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Abstract: This study is intended to conduct a theoretical research of 
Romanian design domain, relating to a wider context, that is art theory, 
and subsequently resorting to fundamental references. It relates to the 
status of the objects that are unique concerning the way they claim to 
be essentially artworks. Throughout this article the concern for 
defining a universe of objects is obvious, treated within the framework 
of object's existential conditions. From this point of view, the 
preliminaries supporting its justification relate to Heidegger's 
philosophical concepts, also regarding the functionalist paradigm and 
ultimately some references are made to symbolism and artistic 
expression. As a natural continuity, the current state of modern 
produced objects is associated with the development of the 
contemporary society. In this stage, the design is treated separately into 
distinct branches, outlining the particular situation of Romanian design 
through specific data and relevant examples. 
Keywords: design, Romanian design, design theory, object, unique, 
work of art, man-made object, cultural design, art, craft, Romanian 
designers. 

 
In order to undergo a theoretical approach for product design 

domain we must use precisely the same elements needed in artistic 
theorization itself, even if the initial definition of the design was made 
considering it as an activity for mass production through specific techniques. 
Meanwhile, we must take into consideration the fact that the general field of 
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design has developed and diversified its own area of activities, which 
separated themselves into distinct fields such as product design, graphic 
design, and interior design. Likewise, throughout its existence, in order to 
achieve its material condition, art meant the need and means of transposing, 
the instruments for execution, steps of creation and after these processes 
based on physical intervention, the desired object emerged. Unmistakable, 
this is an artistic creation. It is true that with the advent of unique design the 
artistic object is mainly associated with the state of oneness. There is no 
work of art, whether it is architecture, sculpture, graphics, decorative arts, 

unique design. If in graphics, etching or lithography the artist can print more 
copies, this is not at all a mass production, because the artist is strictly 
obliged by law to declare how many copies he made, to number them, and 

exposure. The author must state that he ended the multiplication, and from 
now on he can no longer print the artwork as it will commit a misdemeanor. 
Once a collector purchases a copy, or even the original plate, nobody is 
allowed to print further copies from the initial draft. Such rules underline 
unique design because these types of products are precisely and 
fundamentally original artworks. 

The definition and concept of design include a history of nearly a 
century. Given that the outcome of this is a man-made object, under no 
circumstances can we ignore the fact that humans have always been 
concerned about objects and they created the necessary objects all along the 
human history, perhaps even starting with the simple stick or bone they found 
and used in Paleolithic, up to the advanced computers and gadgets we use 
nowadays. Man produced all these objects for his vital needs, but also to 
supplement and amplify the confined capabilities of the human body. 
Gradually, after that, the human existence was no longer confined to a specific 
restricted environment and humans started to rely more on themselves. The 
humans in those days felt that their natural endowment was insufficient for 
the difficulties and increased requirements of their life. [see also Heskett, 
2001: 8-23] They demanded more, and so began the gradual achievement of 
adapted products with increasingly functionalist features. 

All objects, as they are seen either in the contemporary functionalist 
paradigm or in the depth of human history, form a universe of objects, 
underlining the permanent concern of man to achieve the required artifacts. 
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[see also Jones, 1970: 20] Man-made creations have imposed the concept of 
form, not just in a functional manner but also in an expressive way which is 
enjoyable and ultimately beautiful.1 Precisely this fact concerning its 
condition has led to the special relationship with the one who uses the 
object. Under those circumstances the objects become more customized, 
gaining unique artistic expression, ultimately contributing largely to 
individual identity.2 

The clear distinction between natural things and human utensils is 
given by the manner of creation. Namely, things are a fact of nature, from a 
divine creator, while objects are the result of human achievements.3 Things 
that are given by nature imply spontaneity and obedience to certain laws of 
nature, that is to say their emergence and existence. They are not anticipated 
nor planned. On the other hand, the intentional man-made objects rely on 
anticipation and realization through awareness. Natural things stand under 
the auspices of chance, while objects created by man are the result of a 
specific need, they involve some intentional achievement and at the same time 
they are fully defined by a cultural context. The justification and rationale of 
their appearance over time is that the objects were a result of functionality, as 
a response to a specific need. The same principles stand at the base of product 
design, but this involves considering other additional fundamental criteria. 
Therefore, those criteria are raising new issues relating to consumer market, 
while considering all technological requirements and restrictions. Thus, it 
defines a different kind of universe for man-made design objects, manifested 
in a professional and educated manner. 

