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Abstract

This paper analyses barriers to user involvement in design development by focusing on a failure case. By conducting a single-case study on a freelance designer and his client, we found that an accelerated speed of development was among the most important factors that negatively influenced the development of creative concepts, including the final product. This accelerated speed of development limited the time allocated to user involvement and impacted both the product–client fit and the artistic value that makes creative products relevant or appealing in the first place. Specifically, this paper contributes to the scholarship on the failure of user involvement by analysing an actor (a freelancer) with very limited resources. In addition, this paper extends our understanding about the formation of the outcome of user involvement: the final product. From a managerial perspective, this paper serves as a warning about the drawbacks of adopting accelerated product development and provides guidance on how to avoid unsuccessful user involvement.	
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1 INTRODUCTION

Customers are viewed as being ‘inextricably linked to creative processes’ (Banks et al., 2002, p.258), and the benefits of involving users in development processes have been extensively acknowledged (e.g., Candi et al., 2016; Franke and Piller, 2004; Tietz et al., 2005). According to von Hippel (2005), user involvement leads to products that are better suited to user needs and, in addition, may create additional value and positive experiences. These positive experiences could be linked to the joy of participating in a creative act (Franke and Piller, 2004) or the pleasure of using a product, of exchanging and sharing ideas, of being involved in creative product innovation, or of having the chance to be recognized for one’s efforts (Parmentier and Mangematin, 2014). However, user’s preferences tend to change very rapidly; thus, the right identification of these preferences, and subsequent translation into specific product designs, has become a critical task of product development (Delgado-Hernandez, et al., 2007). 

A sector in which user involvement is key, the creative industries (CIs), has grown continually above the average rate in recent years (Caves, 2000; Martin-Rios and Parga-Dans, 2016; Moultrie and Young, 2009). Defining CIs has posed challenges to researchers, who recognise that ‘creative industries’ is a catch-all term (see Banks et al., 2002) for industries that undertake a wide range of heterogeneous activities and differ in size (Martin-Rios and Parga-Dans, 2016); however, a consensus between researchers does exist regarding CIs crucial role in the economy (Mietzner and Kamprath, 2013; Lampel and Germain, 2016). 

The most-used definition of CIs regards them as ‘industries which have their origin in individual creativity, skill and talent and which have a potential for wealth and job creation through the generation and exploitation of intellectual property’ (UK DCMS, 2001, p.5). As their importance for economic growth and employment acquires greater recognition, firms and governments increasingly see them as hubs for managerial innovations and experiments. These industries have often become pioneers in new organizational and business practices (Lampel and Germain, 2016), as user- involvement as an enabler for the creation of both incremental and radical innovations (Banks et al., 2002; cf. Candi et al., 2016). 

One reason for the distinctive organizational forms of CIs is that a high proportion of their workforce is composed of freelancers (Eikhof and Haunschild, 2006; Lampel and Germain, 2016; Mietzner and Kamprath, 2013). Despite the unprecedented rise in their numbers (e.g., Leighton and Brown, 2013), freelancers have remained neglected by the academic literature (Leighton, 2015). Though existing scholarship on user involvement mainly focuses on the benefits of this involvement and on successful cases (e.g., Candi et al. 2016; Parmentier and Mangematin, 2014), there is a lack of research that examines failed cases of user involvement. To close this research gap, this study aims to answer the question, what are the main barriers to user involvement in design development processes in the creative industries? We do so by focusing on a failure case led by a freelancer. Throughout the paper, the terms user and client are used interchangeably, because we hold two key ideas: (1) the client is the final user of the creative concept under development and (2) the client is the main user-partner in the design of the final outcome (e.g. Sanders, 2008).   

This paper makes three contributions. First, it contributes to researchers’ understanding of a designer’s failure to involve users by showing how this failure emerges during the development process in the creative industries. In this paper, we use Cannon and Edmonson’s (2001, p.162) definition of failure as ‘any deviation from expected and desired outcomes, including both avoidable errors and unavoidable negative outcomes of experiments and risk taking’. 

Second, as we examine freelancers, we specifically contribute to the literature on how actors with restricted resources deal with failure. As already stated, the number of freelancers has skyrocketed in recent years, and their importance to different sectors is only likely to increase in the following decades. Thus, understanding how freelancers deal with failure is critical now and will become even more so in the future. 

