors reflected in the study's responses.

The integration of these two methodologies allows for the subsequent chapters to
effectively present the results and delve into a thoughtful exploration of their implications.
This integrated approach ensures that the findings are not only presented but also
meaningfully discussed within the context of the study's broader aims.

4.1 Result

4.1.1 The open questionnaire

The empirical data from the open survey for the public is shown here. First a presentation of
the participators in the survey and then the findings from it. The survey was sent out via
Facebook, LinkedIn, and emails to former professor at California State University Northridge,
and 94 completed the survey. The respondents were 77.7% female, 18.1% Male, 2.1%
nonbinary and 2.1% preferred to not say. The age distribution of the participants was 77.7%
in the 21-40-year age range, 20.2% in 40+ and 2.1% in 20 and younger. The design
background of participations is divided by 57.4% has no design background, 11.7% has some
design background and 30.9% has a design background.

In This survey the participations were asked to rate their favorite and least favorite design
based on certain criteria in the analysis, the criteria were color, text/font, fitting for a
cosmetic brand, stye and overall design. The participants were not told which design was the
original, unless they were aware of the designs for the brand Too Faced. The first design in
the survey is dark 70’s design, the second is dark color 7+0’s inspired design, the third design
is an original design and lastly the minimalistic design.

The finding of the general survey was that design number 1 was favored in the color and

style section, with the third design/original design being favored by the participants in
overall design and most fitting for a cosmetic brand. Based on the survey this design is the
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most favored overall. While the second design is the least favored design by all the
participants, while design number 4 is favored when it comes to font text. For an overview of

all the answers of people look at the figure.

- Spersmal/Design 1 2 3 4

1 Inyour opinion which design for you has the most appealing colors? 41% 11% 30% 18%

2 Inyour opinion which design has the least appealing colors? 17% 31% 23% 29%

3 Inyour opinion which design has most the appealing looking text? 15% 9% 36% 40%

4 In your opinion which design has the least looking text 12% 33% 30% 26%

5  Which design in your opinion is most fitting for a cosmetics brand? 21% 7% 45% 27%

6  Which design in your opinion is least fitting for a cosmetics brand? 15% 46% 12% 28%

7  Looking at the styles of the design, which do find the most appealing* 36% 10% 29% 26%
*style defined by era, like the 70s or by the stye genre like minimalist.

8 Looking at the styles of the design, which do find the least appealing 12% 33% 29% 27%
*style defined by era, like the 70s or by the stye genre like minimalist.

9 Looking at the whole design, which do find the most appealing in your opinion? 28% 10% 36% 27%

10 Looking at the whole design, which do find the least appealing in your opinion? 15% 36% 24% 24%

Figure 6 - Heatmap for questions regarding design options 1-4

As this survey has differences in design background and not, the people with a design

background favored design 1, more than the people with no design background. Design
number 3 was highlight favored by people with no design background, and design 4 saw
more positive reception from participants with no design background. While the original

design was seen less favorable by people with design background.
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Figure 7 - Distribution of preferences for questions in the survey

4.1.2 The open questionnaire

The empirical data gathered from the survey for people with a design background is shown
here. First a presentation of the participants in this survey and then the findings. To find
participants of the survey, it message was sent out on a Canvas page for all bachelor
students at Multimedia technology and design bachelor to reach out if interested. Due to
the survey and informal group discussion being connected, the response was lacking. Only 2
people reached out after the post and the rest were asked in person to patriate. The survey
was completed by 11 participants. The genders split for the survey was 72.7% female and
27.3% male. For the age range 90.9% was in the 21-40 age range while 9.1% was in 40+.

In this survey, participants are requested to assess and provide ratings for four distinct
designs related to the "Too Faced Cosmetics" brand, employing a Likert scale for their
evaluations. The designs under scrutiny encompass the original brand design and three
novel designs that | have created. Getting their perceptions of several design elements,
beginning with the color palette, which examines how harmoniously the colors interact in
the designs and how well they embody the brand. The next element is typography, which
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refers to the evaluation of the typefaces used in the designs, focusing on aspects such as
readability and the emotional resonance they evoke.

Participants are also expected to consider the broader design choices, which pertain to the
overall layout and various visual aspects. Finally, they are invited to reflect on the extent to
which the designs align with prevailing trends. By considering all these elements collectively,
participants will gain a holistic understanding of the brand's design. Their responses will be
instrumental in providing invaluable insights for my master's thesis.

