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ABSTRACT
Digital interfaces have become an integral part of everyday life, with mobile applications, web plat-
forms, enterprise software, and interactive services playing a central role in shaping the contempo-
rary user experience. Growing demands for efficiency, scalability, and consistency have accelerated the 
widespread adoption of design systems and modular interface components throughout digital prod-
uct development. While these systems significantly improve production efficiency, facilitate collabo-
ration among design teams, and maintain visual and functional coherence across multiple platforms, 
they have also contributed to the global homogenization of interface aesthetics, raising important 
concerns about originality, creativity, and the evolving role of designers within digital production pro-
cesses. This article examines the relationship between design systems and originality, critically dis-
cussing how efficiency-oriented production models influence creative practice in contemporary inter-
face design. Drawing on design theory, new media studies, and current digital design practices, the 
study argues that originality should not be understood solely as the creation of novel visual elements 
or distinctive interface components. Instead, it emerges through the ways designers define problems, 
construct user experiences, interpret contextual requirements, and negotiate the constraints imposed 
by standardized systems. The article further suggests that interface design should be approached from 
a broader experiential perspective encompassing user journeys, organizational values, collaborative 
design thinking, and the cultural dimensions of digital interaction rather than isolated visual compo-
nents alone. It concludes that future designers will increasingly function as strategic actors who con-
nect systems, users, technologies, and organizational objectives while shaping more meaningful digital 
experiences. Preserving originality in digital design therefore depends on maintaining a careful balance 
between the operational advantages of design systems and the continued cultivation of critical think-
ing, creative exploration, experiential innovation, and human-centered design principles.
Keywords: User interface design, user experience design, design systems 

ÖZ
Dijital arayüzler, mobil uygulamalar, web platformları, kurumsal yazılımlar ve etkileşimli servisler aracılı-
ğıyla gündelik yaşamın ayrılmaz bir parçası hâline gelmiş; çağdaş kullanıcı deneyiminin şekillenmesinde 
belirleyici bir rol üstlenmiştir. Dijital ürün geliştirme süreçlerinde verimlilik, ölçeklenebilirlik ve tutarlılık 
gereksinimlerinin giderek artması, tasarım sistemleri ile modüler arayüz bileşenlerinin yaygın biçimde 
benimsenmesini hızlandırmıştır. Bu sistemler üretim süreçlerini önemli ölçüde kolaylaştırmakta, tasarım 
ekipleri arasındaki iş birliğini güçlendirmekte ve farklı platformlarda görsel ile deneyime dair tutarlılığı sağ-
lamaktadır. Bununla birlikte, arayüz estetiğinin küresel ölçekte benzeşmesine katkıda bulunarak özgün-
lük, yaratıcılık ve tasarımcının değişen rolüne ilişkin önemli tartışmaları da tetiklemektedir. Bu makale, 
tasarım sistemleri ile özgünlük arasındaki ilişkiyi incelemekte ve verimlilik odaklı üretim modellerinin çağ-
daş kullanıcı arayüzü tasarımındaki yaratıcı pratiği nasıl etkilediğini eleştirel bir bakış açısıyla tartışmakta-
dır. Tasarım kuramı, yeni medya çalışmaları ve güncel dijital tasarım uygulamalarından hareketle çalışma, 
özgünlüğün yalnızca yeni görsel öğeler ya da farklı arayüz bileşenleri üretmekle açıklanamayacağını sa-
vunmaktadır. Buna göre özgünlük, tasarımcıların problemleri tanımlama biçimleri, kullanıcı deneyimlerini 
kurgulama yöntemleri, bağlamsal gereksinimleri yorumlama süreçleri ve standartlaştırılmış sistemlerin 
getirdiği sınırlılıkları yeniden yorumlama becerileri üzerinden yeniden tanımlanmaktadır. Makale ayrıca 
arayüz tasarımının yalnızca görsel bileşenler düzeyinde değil; kullanıcı yolculukları, kurumsal değerler, or-
tak tasarım düşüncesi ve dijital etkileşimin kültürel boyutlarını kapsayan daha geniş bir deneyim perspek-
tifiyle ele alınması gerektiğini ileri sürmektedir. Sonuç olarak geleceğin tasarımcılarının, sistemler, kulla-
nıcılar, teknolojiler ve organizasyonel hedefler arasında ilişki kuran stratejik aktörler olarak konumlanacağı 
öngörülmektedir. Bu doğrultuda dijital tasarımda özgünlüğün korunması, tasarım sistemlerinin sunduğu 
operasyonel avantajlar ile eleştirel düşünme, yaratıcı keşif, deneyim odaklı yenilik ve insan merkezli tasa-
rım ilkeleri arasında dengeli bir yaklaşım kurulmasına bağlıdır.
Anahtar Kelimeler: Arayüz tasarımı, kullanıcı deneyimi tasarımı, tasarım sistemleri
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Introduction
Digital interfaces have become one of the fundamental com-
ponents shaping the cognitive, cultural, and communicative in-
frastructure of contemporary life. Mobile applications, websites, 
interactive services, and all other screen-based experiences are 
interface designs that shape user’s daily practices and determine 
their habits. These designs not only provide functional solutions 
but also produce aesthetic and cultural experiences. In the hu-
man–computer interaction literature, interfaces are transform-
ing into a symbolic expression representing a design language, an 
operational logic, and even a mode of experience (Türkmenoğlu & 
Atalar, 2020).

Particularly in the last decade, a significant transformation has 
been observed in the digital product ecosystem. At the center of 
this transformation are standardization based on efficiency, rap-
idly reusable design components, and the concept of design sys-
tems. While design systems enable the delivery of scalable and 
consistent experiences to large user groups, they also propose 
a structural framework that may lead to a gradual narrowing of 
creative diversity. As design principles adopted by global technol-
ogy companies become increasingly universal, it can be observed 
that the aesthetic and interaction patterns of digital products are 
becoming progressively similar. Although this production-orient-
ed approach offers advantages in terms of usability, it also brings 
forth a debate on design by overshadowing designer subjectivity, 
limiting the domain of originality, and causing interfaces to ap-
pear equivalent to one another.

