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Abstract: Somewhat more than a half a century ago the term design was used most-
ly by designers and those who wrote about design. Nowadays, we all know what
design is. But do we all interpret the term in the same way? The aim of this paper is
to analyse the use of the term design in order to contribute to its clearer interpreta-
tion. We owe the difference in interpretation of the term design to the interdiscipli-
nary nature of design as such. Extreme examples: people from marketing think that
the role of design is to sell a product, on the other hand in the industry they look
at design as a way to make profit; both of the explications are true, but not enough
to define the whole meaning of the term. Also, it would be valuable to describe the
term retroactively, that is, in the light of the development of the history and theory
of modern design and to name the previous terms which were supposed to denote
the activity and results of design. In that way it would be possible to point out the
remnants from the past, such as terms that are out dated and wrongly used even
today, such as so called applied arts, for example. One of the possible ways how to
contribute to an acceptable interpretation of the term design is to base its explica-
tion on the research of the etymology of the numerous meanings of the English
word design, which is both a verb and a noun, also material and non-material things.
From that point of view, the term design is the most appropriate to interpret the
wholeness of the meaning of the complex concept of design as a creative activity
which implies both the process and the result of that process, the product.
Keywords: the term design, etymology, terminology, wrong interpretations, the
term applied arts

Design is all around. The English word design” has become an almost inevitable part of spoken repertoire of
our daily communication. What is design? According to Herbert Simon, the author of The Science of Artifi-
cial ? everything that a man has made since ancient times, as well as in future, is about design. The essential

1 Engleska re¢ design potice od latinske reci disegnare “obeleZiti” i talijanske designo dospevsi u engleski
preko srednjovekovne francuske reci desseign “namena, projekat, dizajn.” Short Oxford Dictionary;
https://en.oxforddictionaries.com/definition/design.

2 Simon, H. A. The Science of the Artificial, 3rd edn. Cambridge, MA: MIT Press, 1996.
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and common feature of these works is that they all achieve the aim and serve the purpose of their creation.
Far more precise and substance definition of design was given by Gjoko Muratovski of the University of Cin-
cinnati: “Design is about solving everyday problems by overcoming limitations, challenges and constraints
in a creative way...”

Design is both the process and the result. The design phenomenon encompasses the idea of a new product,
its carefully planned execution through the process of design, as well as the result of that process in terms of
the finished product. This principle remains the same for any type of design; be it a phone, a dress, a glass,
a poster, a building, a car, an airplane, a spacecraft, a chair, etc. Namely, it is understood that the scope and
content of the components of the design process are adequate and depending on the kind of design.

Etymology of design. To base explication of the term design (the English word design) is one of the pos-
sible ways of how to contribute to its acceptable interpretation. Multiple meanings of the word design
in the English language makes it almost irreplaceable when it comes to comprehensive interpretation
of complexity of the content of design phenomenon. According to Prosveta English-Serbian Dictionary,
the English word design comes with a meaning of a verb: to draw, to sketch, to devise a building plan; as
well as a noun: a drawing, a sketch, a building plan. Design could also apply to intangible things: an idea,
a conception (of art or literary work), but at the same time it is also used as a verb: to think of, to concep-
tualize a work of art. Thus, for example, to design a book, depending on the context in which the term is
applied, can have two completely different meanings: if a writer is in question, the translation would read
to make a conception of a novel; however, if it was a designer, the term design refers to graphic design of
a book, etc. The entry of design phenomena applies exclusively to external form: “artistic construction,
artistic form/shape, a product of consistent proportions; a picture lacking design; a machine of excellent
design”* Indeed, design phenomenon cannot be explained in several words from dictionaries or from
practice. The substance of design phenomenon, as well as the essence of any other creative activity,
needs to be known, understood and felt.