The respondents provided feedback on various aspects of a series of cosmetics brand
designs, including color palette, typography, the font used, alignment with design trends,
and overall impressions.

For the first design, the warm color palette was highly appreciated as it aligned well with the
brand's original colors. The design was perceived as fun and eye-catching, although some
respondents pointed out issues with the logo's typography, suggesting the shadow did not
fall naturally, making the logo appear flat. The second design received mixed feedback,
primarily negative, due to its intense colors and aesthetics that some respondents felt did
not appropriately represent a cosmetics brand. One respondent even mentioned it looked
more like a campaign for a non-cosmetics product. The third design was appreciated by
some respondents for its simplicity, cleanliness, and overview. However, not all were
positive, with one respondent finding it bland and uninteresting.

Finally, the fourth design was applauded by some for its minimalistic, clean design and style,
whereas others found it too dark and unappealing. There was also feedback suggesting it
had a masculine feel to it and that the logo and typography made the product look like
toothpaste or paint, failing to represent cosmetics appropriately.

Overall, the respondents favored warm, fun designs that align closely with the brand's color
palette and clearly represent cosmetics. Designs with intense colors or those failing to
accurately represent cosmetics were less favored by the participants.

Based on the information provided, it is not possible to provide a quantitative analysis of the
responses. The data consists of qualitative feedback on design aspects, and the respondents’
personal preference for the best and worst designs. However, if we attempt to give a simple

count-based analysis of how often a design was favored or disfavored, we can look at the last

part of each response:
Design 1: Preferred most by 5 out of 11 respondents.

Design 2: Preferred least by 2 out of 11 respondents.
Design 3: Preferred most by 5 out of 11 respondents.
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Design 4: Preferred least by 5 out of 11 respondents.

These numbers suggest that Designs 1 and 3 were the most popular, each being the favorite

of approximately 45% of respondents. Design 4 was the least popular, being the least

favorite of around 45% of respondents. Design 2 had mixed reviews, but it was also the least
favorite for some respondents. Please note that this analysis is quite simplified and might
not capture the full complexity of the feedback given.

Spm/Design 1 2 3 4

= Oy U = W o=

Rate the design based on the color palette
Rate the color palette of the design based on ur own preference | 2.82 2.00 2.73

Rate the typography of the Logo 291 273 282 264

Rate the font used in the design . 2.91 2.73
Rate the design based on the design trend 2.55 2.55
Rate the design based a cosmetics brand 291 236 2.45
Rate the design as a whole in your personal opinion 291 209 2.36

Figure 8 - Designer feedback scoring for design 1-4
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Figure 9 - Distribution of preferences for designer preferences

4.1.3 interview or group session

The participants of the group discussion were students invited from Multimedia technology

and design bachelor and was supposed to be the same participants to take the survey. The

number of participants in the group discussion did not match the participants of the
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discussion. As some of the participants did not complete the survey before arriving at the
discussion, all participants were reminded by text to complete the survey after the
discussion to get an even number of participants. Therefore, the result of the discussion and
survey for design complete line up.

The discussion was held in person, and the people were left to discuss each design shown on
the screen. The discussion showed that the favored designs was design number 1 and design
number 3, and their least favored was design number 2. This aligns with the answers of the
corresponding survey that was sent out to participants. Many of the participants kept the
same option as in the survey, while some change their opinion on design number 4, and had
a little more positive perception towards the design compared to previous perception about
the design. Below Figure 10 is showing a summary of notes.

Design 1: Design 3:
* Reminded some of makeup products (blush, bronzer, etc.) * Liked the color palette and simplicity
* Enjoyed more fun designs than minimalistic ones * Fits well for a makeup brand
* Warm color palette that matches with a particular brand = Clean, stylish, and minimalistic
* The background pattern is eye-catching * Eye-catching background pattern
* The logo's shadow doesn't fall naturally on the text * The logo could be improved with better shadowing
* Muted colors make the logo appear flat compared to the
. backgroun
Design 2:
* Colors were perceived as too strong
. . . . Design 4:
* Gave the impression of being too dark, like a cold basement
rather than a fancy campaign for a maf(eup product * Liked by some for its minimalistic and clean design
* The Io%q and typography didn't represent cosmetics well, * Others found it bland and boring, lacking something to draw
resembling toothpaste or paint themin
* Masculine aesthetic, which could work for a rebrand but not * Gray, heavy, and dull appearance

as a representation of cosmetics

Figure 10 - Designer comments on design options

4.2 Analysis

Here | am to debate the findings of the data.