The central problem of this article is based on the question of how 
the tendency toward homogenization observed in digital prod-
ucts affects the concepts of uniqueness and singularity, which 
are intrinsic qualities of design. Values such as efficiency, speed, 
and consistency, which are positioned at the core of production 
logic, transform interface design from a creative activity into a 
compositional assembly process. In this context, Cross (2007) 
emphasizes that design knowledge does not consist solely of 
producing technical or functional solutions; rather, the designer’s 
problem-solving processes, creative strategies, and visual deci-
sion-making mechanisms possess a logic inherent to their own 
nature. In other words, the designer is not merely an operator ap-
plying predefined tools, but also an actor who continuously recon-
figures their cognitive and aesthetic judgments throughout the 
process. This mode of production has the potential to reduce the 
designer from an active decision-maker to an implementer who 
follows algorithmically determined design units, while also lead-
ing the design process to become merely a technical application. 
It can be argued that the increasing prevalence of standardization 
and design systems in digital products is opening a new line of 
discussion in the design literature regarding the autonomy of the 
designer (Cross, 2007, pp. 1-14).

This study examines the transformation that digital interactive 
products have undergone over the last decade from a critical 
perspective. The discussion focuses not only on the context of 
design aesthetics but at the same time on the transformation 
of the designer’s role, the anonymization of user experience, and 
the production dynamics of UI/UX culture. In particular, the ten-
sion between efficiency and originality lies at the center of the 
article’s line of argument. The long-term effects of increasing 
standardization in the name of efficiency on design culture are 
evaluated, and within this context, the aesthetic and cultural cost 
of the pursuit of the common good is questioned. The research 
method employed in this study is based on a qualitative analysis 
of the homogenization tendencies observed in digital interface 
design. The study conducts its analyses through case examples, 

examines UI/UX design patterns across different digital products, 
and evaluates the similarity–difference relationship of interfaces 
through a design-oriented lens. Accordingly, the study aims to 
discuss the effects of standardization in digital products on both 
designer subjectivity and user experience from a comprehensive 
and systematic perspective. The study also concludes by evaluat-
ing future perspectives within the context of the research topic, 
offering reflections on emerging debates in design.

Definition and the Rationale of the Problem

The rapid expansion of digital products in everyday life has 
transformed interface design into one of the most influential 
fields of contemporary visual culture. Mobile applications, web 
platforms, enterprise dashboards, and algorithmically mediated 
services no longer function merely as technical tools; they shape 
habits, expectations, communication patterns, and modes 
of perception. The central problem addressed in this study 
concerns the tension between efficiency-oriented systemization 
and the creative autonomy traditionally associated with design 
practice. As modular components become dominant production 
units, design decisions risk being reduced to the selection and 
arrangement of predefined options rather than the generation 
of context-sensitive visual and experiential solutions. In such a 
framework, originality is no longer challenged only at the formal 
level, but also at the level of process, authorship, and meaning 
production. Similar interfaces across competing platforms 
indicate that standardization is not simply a stylistic trend, but a 
structural condition of contemporary digital production. 

The rationale of the study emerges from an identifiable gap 
in the literature. While existing research widely discusses 
usability, accessibility, technical consistency, and user-centered 
optimization, fewer studies critically examine the cultural and 
aesthetic consequences of design systems through the concept 
of originality. Likewise, the transformation of the designer’s 
role from creator to system operator, curator, or coordinator 
requires deeper conceptual analysis. This article therefore seeks 
to contribute to design scholarship by reframing originality 
not as the mere invention of novel interface elements, but as 
the capacity to construct meaningful experiences, negotiate 
systemic constraints, and articulate alternative relationships 
between users, institutions, and technology. In doing so, the study 
responds to a timely need to reassess how contemporary digital 
design can balance operational efficiency with creative diversity, 
critical thinking, and long-term cultural value.

Methods
This study employs a qualitative and interpretive research design 
grounded in critical design studies and contemporary media 
theory. Rather than relying on quantitative measurement, it 
examines how originality, standardization, and efficiency are 
embedded in current digital design systems. The objective is to 
identify structural tendencies and cultural implications within 
interface production. 

The first methodological stage consists of a focused literature 
review. Key works from design theory, new media studies, and 
human–computer interaction provide the conceptual framework 
of the study. The second stage involves qualitative case-based 
analysis of contemporary interface practices, including corporate 
design systems, reusable component libraries, and branded digital 
ecosystems. These cases are examined as indicative examples 
rather than representative samples. Finally, the findings are 
interpreted through a critical synthesis approach. By connecting 
theoretical insights with observed design practices, the study 
evaluates future possibilities for more diverse, participatory, 
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and value-driven digital environments. This methodology is 
particularly suitable for investigating originality and cultural 
meaning, which cannot be fully understood through metrics 
alone.

Discussions On Uniqueness, Anonymization and Digital Re-
production from a New Media Perspective

New media culture has initiated a transformation that is at once 
technical, aesthetic, and cultural, driven by digital production and 
code-based representation. One of the most visible manifesta-
tions of this transformation is the ability of digital objects to be 
copied, shared, and reproduced infinitely. In this context, design 
outputs that were once considered singular and unique, such as 
printed graphic products or environmental graphic designs, have 
become data objects through the replication and transformation 
possibilities afforded by digital code, and design interfaces have 
evolved beyond fixed outputs into living, continuously changing 
lifelike organisms. Consequently, the absence of final forms in dig-
ital interfaces renders their evaluation in terms of uniqueness and 
singularity ambivalent.

One of the theories that most clearly formulates the structur-
al characteristics of this transformation is presented by Lev 
Manovich in The Language of New Media. When analyzing new 
media environments, Manovich (2001) identifies five fundamental 
principles through which these environments radically differ from 
previous media: Numerical Representation, Modularity, Automa-
tion, Variability, and Transcoding (Holat & Seymen, 2021, pp. 128–
135; Manovich, 2001, pp. 27-48). Among these principles, modu-
larity and numerical representation can be read as foundational 
reference points for debates on the originality of design within the 
new media digital ecosystem.

Numerical representation refers to the principle that every visu-
al–auditory element, such as video, image, or interface compo-
nent, can ultimately be reduced to mathematical codes. This re-
ductive process eliminates dependence on the physical matrix of 
the image and allows all types of digital content to be converted 
into digital files that can be technically reproduced without limit. 
As a result, the distinction between original and copy becomes 
blurred. In digital interfaces or media objects, the concept of 
originality in its traditional sense becomes increasingly distant. 
In this context, aesthetic choices are no longer purely formal de-
cisions but are instead dependent on code parameters, modular 
components, and systematic structures. The modular aesthetics 
created by design systems in interfaces, along with the recent 
prominence of NFT works and decentralized reproduction struc-
tures, can be offered as contemporary examples in the discussion 
of uniqueness within the framework of Manovich’s numerical rep-
resentation (Manovich, 2001, pp. 27-31).