“Even the simple word design means many different things to different people.” Even more importantly,
it is not only about trying to explain the proper meaning of the term design, but to point out its wrong in-
terpretation. Nowadays, of course, we all know what design is. However, there is still a small problem: do we
allinterpret the term in the same way? Namely, the majority is ready to narrowly define the meaning of the
term design. One of the many causes of the unilateral conception of design is to be sought in its interdisci-
plinary nature, one of the essential features of modern design. Experts from various fields are involved in
the development of a new industrial design product: economists, constructors, ergonomists, to name a few.
It is not uncommon that some participants, in this integral process, explain the entire design phenomenon
exclusively from the perspective of their profession, hence misinterpretation of the term. For example, in
the circle of economists we often find that the primary role of design is to achieve the commercial effect of
a product. It sometimes goes to the extreme claiming that marketing is not a part of the process of design,
but that design is a part of marketing! On the other hand, a manufacturer is interested in the profit of a
company, hence the attitude that the only purpose of using design is to maximize the profit, including their
understanding of the meaning of the term. The most adequate attitude regarding the meaning of the term

3 Muratovski, Gjoko. Design for Business, Volume 2, Intellect /University of Chicago Press.
4 S.Risti¢, Z.Simic¢ i V.Popovi¢, Enciklopedijski englesko-srpskohrvatski re¢nik, Prosveta 1973.

5 In conversation with Dr. Boyd Davis Stephan, Professor of Theory and History of Design, Royal College
of Art, London, May 2019.
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design is within users. Consumers think integrally about design, in terms of final results; they expect a prod-
uct to be functional, to be of a good quality, and of an attractive form.

The term design does not only refer to industrial products. The misconception that the term design re-
fers only to industrial products could be explained by the fact that the word design outside the Anglo-Sax-
on language area has now been used in relation to industrial products. In the English language, however,
design is equally applied to denote items produced in manual and industrial production; in short it refers
both to mass production and handmade items. For example, a book about the life and work of a famous
English artist, philosopher, poet and designer from XIX century, is entitled William Morris as a Designer.®
And, not only that he was exclusively engaged in the production of unique, craft based design, but he
was also one of the explicit critics of machine production. Moreover, the term design also refers to items
manufactured before the first industrial revolution (fig. 1). Same, as the term architecture is used for
buildings of ancient civilizations, so is the term design applied to everyday objects of the past. Especially
since architecture is also one discipline of design, though a special one.

Design is not only a nice form. We agree with Gjoko Muratovski on this: “Yet, for most people, design re-
mains an exotic profession focused on making beautiful things. Aesthetics is a part of design, but design
is much more than that.” Design aesthetics, as one component of the design phenomenon, is created
and formed during the process of design and rests on interaction of other components of design. But, the
scope, significance and participation of aesthetics in the final result of this process is depending on the
kind of design, that is, to what extent the form has priority quality in design of a given product.

The history of the design style of the XIX century was marked by historicism, namely eclecticism. In ter-
minology of design there is also remembrance from the past, such as the outdate and even today wrongly
used term of so called applied arts, inherited from the XIX century. Let us look at its origin. The immediate
cause of the loss of the basic meaning of the phenomena of design, as well as the term itself, occurs in
the early XIX century as a direct consequence of the firstindustrial revolution, a phenomenon that marks
the beginning of change in the modern history, from the agrarian and manual economy to the one dom-
inated by machine production. The first industrial revolution introduced the previously unprecedented
possibilities of cheaply manufactured series of products, different purpose, new technical structures and
shapes, consumed by far more numerous new mass consumers. In terms of design, under new conditions

6 Watkins, R. Wiliam Morris a Designer, Studio Vista, London 1967
7 Muratovski, Gjoko. Design for Business, Volume 2, Intellect /University of Chicago Press.
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of mass mechanical production, there was a tremendous development of only material and production
components of the process of design. The new situation inevitably required redefinition of other basic
components of the process of design: purpose and function, ergonomics, marketing, aesthetics, etc. of a
product. Respectively, that imposed detection of their new relevant and corresponding content, different
from the one which had been nurtured for centuries in the past, in the craft based design. However, that
had neither occurred nor it was possible to happen. The lack of adequate solutions to the components
of contemporary design has left room for arbitrary interpretation, which inevitably leads to a decline in
product quality. In any case, the most drastic and most obvious example took place in the domain of the
aesthetic component of design. That is, as it was necessary to hide the ugliness of the rough mechanism
of products made mostly of iron. In practice, the contemporaries of the first industrial revolution solved

Fig. 4
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this problem by imitating decorative styles from the past. These ornaments were, randomly and beyond
measure or sense of composition applied to new products, which to vulgarity were unsuccessful copies of
the original, what illustrates The Great Exhibition held in London in 1851, (fig. 2, fig. 3, fig. 4, fig. 5). This ex-
tremely unacceptable practice was named applied art, a term that is still used today. By the way, the term
applied art, what does it mean? The results of scientific research can be applied in technology, medicine,
construction, etc., but art cannot be applied. It is unique. In conclusion, therefore, we suggest renaming
Belgrade’s two important cultural institutions thus: Museum of Applied Art should read Museum of Art
and Design and the Faculty of Applied Arts should become Faculty of Arts and Design.
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THE ORIGIN OF PHOTOS