4.2.1 Research question 1

Does demographic and age interpret designs in different ways? Survey responses indicated a
general preference for the original brand aesthetics over the altered design. This trend was
noticeable among both individuals with and without a design background, as detailed in
figures 4 and 5. Daly and Moloney (2004) assert that rebranding and introducing a fresh look
for a brand can impact audience perceptions, a notion that finds resonance in this survey.
Interestingly, designs that deviated dramatically from the original were less well-received by
survey respondents. Conversely, designs influenced by the 70's trend and cotton candy-
inspired aesthetics, which align more closely with the established brand, elicited a more
positive response.
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Regarding the trend design, participants demonstrated a liking for the light colors and retro
appeal of the 70’s design. The minimalistic design, however, did not garner much favor
during the group discussion. Interestingly, the conversation revealed a gender-based
preference: male participants expressed an inclination toward the minimalistic items,
whereas female respondents wished for a lighter design. The darker 70's design was
universally dismissed in the surveys and was perceived as the least appealing. Feedback
described it as heavy and inconsistent with the vibrant color palette commonly associated
with the 70's era.

Analysis of the demographics revealed some differences in preferences between men and
women, and between designers and non-designers:

Designers mostly favored Design no.1. They appreciated the complexity and depth in design,
along with the color usage. In contrast, non-designers favored the original design due to its
simplicity and appeal. It is also possible that some respondents who had previous
engagements with the company expressed a preference for the original design due to
familiarity.

The response to design 4 seems to be polarizing. It was often chosen as the most appealing
in various categories but also the least appealing in some. This could suggest that while it
stands out and attracts attention, it also has elements that some respondents find
unappealing. Responders with design background might find this design a tad simple and
uninteresting, but others found it masculine and elegant due to its dark colors.

Design no.1, characterized by the most appealing colors according to respondents, received
41% preference.

Design no.3, representing the original design, secured 30% of the votes for the most
appealing colors.

These findings underscore the importance of considering audience preferences and
demographic factors in the process of brand aesthetic modification.

4.2.2 Research question 2

Do people response differently to color and fonts in different designs? People responded
differently to the color palettes in the various design options. Design no.1, which featured
light colors, seemed to align with the preferences of a considerable proportion of
respondents. Design no.2, with its dark purple color, did not specifically stand out in terms of
preference. The original colors in Design no.3 had its set of admirers, reflecting the comfort
of familiarity. Design no.4, which boasted a minimalistic black and white aesthetic, appealed
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to a specific demographic, particularly men. These findings align with (Moon,
2021)argument that color in design can trigger different emotional responses (Moon, 2021)

typeface in Design no.1 was preferred mostly by designers, whereas people without a design
background expressed liking the font and color of Design no.4. This difference implies a
varying appreciation for design elements among people with various levels of design
exposure and experience, which resonates with (Moon, 2021)’s emphasis on the role of
typography in enhancing visual communication (Moon, 2021).

There were some readability issues with Design no.4. Its small font and low contrast made it
difficult for some respondents to read. The black outline was also highlighted as a factor that
compromised legibility. These findings echo Moon's observations about the importance of
balance between style and readability in design (Moon, 2021).

Design no.1, with its light colors, seemed to resonate more with people with a design
background, while Design no.3 was preferred by those with no design or brand background.
When it comes to gender, female respondents favored the color palette of Design no.1,
while male respondents preferred Design no.4 and showed a disinclination towards Design
no.l. These results underline the significant role of demographic factors in shaping design
preferences, which aligns with (Moon, 2021) assertion about demographic consideration in
design decisions (Moon, 2021)

There were suggestions indicating that the colors were almost perfect, particularly citing the
warm colors that matched with the existing color palette. These responses imply an overall
satisfaction with the current brand aesthetics and a resistance to drastic changes. This
complies with (Moon, 2021) observation on the importance of aligning design aesthetics with
existing brand values (Moon, 2021).

Statistics show a split in design preferences between genders. Around 34% of female
respondents liked Design no.1, while a significant portion of male respondents preferred
Design no.4. This finding emphasizes the importance of considering gender demographics
while making design decisions, a point that (Moon, 2021) frequently addresses in his work
(Moon, 2021).

This analysis affirms that colors and fonts significantly impact the aesthetic appeal of a
design and therefore, audience perceptions. They should be chosen carefully, considering
various demographic and individual factors, a notion supported by Moon's work on design

aesthetics (Moon, 2021).