The principle of modularity, from the perspective of interface de-
sign, underpins the theoretical background of production based 
on Graphic Interface (UI) kits, Component Libraries, or Tem-
plate-based designs. Digital products are constructed by as-
sembling small, independent components. These components 
(Design Tokens) such as buttons, menus, cards, navigation bars, 
headers, and footer elements can be reused across different proj-
ects either without modification or in a modularly adapted form 
(Image 1). This design logic accelerates the production process 
while narrowing aesthetic diversity, because each new interface is 
composed of previously defined sets of components. On one side, 
the reduction of potential cognitive load on the user is prioritized, 
while on the other, learnability and standardization are valued 
over originality. From this perspective, the emotional outputs and 
originality of design come into conflict with the goal of efficiency. 

As Manovich emphasizes, this modular structure constitutes one 
of the fundamental pillars of new media.

Image 1.  
In today’s most comprehensive design systems, Atlassian’s component 
libraries (Atlassian, n.d)

Moreover, in digital media environments, Manovich’s concepts 
of Automation and Variability are built upon the infrastructure 
provided by these modular components and numerical repre-
sentation. Automation minimizes human intervention in the 
interface production process, establishing a system in which al-
gorithms, software logic, and technical settings act as central de-
cision-makers. Variability or flexibility within these systems allows 
multiple variations to be generated from the same fundamental 
code and component structures; however, these variations typi-
cally occur within the limited aesthetic parameters permitted by 
the system. As a result, although superficial diversity may appear, 
homogeneity in design logic is maintained. Manovich evaluates 
this structure in conjunction with the concept of transcoding. To 
the extent that cultural forms are transformed into digital code, 
and code into cultural forms, the media object is redefined within 
both technical and cultural contexts (Manovich, 2001, pp. 32-48).

Manovich’s debate on originality, through new media theory, 
frames the erosion of aesthetic identity in digital interfaces, as 
well as anonymization and uniformity, not merely as side effects 
but as structural outcomes of digital media transformation. 
Uniqueness is no longer tied to physical originality; it is redefined 
through code-based, modular, and reproducible structures, sig-
naling a new era in which aesthetics, production, and the user–
designer relationship is fundamentally reconsidered.

The logic of digital media grounded in code, modularity, and re-
producibility reshapes both interface aesthetics and production 
processes, redefining the designer’s role. Aesthetic forms are in-
creasingly governed by algorithmic representation, affecting not 
only visual appearance but also broader design practices. This 
produces a central tension between efficiency and creative origi-
nality, in which aesthetic uniformity reflects structural and insti-
tutional transformations rather than mere trends. Consequently, 
efficiency-focused design systems, reusable component libraries, 
and contemporary UI/UX practices simultaneously enable rapid 
production and impose constraints on creative exploration.

Discussions On Creativity Through the Lens of The Efficiency 
Dilemma

The increasing alignment of digital design processes with the log-
ic of the production economy leads to the redefinition of creative 
activity through the concepts of process innovation and opera-
tional efficiency. It is not coincidental that principles long estab-
lished in industrial production such as simplification, standardiza-
tion, and the reduction of error margins are now being adopted 
by digital design teams. In this context, Özkan’s (2024) study on 
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how efficiency is enhanced through process innovation and digi-
tal transformation is noteworthy, as it demonstrates that design 
practices are increasingly structured according to measurable 
output metrics (Özkan, 2024). While Norman’s user-centered 
design approach prioritizes the reduction of cognitive load and 
functional clarity in interfaces, this perspective has evolved into 
a framework that also promotes the use of standardized compo-
nents within large-scale digital product ecosystems. As a natural 
consequence, the role of the interface designer is shifting from 
that of a creative interpreter toward one who optimizes predefined 
patterns (Norman, 2013, pp. 75-79). In this regard, the paradigm of 
efficiency should be understood as a structural framework that 
reorganizes both the design product and the role of the designer. 
Under these priorities, interface design moves beyond being an 
aesthetic discipline and increasingly resembles an industrial pro-
duction line. Each new feature and screen is constructed through 
the reuse of existing components, which narrows the designer’s 
space for creative decision-making and limits opportunities for 
original aesthetic exploration. This efficiency-driven modular pro-
duction approach aims to create interfaces and interaction mod-
els that can reach global users and function consistently across 
different regions. The interfaces of many social media platforms 
can be considered among the most immediate examples in this 
context.

Design systems, reusable components, ready-made libraries, and 
UI kits frequently employed in contemporary digital product de-
velopment environments can be defined as structural elements 
that ensure efficiency, consistency, and scalability at an institu-
tional level. These tools eliminate the need to redesign interface 
elements; core components such as buttons, forms, cards, and 
navigation structures are defined once and then used across the 
entire product ecosystem. This approach provides significant 
advantages, including time savings in development and design 
processes, consistency within teams, and ease of maintenance. 
However, these gains in efficiency also transform the nature of the 
design process. Design becomes an activity centered on the re-
organization, combination, and assembly of components, along-
side the production of original forms. Creativity is increasingly 
defined as identifying the most appropriate combination within 
an existing structure rather than inventing something entirely 
new. Furthermore, under the weight of organizational demands, 
design management processes tend to divide into two primary 
domains. This structure deprioritizes aesthetic risk-taking and 
favors the most reliable and tested solutions within a systemat-
ic framework, as efficiency and profitability are positioned ahead 
of innovation and originality. Particularly in large-scale platforms, 
the pressure toward complete standardization can render the in-
dividual signature of the designer less visible. At the same time, 
the secure framework created by this approach may constrain the 
emergence of innovative ideas and discoveries within the context 
of interface design.