                                                 
1 The object stands as a reflection of human society in which it existed, through 
constant improvement and adapting to the constant changes in society. object: 
a humble and receptive dummy, a kind of psychological servant and a sort of 
confidant  behold as he lived in traditional daily life, and as illustrated by the entire 
Western art, until today. That object was the reflex of a total order, linked to clear 
understanding about the decor and perspective, about substance and form. In this 
view, the form is the absolute demarcation between inside and outside.
[Baudrillard, 1996: 19, (MIHAILO, trans)]. 
2 Pierre FRANCASTEL says that the necessary object has its own evolution, tied to 
human society evolution. If, at the beginning, the main goal was to supplement the 
natural capabilities of the human body, after that, the man-made object becomes 
more esthetic by gaining symbolic attributes. [Pierre Francastel, 1972:  86]. 
3 Martin HEIDEGGER distinguishes between created things (Dingheit, ger.) and the 
condition of man-made object (Zeug, ger.), in a philosophical way. [HEIDEGGER, 
1982: 34-54]. 
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So, for a better understanding of human artistic activities which are 
defined by design, we must know the history of objects and their occurrence. 
Thus, it is outlined the theoretical support for its occurrence and existence. 
Any human achievement can only rely on precedents. The latest sequence 
focuses within itself the whole history as the entire route of object 

existence is the requirement of perfectibility. A strict understanding and 
tight consideration of the design field is not possible only within its history 
and only regarding certain activities, as this would mean a restriction of 
reality, which is far more complex than this. No human creation appears out 
of thin air, not even one specific object exists in an isolated framework, but 
rests on something, on precedents. By taking into account the horizon of 
human civilization and culture we have a much wider context at our 
disposal. Referring therefore to design, we must consider the depth of its 
history, all the roots and connections. Whereas, by resorting to all this, the 
designer can reach a vast repertoire of objects, shapes, suggestions, 
materials, techniques and ultimately expressivity.4 

The history of artifacts can be seen as an additional proof of human 
development, an alternative evidence that objects are used to satisfy 
existential needs and social requirements along the way. This is defining the 
universe of objects made by human intelligence. In the same manner of 
theorizing we must consider also the Romanian design as being situated 
after the completion of archaic5 and craft6 stages and later by considering 
the connections with the economy and production requirements nowadays. 

                                                 
4 Nicolae  also says that the objects, through their forms, proportions and 
ornaments stand as well defined sequences in human society development. They are 
defined by efficiency, inconspicuous efficiency and obvious individuality Truly, 
many tools, forged items, carved, woven chosen, embroidered, knitted etc., from 
different ethnographic regions of our country as in other European or non-
European countries, enchants the eye with the harmony of proportioning based on a 
deep sense of measure, necause popular creators know how to combine utility with 
beauty in a spontaneous unity by assigning the object with temperate elegance, 

 , 1979: 11]. 
5 About the originality of unaltered rural creations and archaic aesthetics, in the case 
of popular pottery, Matila C. Ghyka writes: The ceramic vessel meant for holding 
water, food etc., which fulfills the conditions of stability, solidity, convenience 
requirements for its intended use will also meet aesthetic sense; hence the charm of 
primitive folk pots. It's about the rural archaic Pottery, evolving through its use  



 

20 

Moving towards a particular embodiment will lead to new 
achievements, new capabilities, all regarding progress. An overview of 
human cultural creations, even if some aspects of contemporary design are 
characterized by novelty items, reveals in its core the permanent concern for 
objects occurring as a response to certain existential needs. Before industrial 
design, the manufacturing processes of handicraft meant that each object 
had a certain individuality and distinct expression through creator's mark. 
Although originally they just wanted the production and replication of large-
scale handicraft skills, subsequently, the technological processes lead to 
other ways of producing new objects through industrial design series. 

The design stage cannot be considered isolated from its close previous 
stages, which are Glasgow School of Design, mentored by Charles Rennie 
Mackintosh, and Bauhaus School which operated in Weimar, Dessau and 
Berlin under the command of architect Walter Gropius and later Ludwig Mies 
van de Rohe. These schools had a tight schedule, namely the full production of 
objects, from concepts to final products. The students always had the 
consciousness that they operated in the field of art and that the objects they 
produced had also an important expressive component. Besides this 
principles, the teachers were reputed artists like Paul Klee, Wassily 
Kandinsky, Marcel Breuer, Oskar Schlemmer, Josef Albers, Lyonel Feininger, 
László Moholy-Nagy, and Johannes Itten. After the dissolution of the Bauhaus 
school, many of the artists and teachers immigrated to America, and that 
episode was the decisive impulse for American design. Thus, the prodigious 
work of designers such as Raymond Loewy and Henry Dreyfuss was 
developing. In Europe, after the end of the Second World War there was a 
strong movement with outstanding contributions of Italian, French, English 
and German designers. In Romania, before 1989, every factory had at least 
one employee as an industrial designer, but in the years after the former 
socialist industry was destroyed and so t
purpose. Only after an effort by a quarter of a century, things are finally 
showing slight signs of recovery, but still there is no solid industrial design 
branch in Romania. This requires social and cultural decisions taken by 
professionals, even if sometimes partners have different expectations. There 
are, however, encouraging signs that this phenomenon still reaches new 