Third, this paper extends the understanding on the formation of creative concepts and creative products as the outcome of user involvement in the creative industries. CIs are in a difficult situation, because they ‘have one foot, so to speak, in the rational (economic) world and another in the irrational (art) world’ (Swedberg, 2006, p.253); similarly, their products bridge the usually clear-cut taxonomy between practical objects and works of arts (Panofsky 1940). This duality is also seen in other designed products, such as the outcomes of industrial design processes, in which aesthetic but functional characteristics are relevant (e.g., de Beer et al., 2009). In this regard, this paper shows how user involvement and the speed of development together shape the outcome.

To achieve these three contributions, this exploratory research relies on a single case study. The initial findings of this paper are an important step toward understanding these three areas by providing a fresh perspective and yielding suggestions for future avenues of research. The next section will review the existing research on user involvement in the creative industries, then justify the methodological choices. The paper then continues with a description and discussion of the case study and concludes with implications for both researchers and managers.

2 USER INVOLVEMENT IN THE CREATIVE INDUSTRIES

The creative industries are focused on and structured around new product and service creation (Caves, 2000) and the involvement of users in the development is a common practice in CIs with examples ranging from musicians and record labels (Caves, 2003), to software and telecommunications (Parmentier and Mangematin, 2014) or from videogame development (Souni et al., 2016; Tschang, 2007) to design (Goodman-Deane et al., 2010). Customer importance is such that managers of CIs have them in mind even when they define creativity as ‘having the ability to identify, distil and capture the client’s problem and develop and provide an effective solution’ (Banks et al., 2002, p.258). In addition, user involvement also plays a crucial role in these industries, as their innovation can be regarded as being mostly about ‘changing customers’ minds about what they like (Caves, 2000, p.202).

User involvement is particularly relevant because creative products are risky due to the buyer’s satisfaction being highly subjective (Caves, 2000) and specifically, in design, customers often look backward, referring to past design aesthetics, as they try to explain what they would like to see in the final product (Page, 2016). Alongside, these creative products can be characterized as providing extraordinary, hedonic experiences, and users may not be able to articulate what they want because they are actually looking for authentic and surprising experiences (Füller and Matzler, 2007). Thus, changing customers’ minds about what they like might be challenging, with user involvement often used as a validation method through which, by completing one more step in the development process, the doubts regarding potential user satisfaction can be reduced (Caves, 2003). In other words, involving users in the development process is a means to reduce uncertainty and to convince them about the ‘innovation’ along the way. This process is oftentimes viewed as on-going development in which the product is never finished (Parmentier and Mangematin, 2014). 

[bookmark: _Hlk12545730]As already highlighted in the literature, customer involvement in product development oftentimes leads to better products, reduced costs and risks, and brand benefits (Fuchs and Schreier, 2011; Greer and Lei, 2012). This involvement can take different forms depending on where it occurs in the product development process (e.g Etgar, 2008; Greer and Lei, 2012). As described by Greer and Lei (2012), firstly, in the feasibility stage, assessment of costs and benefits is seen as one aspect in which customers can help (Etgar, 2008). In a second stage, implementation, participatory design (e.g. Pals et al. 2008; Sanders, 2002) and mutual learning (e.g. von Hippel, 2005) become relevant. Lastly, as stated by Greer and Lei (2012), customers can also be involved in later stages such as measurement and feedback and/or further development.

Under this development model, and as already stated, development is always on-going but the creative industries are exposed to the same world as other industries, in which user preferences change rapidly, exponential technological developments are the norm, and information is readily available (Delgado-Hernandez et al., 2007). In this context, companies are asked to reduce their development cycle and to launch their products into the market at a never-before-seen speed, while still ensuring quality and suitability to customer needs (Leite et al., 2016). Product lifecycles become shorter (Graner and Mißler-Behr, 2012; Harland and Uddin, 2014) forcing companies to consider strategies to reduce the time required to move a product idea from the initial concept into the market (Menon et al., 2002). Consequently, an increased development speed, defined as ‘the pace of activities between idea conception and product implementation’ (Menon et al., 2002, p.317) has become the core for many companies’ competitive strategy (Carbonell and Rodriguez-Escudero, 2011). This accelerated speed is achieved by decreasing the time between idea generation and market launch (Cankurtaran et al., 2013) and is regarded as contributing to cost reduction, greater market coverage, and overall corporate performance (Menon et al., 2002). Despite these benefits, both researchers and practitioners argue that there might be potential trade-offs between new product-development speed and other performance indicators (Chen et al., 2010) as the challenge is to carry out this development faster without compromising quality or eliminating necessary steps (Carbonell and Rodriguez-Escudero, 2011). In this context, some are starting to wonder if faster development contributes to new product-development success in the first place (Cankurtaran et al., 2013).