This tension is decisive not only for the individual designer but 
also for the overall success of the product. On one hand, reusable 
design components, code–design integration, and automation 
facilitate product maintenance, reduce technical debt, and ensure 
cross-platform consistency; on the other hand, these approaches 
may lead to aesthetic monotony and a homogenization of users’ 
experiential perception. Design systems are necessary, even in-
dispensable, efficiency practices for the contemporary era. When 
applied appropriately, they can establish an order with a distinc-
tive character without falling into the trap of uniformity. However, 
this tension may indicate a challenging design process in which 
designers, at times, sacrifice originality in favor of consistency 
(How, 2026). To preserve creativity, some design teams propose 
leaving points of flexibility within design libraries. Allowing space 
for custom components, maintaining a stable system identity 
while capturing the unique character of each product, incorpo-

rating original illustrations or graphic representations (Image 2), 
or introducing new variations into component libraries can be 
considered among these strategies. In this context, the interface 
illustration sets used in the initial version of the Dropbox cloud 
service provide a notable example, as they attempt to explain how 
the system operates by establishing an emotional connection 
with users. These illustrations, added to interface units designed 
within the secure boundaries of universal accessibility principles, 
introduce an emotional dimension and seek to communicate with 
users through a more organic and distinctive visual language. In 
doing so, Dropbox complements its technology-driven market-
ing strategy with an original visual communication approach that 
supports emotional engagement. Similarly, the Uber taxi service 
revitalizes the increasingly standardized and originality-losing 
graphical interface language through its distinctive illustration 
style used in interface design (Image 3). However, such strategies 
increase the managerial burden of the system and require a more 
complex organizational structure (Utracik, 2023; The UX Bulletin, 
2025).

Image 2.  
An example of Dropbox illustration language and system (Utracik, 2023)

Image 3.  
An example of Uber Service UI Illustrations and Animations (Utracik, 2023)

In the age of digital transformation, not only interfaces but also 
processes of production, testing, user feedback, and maintenance 
are managed through digital tools. Within this environment, effi-
ciency has become a central objective in both design and oper-
ational terms. Particularly in enterprise software products (such 
as SaaS platforms, administrative dashboards, and web services), 
the reuse of design components, along with the integration of 
automated testing and the design–code pipeline, accelerates the 
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product development cycle. This structure renders the produc-
tion process more planned, predictable, and sustainable. Howev-
er, this perspective of automation may come at the cost of aes-
thetic diversity. Under the pressure of rapid development aimed 
at keeping pace with trends, designers focused on producing 
functional interfaces may relegate values such as aesthetic inno-
vation, novel forms, and differentiation in user experience to the 
background (Crudu & MoldStud, 2025).

On the Efficiency Aesthetics and the Limits of Creativity

One of the most prominent trends in digital interface design 
over the past decade is the increasing legitimization of aesthet-
ic decisions through efficiency-based criteria. In this context, the 
concept of the efficiency aesthetics provides a comprehensive 
framework that explains not merely a preference for visual sim-
plification, but also how design is evaluated, according to which 
criteria it is considered good, and which aesthetic forms become 
normative. Within this aesthetic understanding, the interface is 
expected to be invisible rather than attention-grabbing, form re-
cedes into functionality rather than inviting interpretation. As a 
result, aesthetic value is derived from frictionless use and mea-
surable performance rather than originality (Halladay, 2018).

The rise of efficiency aesthetics leads to the marginalization of 
the expressive and critical dimensions that design has historically 
embodied. Within this aesthetic regime, interface design is po-
sitioned as an intermediary layer that guides the user while re-
maining unobtrusive. As argued by Norman (2013), good design is 
one that does not require explanation; the user should be able to 
perform the correct action without conscious deliberation. This 
approach offers significant advantages, particularly in reducing 
cognitive load in complex digital systems. However, when this 
principle becomes a normative aesthetic rule, the similarity of in-
terfaces becomes not only inevitable but also desirable (Norman, 
2013, pp. 34-36).

At this point, efficiency begins to function as a primary criterion 
not only for the production process but also for aesthetic judg-
ment. In interface design, forms described as clean, minimal, and 
intuitive are often confined to a specific visual repertoire (Image 
4). Flat color palettes, rounded corners, hierarchical typography, 
and standardized interaction patterns produce a repetitive visu-
al language on a global scale. The structure defined by Manovich 
through the principles of modularity and automation in new me-
dia thus becomes a technical characteristic and an aesthetic 
norm. Within this framework, designers are considered correct 
when operating within the boundaries of modules, and risky when 
they challenge these limits (Utracik, 2023).

Image 4.  
An example of a flat interface design for the concept of Efficiency Aesthet-
ics (Hadler & Irrgang, 2015)

The most pronounced consequence of efficiency aesthetics for 
designers is the systematic exclusion of creative subjectivity from 
decision-making processes. Design systems and system libraries 
ensure consistency while relegating the designer’s context-spe-
cific intuitive interventions to a secondary role. Design decisions 
are increasingly reduced from what is meant to be communicat-
ed? to which component should be used in which situation? This 
transformation shifts the designer’s role from that of a conceptu-
al producer to an operator selecting the most appropriate combi-
nation from predefined options.

The limiting effect of the efficiency paradigm on creativity be-
comes visible at the formal level as well as within evaluation mech-
anisms. A/B tests, user flows, conversion rates, and interaction 
times are accepted as the primary metrics determining success. 
These metrics rationalize design decisions by grounding them 
in quantitative data, while simultaneously excluding the qualita-
tive, cultural, and emotional dimensions of experience from as-
sessment. As Margolin (2017) emphasizes, design is not merely a 
problem-solving practice that responds to existing needs; same 
time it is cultural activity proposing new meanings and modes of 
use. Efficiency aesthetics, however, tends to leave this potential 
outside the measurable domain (Margolin, 2017, pp. 1-13).

In this framework, the tension between efficiency and creativi-
ty should be understood as an ideological issue concerning the 
values around which design is defined, rather than a simple op-
position. Efficiency is essential for the sustainability and accessi-
bility of digital products; however, treating this value as absolute 
weakens the critical capacity of design. The anonymization of in-
terfaces reflects both visual uniformity and the diminishing pres-
ence of the designer’s voice. As Flusser (2014) notes, the subject 
producing within technical systems is creative only to the extent 
permitted by the program; the key challenge is to recognize the 
boundaries of this program and, when necessary, to transgress 
them (Flusser, 2014, pp. 16-18).

Critically evaluating efficiency aesthetics does not reject efficien-
cy but seeks balance against its dominance in design. The future 
of digital experience products requires viewing designers not 
merely as implementers, but as subjects interrogating the aes-
thetic and cultural consequences of systems. Approaches that 
reassess qualitative dimensions of experience and resist reduc-
ing creativity to measurable outputs can transform the tension 
between efficiency and originality into productive outcomes. As 
efficiency, measurability, and system consistency guide design 
decisions, the designer’s autonomy increasingly shifts toward co-
ordination, component selection, and optimization within tech-
nical and institutional frameworks. This change repositions the 
designer from a creator to an operator, highlighting that the chal-
lenge is not only aesthetic homogenization but also the design-
er’s role within production. The next section therefore shifts focus 
to the user, examining how efficiency-driven interface practices 
erode operator skills and reshape the interaction between design 
and user from a multidimensional perspective.

