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It saddens me when I see my friends in the design 
field think 'magically' rather than ethically 
about design. They try to 'sell' people 
by persuasion rather than have the 
design persuade.  Every society 
has individual and unique 
design tastes. None are design tastes. None are 
identical.  They are 
as varied as ISBN 
bar   codes 
lines. 
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َٙٽز َبیی ٽٍ ایه ياٹٮیز ػيیي ٥َاكی ډٚبٍٽشی ٍا سٚویٜ ډی ىَىي، ثٍ ٭مچپَى ٕبُډبوی ثَسَی ىٕز . ډٚشَیبن ي َٙٽز َب اٽىًن ىٍ ایؼبى ىيٌٍ ػيیيی اُ ػبډٮٍ دٖز ډيٍن ثب َڈ َٙیټ َٖشىي 
هًإشٍ ډٚشَیبن إز ٽٍ ٍيی ٍٵشبٍ ثَآيٍىٌ ٽَىن ایه َمپبٍی ثَ إبٓ ځٶشمبن دبیياٍ إز، ُیَا . ډی یبثىي ٽٍ ثب ىاىن اػبٌُ ٥َاكی ثٍ ډٚشَیبن ډىؼَ ثٍ اٵِای٘ ډٚبٍٽز ي ١ٍبیز  آوبن ډی ًٙوي

ٍ َب ٍا ثَای آن َب ثبُ وڂٍ . ډَٞٳ ٽىىيځبن ىٍ ٍاث٦ٍ ثب ډلًٞڃ اطَ ځٌاٙشٍ ي ىٍ وشیؼٍ ثَ ٍيی ٥ًڃ ٭مَ ډلًٞڃ ډًٍى و٪َ سبطیَ ډی ځٌاٍى ایه آُاىی ٵَىی ىٍ ٥َاكی ډلًٞڃ، ٥یٴ ځٖشَىٌ ای اُ ځِیى
ٍ َبی ډَٞٳ ٽىىيځبن ٍا دًٙ٘ ىاىٌ، آُاىی ٵَىی ایؼبى ٽَىٌ ي ٍیٖټ ٍى ډلًٞڃ س٤ًٕ ډَٞٳ ٽىىيٌ ٍا ٽبَ٘  .ډی ىاٍى ایه ډًٹٮیز ډمشبُ ډٚشَی سب اوياٌُ ای س٤ًٕ َٙٽز ایؼبى ډی ًٙى سب هًإش

ثٍ ٭لايٌ َمِډبن ویِ اٙشیبٷ هلاٷ . هٖشٍ ٽىىيٌ آُاى ډی ٕبُويیپىًاهز يثب اوؼبڇ ایه ٽبٍ، َٙٽز َب ثٍ ډَٞٳ ٽىىيځبن اػبٌُ َمپبٍی ىٍ ٵَایىي ٥َاكی ٍا ىاىٌ ي هًىٙبن ٍا اُ ٥َاكی َبی . ىَي
 .ډَٞٳ ٽىىيځبن ثٍ ًٍٝر ٍایڂبن ثٍ ًٕی هچٸ ځِاٌٍ  َبی ٵَىی اٍُٙمىي ًٕٷ ىاىٌ ډی ًٙى

 ىاٍوي ٽٍ َٙٽز َب  ٍاډَٞٳ ٽىىيځبن ٥یٴ يٕیٮی اُ ډُبٍر َبی هبٛ ي ٙبیٖشڂی َب. ٽڄ ایه سلاٗ ډَٞٳ ٽىىيٌ  هلاٷ اٍُٙمىيسَ اُ آن ؿیِی إز ٽٍ َٙٽز ثٍ سىُبیی ثٍ آن ىٕز دیيا ډی ٽىيىٍ
ٗ َبیٚبن ىاٍوي ىٍ ایه ٍإشب ٙبن اُ آن َب إشٶبىٌ ٽىىي ي ډلًٞلار٥َاكی ډی سًاوىي ىٍ  ٌ َبیی ٍا ثَای ػٌة ډَٞٳ ٽىىيځبن ثَای ثٍ كياٽظَ ٍٕبوين اٍُ  . َٙٽز َب ٍا

 