[bookmark: _Hlk509141165]To conclude, the scant existing research on user-involvement barriers in the creative industries indicates that, although it is of paramount importance, it may be complicated to involve users in the development due to the conflicting needs to feel surprised alongside the need for uncertainty reduction. Furthermore, there is a pressure to speed up development but also a need to maintain participation in the process due to potential benefits for the product and as a potentially valuable experience for the user. How these complexities impact on user-involvement barriers has not been addressed in existing studies and, consequently, we decided to adopt an inductive qualitative research approach that allowed us to analyse barriers in a failure case. Before presenting the findings of the empirical study, the methodological choices are discussed.

3 METHODOLOGY 

This research is conducted as an inductive exploratory study that takes the special characteristics of the creative industries, its products, and freelancers into account. Due to its exploratory nature, a qualitative study was selected as the most suitable approach (Creswell, 2013) and a case-study methodology, defined here as ‘an empirical investigation of a particular contemporary phenomenon within its real-life context’ (Robson, 1993, p.5), was used. More specifically, a single-case study was selected to allow a deep understanding of the phenomena under investigation (Dyer and Wilkins, 1991).

The case at hand is a vivid example of a typical commission in which a freelance designer got a request to engage in a design development process with the objective to create a brand name for a client. The case exemplifies how an actor with limited resources, a freelancer, engages on the development of a creative concept and how the client is involved. The case was selected purposely with the objective of gaining insights that could have not been gained otherwise. 

The selection process is portrayed in Figure 1 and started with an empirical undertaking in which freelance designers were interviewed and asked if they could recall any failed projects. The objective was to identify failure cases from individuals who could contribute to the evolving theory, thus following a theoretical sampling approach (e.g. Creswell, 2013; Strauss and Corbin, 1990). Theoretical sampling is relatively straightforward for single cases (De Massis and Kotlar, 2014) and two failure projects were selected for further examination. After analysing the two cases, one was chosen as the case for the focal study. One of the reasons for selecting single-case studies is due to unusual research access (De Massis and Kotlar, 2014) and finding subjects willing to talk about failure experiences proved difficult. In this regard, access, illustrated by the willingness of the freelancer and the client to talk about the project, was of crucial importance. 

-FIGURE 1 HERE-

After the case selection, development-process data were collected from the designer and his client through semi-structured interviews that were recorded and transcribed. The semi-structured interviews were designed to allow the interviewees to freely talk about the development process with an aim to not constrain them with plausible reasons for the failure of the project. This approach allowed space for the identification of hidden or unknown factors and the reasons for the project’s eventual outcome. Secondary data, comprising of an informal interview, presentations, pictures, and written material, were collected for data-triangulation purposes. To avoid informants withholding important information, both interviewees were ensured that their names would be kept confidential. Thus, imaginary names are used for the freelance designer (Raul) and for his client (Maria).

[bookmark: _Hlk12545793]The collected data dealt with sequences of events during the development process and mainly concerned stories from the designer and the client on ‘what happened and who did what when’ (Langley, 1999, p.692). As previously identified in the literature (Langley, 1999), the collected process data were very eclectic and comprised of events, feelings, and interpretations. The analysis of the data involved matching emergent and theory-based codes with existing theories by following a three-stage coding process, as recommended by Strauss and Corbin (1990). This process followed the Gioia methodology (e.g. Gehman et al. 2018) and it is portrayed in Figure 2. 