The Erosion of the Expertise Concept in Contemporary Inter-
faces

One of the most striking aims of contemporary interface design 
is the systematic minimization of complexity and the facilitation 
of as frictionless a user experience as possible. This trend is of-
ten supported by concepts such as democratization, accessibili-
ty, and inclusivity. However, simplifying usage signifies not only a 
technical streamlining but also a transformation in the relation-
ship between the user and the system. Central to this transfor-
mation is the concept of mastery, or in other words, operator skill. 
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In this context, the notion of operator skill is understood not nar-
rowly as technical proficiency, but as the capacity to comprehend 
a system, explore its boundaries, and manipulate it creatively.

Early interface designs required specific expertise from their us-
ers. Interfaces from the technology-centered design era such 
as graphic software interfaces, early dashboard designs, or 
closed-circuit geographic information system applications de-
manded experience, training, and hours of use for the user to 
master the interface and obtain meaningful outputs (Endsley & 
Jones, 2004, pp. 3-11). This demand for mastery can be observed 
not only in digital interfaces but also in pre-efficiency-aesthetics 
industrial product user interfaces (Images 5 and 6). Such exper-
tise represented more than a technical requirement; it embod-
ied a form of identity. The user was positioned as a subject who 
commanded the tool rather than merely used it, distinguishing 
themselves from others and embracing this authority as part of 
their identity (Bayar, 2021).

Image 5. 
An Example for Tech Centered Design Interfaces, Adobe After Effects UI 
(Bayar, 2021)

Image 6. 
Another Example for Tech Centered Design Interfaces, Russian MIG Fight-
er Plane Cockpit  (Bayar, 2021)

Contemporary interfaces, however, are built upon a different de-
sign philosophy. In The Design of Everyday Things, Norman em-
phasizes that good design should not burden the user with un-
necessary cognitive load and should make the correct action as 
clear and understandable as possible (Norman, 2013, pp. 4-36). 
This approach offers significant advantages in reducing the like-
lihood of errors and shortening the learning process. In digital 
products targeting broad user bases, intuitiveness and clarity 
have become fundamental design criteria. From a utilitarian per-
spective, prioritizing the ease of learning and intuitive use of con-

temporary interfaces is both inevitable and necessary.

At the same time, the relationship between such a design ap-
proach and operator skill must be considered more nuanced 
alongside the efficiency perspective. While usability, fluidity, and 
ease of learning weigh heavily on one side of the scale, mastery, a 
sense of belonging, feeling special, exploration, and differentiation 
the emotional outputs of long-term experience are diminished on 
the other side of the design equation. These outputs can be sac-
rificed in the short term for task success or profitability under a 
utilitarian view, yet from the perspective of long-term emotion-
al development, memorability, and user loyalty, they create gaps 
that are difficult to fill.

At this point, the erosion of operator skill can be interpreted not 
merely as a technical loss but as a deeper transformation occur-
ring within the subject’s experiential world. In The Craftsman, 
Richard Sennett defines mastery not only as a production tech-
nique but as a form of sustained attention, repetition, patience, 
and an intensive engagement with the material world. According 
to Sennett, the experience of mastery contributes to identity for-
mation through the ethical commitment an individual establish-
es with the desire to do good work (Sennet, 2008, pp. 10-30). The 
master is not simply the person who completes a task; they are a 
subject who invests in how the work is done, develops themselves 
throughout the process, and generates depth in their relationship 
with the tool. Within this framework, the ability to use a tool with 
mastery provides the individual not only with technical compe-
tence but also with a sense of self-respect, distinctiveness, and 
differentiation. Mastery represents an accumulation developed 
over time that enables one to stand apart from others. As Sen-
nett emphasizes, skills cultivated through repetition and prac-
tice transform the quality of an individual’s relationship with the 
world. One defines oneself through the work one performs (Sen-
nett, 2008, pp. 10-30). In this sense, operator skill is not merely a 
practical usage competence but a domain in which the subject 
experiences personal agency and competence.

The simplification of interfaces and system-managed decision 
processes reshapes traditional mastery. By reducing errors, fil-
tering options, and managing complexity, systems accelerate 
learning but limit the depth achieved through sustained practice. 
Users no longer explore systems through trial and error; instead, 
value shifts from understanding internal logic to smoothly nav-
igating pre-defined flows. Consequently, users transition from 
problem-solvers to participants within system-orchestrated ex-
periences.

This shift is not entirely negative. Accessible interfaces broaden 
domains once limited to technical experts. However, the emerg-
ing tension between efficiency and originality remains universal 
usability diminishes privileged status without disempowering 
participants. Operator skill becomes normative rather than ex-
ceptional. Users evolve from experts manipulating systems to 
participants guided by the system. This transformation demands 
reconsideration of the designer–user relationship, emphasizing 
designers’ responsibility as creators of experiences that allow ex-
ploration and skill development. Layered interface models simple 
at beginner levels and progressively deepening at advanced stag-
es can reconcile efficiency with mastery. Such approaches retain 
efficiency while offering room for skill cultivation and meaningful 
engagement. Accordingly, the study will next examine design sys-
tem strategies that position users and originality at the center, 
alongside efficiency, aiming to integrate accessibility, experiential 
depth, and creative potential within contemporary digital envi-
ronments.
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Future Perspectives and Alternative Approaches

The contemporary user experience design landscape, character-
ized by increasingly automated interfaces, algorithm-driven deci-
sion-making, and a seamless flow ideal, presents both significant 
opportunities and notable tensions. Efficiency, intuitiveness, and 
accessibility have become central values in design; however, their 
dominance can narrow domains such as operator skill, mastery, 
and subjective differentiation. Consequently, future-oriented de-
sign perspectives are expanding beyond faster, smarter, or more 
integrated systems to explore cultural, ethical, and subjective 
dimensions of design. Future discussions center on three main 
axes: algorithmic guidance and AI-supported systems, participa-
tory and open design approaches, and layered interfaces balanc-
ing specialization with accessibility. The integration of generative 
AI tools, such as OpenAI’s systems and Adobe Firefly, is redefining 
operator skill by enabling users to execute complex production 
tasks through natural language inputs. While these tools lower 
production thresholds, they shift the designer’s role toward that 
of a prompter or curator.