                                                                                                                         
and not by the pottery consciously made in a naive or primitive style, because being 
primitive is fashionable. [GHYKA, 1981: 239-240, (Mihailo, trans)]. 
6 BAUDRILLARD, 1996: 32 
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resources finding its purpose in the work and effort of young Romanian 
design graduates. Due to rapid degradation and disappearance of local 
industry some of the designers that worked in the socialist period have found 
a new purpose and became teachers in the newly founded design faculties 
where they successfully form new designers who now work in various 
domains and have noticeable results. Recently, after the takeover by Renault, 
Dacia Company founded here a modern research and design center, so now 
young design graduates work on new concepts for car industry. At the same 
time, the Romanian industry braches include other major international 
companies that have developed here various research centers for product 
development, in addition to the actual production. So now there's a new and 
favorable economic context for the Romanian industrial design. Moreover, 
other branches of design find themselves in a situation somewhat more 
advantageous than that of industrial design. For example, graphic design is 
now at in a simply exceptional phase. In addition to its specific area of 
concern, it is now associated with IT & C, which is also fully developing right 
now. The employment rate of graphic design graduates is pleasing. They work 
in different fields and have a large diversity of customers. In addition, interior 
design, seen as a separate domain from architecture, is now in a much more 
advantageous situation. The relatively large novelty of interior design and real 
estate sector development help interior design become a very lucrative 
profession. Proof for this are many design studios focused on providing 
solutions fitting for all sorts of areas, from housing to various public spaces7. 
In addition to these aspects of contemporary design, the most obvious 
difference from previous stages, offered by modernity8, is the work of 

                                                 
7 Sergiu ZEGREAN supports the assertion that interior design has an extensive 
repertoire, dealing including with the exclusive domain of yacht design, dealing with 
interior spaces through multiple functionalities: 
directly associated, because, especially in yacht design, those two elements are 
working together to optimize the functional and aesthetic aspects of ambient space, 
forming a whole. The object, in such spaces is usually attached to exterior wall 
surface and they seem to merge. On the background of structural changes, following 
the sequence of steps, the geometry of the object passes from its initial states, 
owning a specific functionality, to the second stage, distinctive in any way. The 
object walks freely between different functional sides and, through its design, is 
easily adapting to the new human needs  [ZEGREAN, 2016: 73-74.] 
8 Charlotte and Peter FIELL describe the new modern context for contemporary 
product designers. With help from rapid development of computer aided design 
(CAD), sophisticated machineries for rapid prototyping (from CNC to 3D scanners 
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freelancing in design. If until now designers from places with no industries 
had some disadvantages, now, the globalization of design offered by the 
internet and other new means are the way that design is accessible anywhere, 
to anyone. Moreover, we are witnessing now a kind of universalization in 
design, with the help of the Internet, any designer anywhere in the world, if his 
portfolio is appreciated, can work for projects in distant lands. Thus, many 
Romanian designers, especially those from the younger generations earn their 
place in this new global design market. Without pretending to be 
comprehensive, here are a few Romanian industrial designers, noticeable by 
their achievements: 

Constantin Gabriel Radu, Sebastian Stoianov, Ion 

Andrei Carcea, Alin Cinca, Andrei Dediu, Eduard Jakabhazi, Attila Kim, Lucian 
-

Co

Mihai Teodor, Sergiu Zegrean etc.9 
The design process is somewhere between the analytical procedures, 

technical processes and emotional, creative moods, while being at the same 
time technique and aesthetics, functionality and art. As a result of modern 
production and due to a very complex market mechanism, the industrial 
produced object has a very short existence nowadays. It is easily produced 
and easily replaced, simply becoming just an object of consumption. This 
modern mass-produced object manages to convey only a negligible level of 
emotional attachment before it is replaced by another product, and the cycle 
goes on and on. 

The design is a cultural and artistic field, having existed for only a 
century, but the way it was developed and also its specific condition placed 
him somewhere in the separation zone of several related fields. Those things 
imposed an accelerated pace of improvement, driven mainly by two types of 

                                                                                                                         
and 3D printers), product designers nowadays can bring their work much faster into 
production. [FIELL, 2007: 7-9]. 
9 The list presented here took into account the impact of Romanian designers on 
freelancing websites, such as: www.behance.net/ or www.99designs.com, portfolio 
appreciations on www.portfolios.ro, as well as other additional sources. 
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factors, both internal and external. Internal factors impose a constant 
change, adaptation and improvement, driven by technological achievements 
and novelty. External factors are the influences of the socio-cultural context 
in which the object has its purpose. Certainly, once the social and cultural 
context has changed, the design object follows the same path, otherwise it 
will become obsolete.10 e is 

consequently the entire human behavior is also changing. At the end of the 
day, the only way any object can still remain useful and attractive is through 
its enhanced capabilities and artistic attributes. 
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