-FIGURE 2 HERE-

Before the analysis started, temporal bracketing (Langley, 1999) was used to turn the process data into a series of discrete but connected blocks to ease the description of the case but also to help in handling the eclecticism of the collected data. As expressed by Langley (1999, p.694), the objective was to ‘move from a shapeless data spaghetti toward some kind of theoretical understanding that does not betray the richness, dynamism, and complexity of the data’. 

[bookmark: _Hlk12104083]As portrayed in Figure 2, the codification process started by establishing pre-defined codes drawn from the literature (such as barriers of user-involvement, signs of positive experiences or traits of face-paced development) and continued with the obtainment of a general understanding of the different topics present in the interviews. In a second stage, these first order topics developed in stage one, comprising those derived from repeat occurrences and the pre-defined codes, were assigned to different passages of the transcribed interviews. By ensuring a reduction in the first order topics, by merging overlapping categories and focusing on those that appeared more regularly, we were able to identify key second order themes in the data. To finalize, in the third stage, the most relevant themes were matched with existing theories, and the aggregated dimensions that comprise the findings of this paper were formed.  


4 FINDINGS

This case study portrays Raul, a 32-year-old designer with over 8 years of professional experience. At the time of the research Raul had been a full-time freelancer for the previous year and a half and had a focus on corporate images. The client, Maria, is a 33-year-old interior designer, with a passion for travelling who describes herself as a lively, curious, and creative person ‘always [with] a drive for more’. The focus is on Stork&Arrow, a commission in which Raul was asked to develop a brand name for Maria, who aimed to start her own handbag label. The rest of the case is described below as three stages. 

4.1 Stage 1: Creation of a highly abstract conceptualization

The process started with a formal kick-off meeting related to the development of a corporate image for Maria’s interior design studio but the focus soon moved toward Maria’s own handbag label. No formal design brief was produced and this meeting was subsequently followed by the creation of a shared photo panel under the web platform Pinterest, in which Maria uploaded material that inspired her. This material mostly related to strong women in different cultures but also pioneers of the women’s liberation movement such as hippies or flappers. In addition to these references, Maria’s personality and the background and characteristics of the project were to be considered for the development of the brand. Regarding these initial steps, Maria stated:

I remember a day in which I saw a documentary of women in the 20s. It was about the flapper movement, women in the 1920s that were a bit rebel, they smoked, they would ride motorcycles or they would have their skirts a bit higher than usual (…) We opened Pinterest panels in which I added documents about what I wanted the brand to be (…) but also pictures of women, handbags, information about my fabrics, the intention I had with my product… A lot of material… What I wanted to transmit was the idea of women strength in different cultures because my idea is that there is a social project behind the handbags and this is how the conversation about the name, the idea, started. 

Taking all these factors into consideration, Raul put together a strategic/creative document comprising all these elements. This document portrayed a highly abstract conceptualization of what the corporate identity would likely be and served as a guide for further development. In Raul’s words:

What I did was to gather up everything she told me in a document in which we made a map of all her ideas. Quite frankly, there were many, many, many stories, and there was a need to put something together to create a narrative script. The objective was to have everything she had in her head inside the script with a bit of order, to make the creative path easier in the long term. 

4.2 Stage 2: Creativity concept

The creativity concept was put together by taking the different elements in the creative/strategic document and by turning them into a story. Raul worked on the development mostly on his own and Maria stated that ‘sometimes I had the impression that, since he went along with the creative development, I did not see myself reflected in what he was doing’. This development was summarized by Raul as:

We gather up everything into a document, schematize it so it would be easy to digest and take it somewhere more creative. When she would need to make decisions, and also creatively speaking, it would be just a question to go back to the document and say ‘it is like this because it comes from here’. (…) Then after that we went into something a bit more poetic. It was only about looking for a story that could sum up everything, this combination of ideas, a story with a clear name. Then, I just simply went and looked for it.

In addition, Raul explicitly said that he made decisions for Maria to ensure that the project did not drag on:

In the end I realized that what I needed to do was to impose myself, to make myself respected, you know? Even if I needed to pretend just to convince her that I was right. This approach worked. So, when I wanted something to progress, I would simply force her and convince her about something, and that was it.