Lev Manovich, in his analysis of new media culture, draws atten-
tion to the determining influence of software on cultural produc-
tion. Software is not merely a tool, but the constitutive logic of 
cultural forms. From this perspective, the design systems of the 
future will be shaped not only at the level of interfaces but also 
through data structures, algorithmic decision-making mecha-
nisms, and automation strategies. Therefore, seeking alternative 
pathways requires intervention not only at the level of visual aes-
thetics, but at the level of system design itself (Manovich, 2013, 
pp. 32-33).

Similarly, Benjamin Bratton, in The Stack, argues that digital in-
frastructures possess a multilayered structure and that design 
is no longer confined to surface aesthetics but has become part 
of technical and political systems operating at a planetary scale 
(Bratton, 2016, pp. 1-20). This perspective expands the responsi-
bility of designers toward the future. Interface design is the visible 
layer of a chain extending from data centers to user experience. 
Developing alternative design pathways therefore requires not 
only proposing new ideas at the level of interface design but also 
formulating system-level interventions that engage with differ-
ent layers of this chain.

Innovative Design Systems: Open Structures, Transformative 
Models

One of the most evident transformations observed in the field of 
design within the context of future perspectives is the shift from 
the production of singular products or objects toward system 
design. This shift transforms the role of the designer from a 
subject who merely gives form into a strategist who constructs 
processes, organizes relationships, and coordinates multi-actor 
structures. In this context, innovative design systems should 
be understood as holistic models encompassing the layers of 
production, circulation, and experience. One of the contemporary 
system development models proposed within this framework 
is the approach of open-source design systems. Open-source 
design systems can be defined as structures that question the 
modernist design paradigm based on the ownership of knowledge 
and open production processes to collective participation. The 
adaptation of the open-source culture, developed within the field 
of software, to the design discipline has enabled design to move 
beyond closed studio practices into a network-based production 
ecosystem. This transformation is not only technical but also 
signals an epistemological rupture. Design is no longer the 
product of a singular creator, but a system that evolves through 
the contributions of multiple actors.

Henry Chesbrough’s open innovation model advocates the 
integration of external knowledge flows into production processes 
(Chesbrough, 2003, pp. 43-62). In the field of design, this approach 
finds its counterpart in visual systems developed through openly 
shared interface kits, open-licensed typographic families, and 
public datasets. Here, the design system is not a fixed guideline 
but a continuously evolving platform. Notable examples within 
this framework include companies such as IBM and Mailchimp, 
which approach design systems not merely as aesthetic updates 
but as a restructuring of their systems. Both organizations have 
transformed their design development processes into more agile 
and systematic models in order to respond to the demands for 
speed, flexibility, and scalability required by the evolving digital 
ecosystem (Image 7). This transformation has not only updated 
internal production practices but has also integrated business 
partners and user communities into the process, creating a more 
cohesive ecosystem operating around a shared design language. 
As a result, design has shifted from being a closed departmental 
activity to a value-generation mechanism circulating among 
stakeholders. This approach aligns with Alex Schleifer’s observation 
regarding the relationship between organizational and product 
innovation: To innovate in products, you must first innovate in 
how you build them. This statement emphasizes that institutions 
aiming to produce innovative outcomes must first reconsider 
their internal processes, decision-making mechanisms, and 
design organizations. Therefore, open-source design systems can 
be understood not merely as a technical sharing model but as a 
strategic framework that enables innovative modes of thinking to 
be transferred into organizational structures and, from there, into 
broader networks of stakeholders (Aspelin, 2018). 

Image 7.  
Carbon Design System Interface (IBM, n.d)

Similarly, open-licensed typography projects have reinforced the 
collective dimension of design systems. Google Fonts, for exam-
ple, offers hundreds of typefaces under open licenses, enabling 
global designers to contribute. In this system, typefaces function 
not only as final products but also as evolving software objects. 
Thus, graphic design increasingly aligns with a collective, soft-
ware-driven production model. Open-source design systems 
also claim to democratize access; however, apparent openness 
does not guarantee equality. Digital infrastructure and technical 
knowledge continue to delimit participation, making such sys-
tems both emancipatory and capable of generating new hierar-
chies.

On the other hand, Hayley Hughes, Design Director at Airbnb, pro-
poses a transformative perspective on the future of digital design 
systems from the standpoint of experience. According to Hughes, 
contemporary designers have developed their relationship with 
design systems not merely at the level of tools that facilitate pro-
duction, but as a multilayered dialogue that influences strategic 
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decision-making processes. Today, institutions expect designers 
to contribute not only to interface arrangements but also across 
a broad spectrum ranging from machine learning applications 
and data-driven analysis to business development strategies and 
the definition of organizational values. These expectations are di-
rectly reflected in user experience; consequently, the role of the 
designer expands from that of an aesthetic organizer to an orga-
nizational decision-maker (Hughes, 2019).

To explain this transformation, Hughes conceptualizes design 
systems not as a collection of graphical interface components, 
but as a planning model in which needs are hierarchically orga-
nized. According to this model, interface elements and visual 
components occupy the lowest level, while higher layers include 
customer experience strategies, organizational principles, and 
decision-making mechanisms. In this way, the design system be-
comes a holistic structure extending from micro-level visual ele-
ments to macro-level institutional values (Image 8).

Image 8.  
Airbnb Design System Principles: Hayley Hughes’s Hierarchy of Needs 
(Hughes, 2019)

For example, an organization adopting an open-source approach 
structures its design system around values such as transparency, 
knowledge sharing, and accessibility. In contrast, a more closed 
and competition-driven model leans toward a design strategy 
that emphasizes control and intellectual property. Thus, design 
systems are not merely technical choices; they are structures re-
flecting the organization’s worldview and ethical stance (Hughes, 
2019).

The Components at the base of Hughes’s pyramid are not limited 
to buttons, color palettes, or typographic modules as traditionally 
defined. This layer is characterized by the principle of facilitation. 
The design is expected to create fluidity both for the end user and 
within internal team processes. Components should simplify the 
user experience, accelerate inter-team communication, and es-
tablish a common language. In this way, designers are crafting not 
only visual elements but also the policies and principles that gov-
ern their use. This approach aims to establish an integrated flow 
between internal processes and the user experience (Hughes, 
2019).

The next level, Stories, points to the narrative structure of the 
user experience. Users choose a product not for its aesthetic 
qualities, but because it delivers experiences that resonate in 
their lives. Therefore, design systems should be supported by 

scenarios that model the user journey from start to finish. Nar-
rativizing experience flows enhances the design team’s capacity 
for empathy and makes intangible elements such as a sense of 
completion, trust, or belonging more perceptible. Moreover, this 
story-based approach creates shared reference points among 
teams, strengthening communication. Focusing on real needs 
rather than product features fundamentally transforms the way 
design drives business (Hughes, 2019).