4.2.3 Research question 3
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Does a design background affect the perception regarding brand aesthetics? General Group
Differences: Present a broad overview of the preferences of the two groups. Were there
stark differences in how each group responded to the brand aesthetics or were their
responses quite similar?

The two separate groups, one with a design background and the other without, displayed
some variations in their responses to brand aesthetics. The patterns of responses indicate a
divergence in perception and preferences rooted in their exposure and understanding of
design elements.

Both groups showed similar responses overall, however, respondents with a design
background were more open to Design no.4. The latter group's exposure and understanding
of design principles could explain this. Conversely, Design no.1 received more preference
from respondents without a design background, due to its more conventional or accessible
aesthetic appeal.

Those with a design background appreciated the depth and craftsmanship in the designs,
often looking beyond the immediate visual impact. Their training and exposure allow them
to value the intricacies of design that may not be immediately apparent to the untrained
eye. In contrast, respondents without a design background were primarily concerned with
whether the design's aesthetic expression resonated with them or not.

Perceptions of the brand image varied between the designs. Design no.4 was perceived as
masculine and luxurious, a sentiment that emerged from group discussions. For Designs no.1
and no.3, respondents felt they were more appropriate for the selected brand's identity, as
discussed in the group conversations. This implies that the respondents were associating the
brand aesthetic with a particular image or set of qualities, and their preferences were
influenced by how well they felt the designs embodied those qualities.

In summary, while there were some similarities in the responses from the two groups, clear
differences also emerged. These differences primarily revolved around the appreciation of
specific design elements and the perceived brand image, reflecting the influence of design
exposure, and understanding of aesthetic preferences. The findings suggest that while it is
crucial to create aesthetically appealing designs, it is equally important to consider the
target audience's background and perceptions when developing a brand aesthetic.

4.4 Common findings and deviations

Common findings across the three research questions reveal that the original brand
aesthetics were preferred over the altered designs, irrespective of respondents' design
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background. Designs that significantly deviated from the original were not well-received.
Design elements such as colors and fonts had a considerable impact on preferences, with
light colors and easily readable fonts favored. The analyses also highlighted a noticeable
difference between the responses of people with and without a design background. Lastly,
demographic factors, particularly gender, significantly influenced design preferences.
Deviations:

Although the general trend was to favor original aesthetics, certain designs like the 70s-
inspired and cotton candy aesthetics garnered positive responses, indicating an acceptance
for evolution if it aligns with the brand's established identity. Similarly, while a significant
proportion preferred easily readable fonts, people with a design background showed
appreciation for complex design elements and smaller fonts. Another deviation is seen in the
mixed feedback for the minimalistic design (Design no.4); it was viewed as masculine and
elegant by some but received criticism regarding its readability. This disparity shows a
divergence in the perception of aesthetic value and practicality.

5.Summary and Conclusion

Concluding the research undertaken in this thesis, it is apparent that rebranding is a complex
process with multiple aspects to consider. It cannot be perceived as a quick fix to update or
refresh a brand's image. Even when adhering to an evolutionary approach, it requires
considerable effort and time to design an updated version that appropriately reflects the
brand's identity and appeals to the target audience (Muzellec & Lambkin, 2006).

Throughout this study, it was observed that colors significantly influence people's
perceptions and associations with a brand (Moon, 2021). Thus, careful consideration of color
palettes is a crucial aspect of the rebranding process, ensuring the selected colors resonate
with the brand's intended message and audience.

Future work could entail more iterations on brand design, continually refining the aesthetic
elements to better suit the target demographic. A deeper understanding of the demographic
could also be beneficial, given the observed influence of demographic factors on design
preferences (Moon, 2021). Further user testing with relevant groups could provide additional
insights into perceptions of the brand, ensuring the designs remain effective and engaging.
It is worth noting the limitations of this study, which primarily pertains to the difficulty in
engaging participants in group conversations about the design suggestions. It is a challenge
that underscores the need for developing compelling methodologies that elicit active
participation from the target audience.

In conclusion, although refreshing a brand design may seem like an easy solution to an
outdated brand, it is a process that involves significant work, even within an evolutionary
approach. This process requires the careful balance of maintaining the brand's core values
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while adapting to current trends and audience preferences. As with any endeavor, this
research indicates that thoughtful, well-planned strategies yield the best results in brand
design evolution.

like to have had more time, or more experience to mitigate the lack of time to make an even
better product.
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