[bookmark: _Hlk502050171]During the search for concepts that could encapsulate the different elements of the creative/strategic document, Raul came across the story of how the winter migration of European storks was discovered. This story talked about the historic event in which storks that had been pierced by African arrows were discovered in Germany, thus revealing that German storks migrated to Africa in the winter. This story, referred to as Pfeilstorch in German, served as the creativity concept that was used to generate the final brand name. 

4.3 Stage 3: Final product

The final product was the brand name, Stork&Arrow, based on the historical events presented in stage two. To arrive at the final name, Raul proceeded to encapsulate the story behind Pfeilstorch into a brand name that could be used by Maria. This final refining process is presented in Figure 3.

-FIGURE 3 HERE-

As expressed by Maria, Stork&Arrow is an interesting name, not only due to the stork being a symbol of femininity or the arrow a sign of strength and direction, but also due to its relation to migration, trips, Africa, etc. Maria saw the brand as a segmentation of life and death, a duality that also helped in understanding the importance of the social aspect of the project. Similarly, Raul regarded the brand as the juncture between two concepts (stork and arrow) and described it as: ‘feminine, strong, genuine, international, emotive, creative, aspirational and with robust soundness, yet sophisticated’.

After Raul presented the name, Maria decided to ask external actors for their opinions, while he saw these inputs as external interferences and explicitly said in the interview that he did not ‘agree with her asking for other people’s opinions’. In his view, that was his role. 

Finally, and although Maria expressed that she was relatively satisfied with the final product, she rejected it, and went on to design her own brand name. Although she was happy with the result, and paid for it, she did not see herself in the brand. 

5	DISCUSSION

This section discusses the case and explores the failed development process described above. More specifically, the analysis attempts to unearth the main reason/s why the final product deviated from Maria’s desired outcome and eventually made the project fail. Although Maria was fairly satisfied with the work, and she was somehow involved in the process, she finally felt disappointed when she did not see herself in the end product.

[bookmark: _Hlk9070810][bookmark: _Hlk12545812][bookmark: _Hlk9070773]The main relevant aspect for the project’s failure was the time allowed for client involvement. In business, there are striking examples of the value of having relatively unstructured, unpressured time to create and develop new ideas, but examples of creativity under pressure also abound. Although they are conflicting findings on the effect of time pressure on creativity (cf. Aleksić, Mihelič, Černe and Škerlavaj, 2017; Khedhaouria, Montani and Thurik, 2017), researchers seem to agree that people are likely to be less creative under high time pressure (e.g., Amabile et al., 2002; Ensor et al., 2006; Khedhaouria, Montani and Thurik, 2017). In our case, Raul tended to push the project forward and Maria felt she was not being considered. The literature highlights the rapid pace of graphic design industry (Moultrie and Young, 2009), which, together with the designer’s objective of maximizing billable hours, did not allow enough time for user-involvement nor for the user to have a delightful experience.

Time is not a new topic in the academic literature on the creative industries (e.g., Moultrie and Young, 2009) whereby cultural and creative products take a position on a continuum between artistic (symbolic) value related to aesthetics, and instrumental (economic-strategic) value. The creative industries blend the historically separate worlds of culture and economy, or of art and commerce, to form a new hybrid sector (Banks et al., 2002) and, similarly, their products stand between ‘pure art’ with no immediate economic value and pure instrumental products (e.g., Caves, 2000). The literature warns about the potential compromise between time constraints and aesthetical value in other design disciplines (Page, 2016) and the ‘time is money’ logic manifested by Raul is likely to be in opposition with creating an outcome of artistic value. Thus, in the interviews, Raul mostly concentrated on economic constructs such as time, and the length of the project, and he discussed the artistic aspect mainly when asked to do so. Surprisingly, when looking at Maria’s language, most of the aspects mentioned related to the creative part of the process: the outcome, the story, and so on. 