At the top layer of the pyramid lie Values. According to Hughes, 
design systems should also be evaluated through ethical and hu-
man-centered principles. When core principles such as accessi-
bility, safety, transparency, respect, and inclusivity are embedded 
at the system’s foundation, all subsequent design decisions build 
upon these bases. This approach inverts the hierarchy of needs, 
treating the most abstract and principled level as the starting 
point. Consequently, the design system evolves from a structure 
that merely optimizes user experience into a vehicle for envision-
ing a fairer and more conscientious world (Hughes, 2019).

In conclusion, Hughes’s proposed model moves beyond viewing 
design systems merely as an organization of modular interface 
components. This approach makes visible the transformative 
impact of design on organizational culture, decision-making pro-
cesses, and user experience. In future-oriented evaluations, not 
only technological adaptability but also designers’ empathy, re-
search competencies, and social awareness will be decisive. In 
this context, the designer of the future is positioned not simply as 
a visual production specialist, but as a holistic thinker who under-
stands users, listens, and navigates inter-system relationships.

Hughes’s hierarchical model transforms design systems from 
being solely an organization of visual components into an inte-
grated expression of corporate values, ethical principles, and user 
experience. This approach establishes an organic continuity with 
the open-source design paradigm discussed at the beginning of 
the chapter. Both models situate design not as a closed produc-
tion practice but as a multi-actor, value-driven system. Therefore, 
these proposals for future innovative design systems can be seen 
as transformative models that embrace the commonality of user 
and organizational values, building interaction and originality not 
only through interface design but also through values and expe-
riences.

Conclusion 
This study has examined the growing trend of standardization in 
contemporary digital interface design through the lens of origi-
nality, assessing both the opportunities and limitations posed by 
design systems. Analyses of theoretical frameworks and current 
practices demonstrate that design systems increasingly domi-
nate digital product ecosystems, driven by demands for speed, 
scalability, and consistency. Modular components, repeatable 
building blocks, and algorithmic production enable organizations 
to maintain visual and experiential coherence across multiple 
platforms, making design systems indispensable in modern dig-
ital production. Insights from Manovich’s new media theory, Nor-
man’s user-centered design, Sennett’s craftsmanship theory, and 
Hughes’s value-driven system proposals illuminate this transfor-
mation from complementary perspectives.

However, systematization introduces notable risks. Homogenized 
interface components, increasingly similar user experiences, and 
the delegation of decisions to automated processes necessitate 
a reevaluation of originality. Originality is less about creating novel 
visual elements than about how design problems are approached, 
defined, and structured within user experiences. To preserve it, 
designers must shift focus from individual interface components 
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to broader experiential perspectives. Interfaces represent the vis-
ible face of an experience, but they do not encompass the full user 
relationship. Approaches that consider entire user journeys and 
interrogate the underlying values and decision-making processes 
of systems reinforce originality. Thus, the goal is not merely differ-
ent buttons or icons but novel approaches to design challenges, 
maintaining design systems’ efficiency while enabling creative 
thinking.

Looking ahead, digital design environments will become increas-
ingly complex. The rise of AI-driven tools, data-informed deci-
sion-making, and interdisciplinary collaboration is transforming 
designers into multi-functional actors who navigate systems, 
consider user experiences holistically, and contribute to organiza-
tional decision-making. Concurrently, users will encounter com-
plex digital ecosystems where automation and highly learnable 
interfaces enhance usability but may reduce awareness of system 
operations. Future design must balance efficiency with aware-
ness, guiding users toward seamless experiences while enabling 
comprehension of underlying system mechanics.

In conclusion, design systems are integral to contemporary digi-
tal production, yet sustaining design’s creative potential depends 
on developing new thinking modes within their constraints. The 
future of design hinges on balancing standardization with origi-
nality, a task requiring designers not only to possess technical skill 
but also critical thinking, empathy, and holistic understanding of 
user experience.
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Yapılandırılmış Özet
Dijital teknolojilerin gündelik yaşamın merkezine yerleşmesiyle birlikte kullanıcı arayüzleri, çağdaş görsel kültürün en yaygın ve etkili 
iletişim ortamlarından biri hâline gelmiştir. Mobil uygulamalar, web platformları ve kurumsal yazılımlar artık yalnızca işlevsel araçlar olarak 
değil, bireylerin algı biçimlerini, davranış kalıplarını ve deneyim beklentilerini şekillendiren kültürel yapılar olarak da değerlendirmek yanlış 
değildir. Bu dönüşüm, dijital ürün geliştirme süreçlerinde verimlilik, ölçeklenebilirlik ve tutarlılık gibi gereksinimlerin ön plana çıkmasına 
yol açmış; buna paralel olarak tasarım sistemleri, yeniden kullanılabilir bileşen kütüphaneleri ve standartlaştırılmış arayüz yapıları 
yaygınlık kazanmıştır. Üretim süreçlerini hızlandıran ve kurumlar arasında ortak bir tasarım dili oluşturan bu sistemler, aynı zamanda 
dijital ürünlerin görsel ve deneyimsel açıdan birbirine benzemesini de beraberinde getirmiştir. Bu gelişmeler, tasarım pratiğinin temel 
kavramlarından biri olan özgünlüğün güncel dijital üretim ortamında nasıl yeniden tanımlandığı sorusunu gündeme taşımaktadır. Bu 
çalışma, çağdaş dijital tasarım sistemlerinde ortaya çıkan standartlaşma eğilimini özgünlük kavramı üzerinden tartışmayı ve tasarım 
sistemlerinin yaratıcılık üzerindeki etkilerini eleştirel bir bakış açısıyla değerlendirmeyi amaçlamaktadır.

Araştırma, eleştirel tasarım çalışmaları ve yeni medya kuramı ekseninde yapılandırılmış nitel bir araştırma yaklaşımını benimsemektedir. 
Çalışmanın kuramsal çerçevesi, Lev Manovich’in yeni medya teorisi, Donald Norman’ın kullanıcı merkezli tasarım yaklaşımı, Richard 
Sennett’in ustalık kuramı, Vilém Flusser’in teknik sistemlere ilişkin düşünceleri ve Hayley Hughes’un değer temelli tasarım sistemi 
yaklaşımı üzerinden oluşturulmuştur. Yöntemsel olarak araştırma, kapsamlı bir literatür incelemesi ile güncel tasarım sistemleri ve 
dijital ürün ekosistemlerinden seçilen örneklerin yorumlayıcı analizine dayanmaktadır. Kurumsal tasarım sistemleri, yeniden kullanılabilir 
bileşen kütüphaneleri, açık kaynaklı tasarım yaklaşımları ve kullanıcı deneyimi pratikleri temsilî örnekler olarak değerlendirilmiş; elde 
edilen bulgular eleştirel sentez yöntemiyle yorumlanarak çağdaş dijital tasarımın yapısal dönüşümü bütüncül bir perspektiften ele 
alınmıştır.