1 from: The Man-Made Object, Ed. Gyorgy Kepes, Studio Vista, London 1966
2, 4,5,6, from: C. H. Gibbs-Smith, The Great Exhibition of 1851, Victoria & Albert Museum, 1950.
3 from: Ferebee, Ann. History of Design from the Victorian Era to the Present, VNR 1970.
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MwupjaHa ). Teoparosuh
TEPMHHOJTIOTH)A HU3AJHA

Pesume: Mpe HeluTo BHLLE OA NONa BeKa TEPMHH [IM3ajH YINaBHOM Cy KOPHCTHIIH AM3ajHEPH W OHM KOjM CY
n1canu o au3sajHy. [laHac cBu 3Hamo LuTa je To Au3ajH. Mnak, nuTame je Aa v CBKM TyMa4yMMO OBaj TEPMHH Ha
MCTH HauuH? Linmb oBor pafa je Aa aHanMsupa ynotpedy TepMHHa iM3ajH Kako Ou JOMPHHEO HeroBoj jacHH-
joj nHTepnpeTaumju. PasnnumTocT y Tymauetby TEpMHHA AH3ajH OyryjeMo HHTepOHCLMIIMHAPHO] MPHPOaH
camor au3ajHa. EKCTpeMHH NpUMepH: JbyiM U3 MapkeTHHIa MHUC/Ie Aa je ynora An3ajHa Aa Npoaa NpousBoz, C
Apyre CTpaHe y MHAYCTPHjH Ce Ha iU3ajH IM1efa Kao Ha HauMH 3a ocTBapHBarbe NpoduTa; 0da odjallhetba Cy
TayHa, afii HeOBO/bHO fia OM ce OBaj TEPMHH y MOTNyHOCTH AeduHHcao. Takohe, duno du gparoLeHo fa ce
TePMHH 00jaCHH peTpOaKTHBHO, TO jeCT y CBET/TY pa3Boja CTOpHje U TeopHje MoLEepHOT Ax3ajHa U Aa ce Ume-
Hyjy CBM NPETXOLHH TEPMHHH Koje je Tpedano aa o3Haye aKTMBHOCT W pesynTaTe Au3ajHa. Ha Taj HauuH duno
&u moryhe ncTahm octaTke M3 NPOLLAOCTH, MONYT TEPMHHA KOjH Cy MpeBasuf)eHH 1 MOrpeLLHO ce KOpHCTe Yak
M laHac, Ha NpUMep Tako3BaHa MpUMetrbeHa YMETHOCT. JefiaH o, Moryhux HauMHa [ia ce JonpHHece np1xea-
T/bMBOM TyMauetby TEpMHHa AW3ajH jecTe 1 fa ce tberoso odjallerbe dasupa Ha MCTpaxHBatby ETHMOOrHje
OpojHHX 3Hauetba eHrnecke peyu 13ajH, Koja je HCTOBPEMEHO W raros M MMeHHLa, yjelHO U MaTepHjanHa 1
HemaTepujanHa ctBap. Ca Te Tauke rnefuLUTa, TEpPMHH AM3ajH je HajadeKBaTHHjH [la Ou ce MHTeprpeTHpana Le-
NOBWTOCT 3HaYetrba KOMMNEKCHOT KOHLIEeMNTa AH3ajHa Kao KpeaTMBHe akTMBHOCTH Koja MoApa3symMeBa U MpoLLec 1
pesynTat Tor npoLeca — cam Npou3BOA.

Mpennaxemo, cTora, la Ce U3MEeHE Ha3HMBH OBHMX 3HaYajHUX HHCTUTYLIMja KynType: Mysej npumetbeHe ymeT-
HOCTH pa ce HasoBe Mysej YyMETHOCTH W Au3ajHa M ga DakynTeT NpUMerbeHUX YMETHOCTH foOHje HasMB,
DakynTeT yMeTHOCTH U Au3ajHa.

KrbyuHe peun: TepMHH [1M3ajH €TUMOIIOTHja, MOrPELLHO TyMayere, TEPMHH NpHMEtbeHe YMETHOCTH