[bookmark: _Hlk527373055]When we turn our attention toward the topic of time in user-involvement literature (e.g., Carbonell and Rodriguez, 2011; Delgado-Hernandez, et al. 2007; Franke and Piller, 2004; von Hippel, 2005), it is generally acknowledged that to find a solution, users need to be informed about different possibilities, try them, learn from errors, and compare different options. This is certainly a time-consuming, step-by-step process in which the user needs to be involved (Franke and Piller, 2004). In our case, this step-by-step process would have required actions such as showing progress to the user, evaluating different proposals, incorporating external feedback, and so on. In contrast, what we saw was that Raul consciously decided to block input from Maria and her network. As Raul describes it: ‘in the beginning I would pay more attention to her, but then later on, I started to ignore her’. In a sense, the client was seen as a block on creativity that had to be distanced from the creation process, a practice sometimes seen in creative industries (e.g., Banks et al., 2002) but also in other design disciplines, such as industrial design, in which the client is oftentimes excluded after the initial input (e.g., de Beer et al., 2009). Raul regarded time reduction as something positive that allowed the project not to stagnate and thus decided to speed up the development by limiting the involvement of Maria.

In this regard, literature on product development acknowledges the importance of users regarding a customized product as its own as a result of a co-production process (e.g., Merle et al., 2010; Schreier, 2006; von Hippel, 2005) and the process itself is highlighted as critical in the persuasion of the user about the uniqueness of the product and as a help for creating a customized label effect (Franke and Piller 2004; Merle et al. 2010; Schreier, 2006). In our case, the client specifically mentioned that she only saw herself partly reflected in the final product and the limited time allowed for user involvement seems to have had a negative influence in her perception of the product being unique and in this feeling that the product was not ‘her own’.  

When analysing the client–designer relation more deeply, we see that the client-freelancer tie in their dyadic relation can be categorized as strong (Granovetter, 1973), defined herein as one between an actor and a person with whom there is interaction on a regular basis (adapted from Powell and Grodal, 2005). The strong nature of the tie allowed Raul to get detailed and rich information from Maria, but weak ties such as acquaintances or friends of friends are usually the actors that introduce novelty in the form of different ideas, tastes, etc. (Powell and Grodal, 2005). The importance of networks for innovation has been widely acknowledged in the literature (e.g., Powell and Grodal, 2005; Spender et al., 2017), and, in our case, not only could the client have benefited from external advice-seeking, but the negativity of Raul in allowing external input might have diminished the possibilities for more novel insights and might have compromised client–product fit. To use an analogy, Raul was concentrating on exploitation, rather than on exploration (e.g., March, 1991), a common behaviour when a designer gets fixated too early with a concept in the design process (Page, 2016). In addition, Raul’s behaviour towards external input seems to be quite in line with previous studies in the ‘not-invented-here’ (NIH) syndrome (e.g. Katz and Allen, 1982) defined as ‘the negative attitude towards the utilization of external knowledge’ (Burcharth et al., 2014, p.150).  In this regard, Raul regards himself as the expert and sees it as his responsibility to come up with a final, novel, product that satisfies Maria. Oftentimes, experts have developed certain methods for problem solving and have difficulties to recognize novel solutions and it is not uncommon for experts to block external input, regard it as ambiguous, overly simplistic or as lacking technical sophistication (Matthing et al., 2004; Olson and Bakke, 2001). Once more, Raul’s behaviour might have blocked external novel input that could have increased artistic value and client-product fit. 

To finalize the paper, the next section summarizes these findings, and conclusions are drawn. The paper then finishes with some of the limitations of this study and suggestions for further research. 

6	CONCLUSIONS

This exploratory inductive research analysed barriers to user involvement by focusing on a design development process failure case in the creative industries. Figure 4 summarises the key findings of the study and highlights the user–designer conflicts that, in the studied case, led to failure. 

-FIGURE 4 HERE-

Our exploratory single-case study contributed to the understanding of the failure of user involvement by revealing how the usually positively regarded accelerated speed of development can sometimes have a negative impact (cf. Chen et al., 2010; Menon et al., 2002). As expressed by Cankurtaran et al. (2013, p.465), there is ‘insufficient—and often conflicting—evidence regarding how new product-development speed relates to the different dimensions of new product success’ and the positive effect of innovation speed on new product success has not received unanimous empirical support. We saw that a conscious decision to speed up the development, by limiting user involvement, had a negative impact on the final product. This decision to shorten the interaction with the user impacted how she saw the customised product in terms of client–product fit and artistic uniqueness; this abbreviated interaction was the ultimate reason for the project’s failure. Furthermore, the study contributed to the scholarship detailing how actors with limited resources deal with failure; the research results show how the lack of resources aggravates the negative situation. In search of fast revenues, the designer’s concentration on exploitation, combined with the time pressure, prevented him from seeking and utilising insights from other actors; this lack of information, in fact, might have ultimately contributed to the failure.