Araştırma bulguları, dijital tasarım üretiminin giderek daha modüler, ölçülebilir ve sistematik bir yapıya dönüştüğünü göstermektedir. 
Tasarım sistemleri hız, bakım kolaylığı, teknik tutarlılık ve ölçeklenebilirlik açısından önemli avantajlar sunmaktadır. Bununla birlikte, 
bu sistemlerin yaygınlaşması arayüzlerin her geçen gün birbirine benzemesine, estetik çeşitliliğin azalmasına ve tasarım kararlarının 
önceden tanımlanmış bileşenler etrafında inşa edilmesine neden olabilmektedir. Çalışmada bu durum, verimlilik estetiği kavramı 
çerçevesinde tartışılmıştır. Verimlilik odaklı tasarım anlayışı, arayüzleri görünmezleşen, sürtünmesiz ve kolay öğrenilebilir yapılar hâline 
getirirken, tasarımın doğasında bulunması beklenen özgünlük arayışı, deneysellik ve eleştirel boyutlarını geri plana itebilmektedir. 
Böylece estetik değer, özgün görsel üretimden çok verimlilik, performans, kullanılabilirlik ve ölçülebilir başarı kriterleri üzerinden 
tanımlanmaya başlamaktadır. Araştırma, bu eğilimin yalnızca biçimsel bir sadeleşme değil, aynı zamanda tasarımın değerlendirilme 
ölçütlerinde yaşanan yapısal bir erozyon ve dönüşüm olduğuna işaret etmektedir.

Çalışmanın bir diğer önemli bulgusu, tasarımcı rolünde gözlenen dönüşümdür. Tasarım sistemleri ve bileşen kütüphaneleri, tasarımcının 
üretim sürecindeki konumunu yeniden şekillendirmektedir. Tasarımcı giderek özgün biçimler üreten bir yaratıcı bireyden sistemler 
arasında koordinasyon sağlayan, bileşenleri yöneten ve deneyimi optimize eden stratejik bir aktöre dönüşmektedir. Bu değişim 
yalnızca estetik tercihleri değil, tasarımın üretim kültürünü ve karar alma süreçlerini de derinden etkilemektedir. Araştırma, özgünlüğün 
günümüzde yalnızca yeni görsel öğeler tasarlamakla ilişkili olmadığını, problem tanımlama biçimleri, deneyim kurguları ve sistemsel 
karar mekanizmalarına yönelik eleştirel yaklaşımlar üzerinden yeniden üretildiğini ortaya koymaktadır. Bu bağlamda özgünlük, tasarım 
sürecinin bütününe yayılan kavramsal bir yaklaşım olarak değerlendirilmektedir.

Makalede tartışmayı kullanıcı perspektifi üzerinden de kapsamlı biçimde ele alınmıştır. Kullanım kolaylığını artıran çağdaş arayüzlerin, 
kullanıcıların sistemlerle kurduğu uzmanlık ve ustalık ilişkisini dönüştürdüğü görülmektedir. Otomasyon, sezgisellik ve hata önleyici 
mekanizmalar öğrenme süreçlerini kolaylaştırırken, kullanıcıların sistemlerin işleyişini derinlemesine kavrama gereksinimini 
azaltmaktadır. Bu durum erişilebilirliği artırmasına rağmen operatörlük becerisi, ustalık hissi ve kullanıcı kimliğiyle ilişkili deneyimsel 
değerlerin zayıflamasına yol açabilmektedir. Araştırma, bu süreci yalnızca teknik bir değişim olarak değil, kullanıcı deneyimi ve kimliğinin 
yeniden biçimlenmesi açısından da değerlendirmekte; erişilebilirlik ile uzmanlaşma arasında kurulması gereken dengeye dikkat 
çekmektedir.

Araştırma, geleceğe yönelik alternatif tasarım yaklaşımlarını da tartışmaktadır. Açık kaynaklı tasarım sistemleri, katılımcı üretim 
modelleri, değer odaklı tasarım anlayışları ve katmanlı arayüz yapıları, verimlilik ile özgünlük arasındaki gerilimi daha dengeli biçimde ele 
alabilecek potansiyel yaklaşımlar olarak değerlendirilmektedir. Özellikle yapay zekâ destekli tasarım araçlarının yükselişi, tasarımcının 
rolünü yeniden tanımlarken etik ilkeler, kullanıcı deneyimi, organizasyonel değerler ve toplumsal sorumluluk gibi unsurların tasarım 
süreçlerinde daha görünür hâle gelmesini gerekli kılmaktadır. Bu doğrultuda çalışma, geleceğin tasarım tartışmalarının yalnızca 
teknolojik gelişmeler etrafında değil, aynı zamanda sosyal, kültürel ve etik sorumluluklar ekseninde şekilleneceğini ileri sürmektedir.

Sonuç olarak çalışma, tasarım sistemlerinin çağdaş dijital üretimin kaçınılmaz ve gerekli bir parçası olduğunu kabul etmekle birlikte, 
özgünlüğün korunabilmesi için tasarımın yalnızca arayüz bileşenleri düzeyinde değil; deneyim, değer ve sistem kurgusu düzeyinde 
yeniden düşünülmesi gerektiğini savunmaktadır. Geleceğin tasarım pratiği, standartlaşma ile özgünlük, verimlilik ile yaratıcılık ve 
erişilebilirlik ile uzmanlaşma arasında kurulacak hassas denge üzerinden şekillenecektir. Bu bağlamda tasarımcının görevi yalnızca 
işleyen sistemler üretmek değil, aynı zamanda bu sistemlerin kültürel, estetik ve etik sonuçlarını sorgulayabilen eleştirel bir özne olarak 
konumlanmaktır. Böyle bir yaklaşımın, dijital tasarımın yaratıcı potansiyelini koruyarak daha çoğulcu, katılımcı ve anlam üretmeye açık 
deneyimlerin geliştirilmesine katkı sağlayacağı değerlendirilmektedir.