Additionally, by concentrating on the creative industries, the study explicitly analysed the outcome formation of a creative-failure product. The impact of an accelerated speed of development on the final outcome seems to be particularly important in the creative industries, in which products have both instrumental (economic) and artistic (symbolic) value. In the case of commissions, an increase in the economic value for the commissioner – for instance, an improvement in the ratio of billable hours – might diminish the symbolic value perceived by the client. A predominant focus on either business interests (billable hours in our case) or productivity-oriented processes (accelerated speed of development) usually compromises creativity (Tschang, 2007). Thus, in our single-case study, the developed product lacked the artistic component that makes these types of works relevant or appealing in the first place. 

Interestingly, this view of freelance designers who are concerned with time and who focus on maximising profit might seem in opposition to the logic of l’art pour l’art (art for art’s sake) (e.g., Caves, 2003; Eikhof and Haunschild, 2006), which is a typical characteristic assigned to ‘creatives’. Traditionally, in CIs, art and artistic egos rule, and managers are the enemies (Eikhof and Haunschild, 2006); however, these creative entrepreneurs stand somewhere between artistic and business logic, in a manner similar to others in the overall creative industry. The dual nature of such freelancers forces them to develop a variety of artistic and business skills (Protogerou et al., 2017), both of which might be challenging for freelancers to simultaneously encompass as they struggle to find a suitable balance between artistic aims and economic demands. Freelancers, in this sense, need to both find a position in this spectrum and to move along to maintain an appropriate balance. In their quest to integrate these two identities, being an artist while still making a living (Eikhof and Haunschild, 2006), freelancers seem to adopt a role similar to that described by Banks et al. (2002, p.261) of managers of creative firms that understand that ‘it is more important to deliver on time and within budget and avoid unnecessary complications usually associated with freer, more artistic designs’.

In addition to academic conclusions, this study provides some managerial insights. First, freelancers and other practitioners involved in design development should acknowledge the importance of allowing enough time for user involvement. They should ensure they make client participation explicit and should make honest use of the ‘customized-label effect’. Secondly, freelancers operating in the field of creative industries, among other design disciplines, should acknowledge the dual nature of their products, and how their decisions on either the artistic/aesthetics or on the instrumental/economic level might be made at the expense of the other dimension. It is especially important to recognize both that creative products are relevant precisely because of their symbolic value and that decisions that jeopardize such value are to be avoided. Third, networks should be acknowledged as important sources of innovation and novelty in the creative industries, and freelancers’ (but also clients’) networks should be capitalised during development processes. 

[bookmark: _Hlk527024905]This study, because of its exploratory nature, focused on gaining an initial understanding of the phenomenon; thus, some study limitations must be addressed or investigated further. First, this paper paves the way for further research on the possible negative impacts of accelerated development processes by only analysing the client–freelancer dyad. Networking is crucial for small enterprises, microenterprises, and creative professionals (Mietzner and Kamprath, 2013), and we have seen that networks, especially around the client in this case, might be of major importance. Recent scholarship has highlighted the need for further research on how networks affect innovation performance (Spender et al., 2017), and it is crucial for creative industries, as they depend on how much they can leverage their networks to pursue novelty (Protogerou et al., 2017). Therefore, it would be of interest to further examine the impact of capturing external inputs by capitalising on both the client and designer networks in terms of product development success. Second, this paper is based on a single case study; although the richness of the details provided by the case makes the paper valuable as a first step, research with a wider sample would be needed to clarify the role that an accelerated development speed has in unsuccessful development processes. In addition, the creative industries are highly heterogeneous in nature, and it would also be necessary to explore to the extent to which the findings of this study, which concentrates on graphic design, are applicable to other sectors such as industrial design. Third, our initial findings on the impact of an accelerated speed of development on the artistic value of the final product as perceived by the client must be further investigated in the creative industries. 
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Figure 1. Selection of the failure case among the different possibilities
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Figure 2. Summary of thematic analysis.

 
Figure 3. Final naming process
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