如今，在构建后现代社会新时代的过程中，客户和企业可以成为合作伙伴。那些认识到这种新协同设计现实的企业，通过让客户自己设计的方式增加客户的参与度和满

意度，实现卓越的组织绩效。这种合作以持续对话作为基础，因为客户的需求会影响消费者对产品的行为，从而影响产品的寿命。这种自由独立设计产品的方式使顾客

获得更多选择机会。这种特殊的客户地位存在的原因，是由于部分企业需要满足消费者的需求及个人自由，降低消费者拒绝产品的风险。这样来做，公司可以让消费者

参与到设计过程中来，并将他们从单调的设计中解放出来。同时，消费者的创作热情也可以被运用到自由创造个性化价值主张中去。 

 

这种融合了消费者创造力的结果将会远大于该企业单独完成的结果。消费者拥有的一系列特定的技能和能力，可以运用到产品生产中去。在吸引消费者创造，并发挥自

身价值最大化的道路上，企业能起一定作用。   

 

Customers and companies are now partners in constituting a new era of post-modern society. Companies which recognize 

this new collaborative design reality are achieving superior organizational performance by ways of increased customer 

involvement and satisfaction by allowing them to design for themselves. This collaboration is based on sustainability 

dialogues because customers‟ desires access which effects on the behaviour of consumers on the product resulting in 

longevity of the product. This individual freedom in product design keeps extensive range of options open to them. 

This privileged customer position is partially facilitated by the company to cover the consumers‟ desires, 

individual freedom and reduce the risk of product rejection by consumer. By placing this, companies allow 

consumer to engage in design process and liberate them from monotonous designs. Also, at the same time 

consumers' creative zeal is employed towards creating individualized value propositions by free.  

 

The sum total of this creative consumer effort is greater than what the company can achieve alone. Consumers 

have a range of specific skills and competencies that companies can use in the product design. Companies affect 

ways to attract consumers to maximize their value. 
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ىٍ ایه .  ٙبن ٍا ثیبن ٽَىٌ ي ډُبٍر َبی هبٛ هًى ٍا ىٍ ٍاث٦ٍ ثب ثٌَُ ثَىاٍی اُ ډلًٞڃ ډًٍى و٪َ ثٍ ٽبٍ ثڂیَوي اُ ایه ډى٪َ، ډَٞٳ ٽىىيځبن ٥َاكبوی َٖشىي ٽٍ اُ ٥َٳ َٙٽز َب ثٍ آن َب اػبٌُ ىاىٌ ٙيٌ ویبُډىيی َبی هبٛ 7
ىٍ ایىؼب ډَٞٳ ٽىىيځبن هًىٙبن ثٍ ډىبث٬ ي . ډیبن َٙٽز ویِ اُ ثَين ٕذبٍی ٽبٍ ثٍ یټ ویَيی ٽبٍ ډَٞٳ ٽىىيٌ ډشى٫ً ي اوٮ٦بٳ دٌیَ ثٌَُ ډی ثَى، ٽبٍی ٽٍ دی٘ اُ ایه ثٍ ًٍٝر دََِیىٍ س٤ًٕ ویَيَبی ىاهچی  اوؼبڇ ډی ٙي

 ډَٞٳ ٽىىيٌ ډلبٕجٍ ډی ًٙى، اډب ىٍ یټ ػبډٮٍ دٖز ډيٍن آوـٍ ډلبٕجٍ ډی ًٙى اٍُٗ  ډلًٞڃ ثَایىٍ ػبډٮٍ ډيٍن اٍُٗ ٥ًڃ ٭مَ. اُ ػبډٮٍ ډيٍن ثٍ ػبډٮٍ دٖز ډيٍن ډی ثبٙيكَٽشی ایه ٽبٍ . ٽبٍٽىبن سجيیڄ ٙيٌ اوي
 . ډلایڈ سَی اُ ډُبٍر َبی يی ي ؿڂًوڂی سٮبډڄ ي ٽبٍ اي ثب ډىبث٬ َٙٽز إز

ىٍ ایىؼبٕز ٽٍ آن َب ډی سًاوىي ثٍ ٥ًٍ ډًطَ اُ ډُبٍر َبیٚبن إشٶبىٌ ٽَىٌ ي آن َب ٍا ثٍ وٶ٬ . یټ ډلی٤ اٍسجب٥ی ثبُ ثبٙي ٽٍ ىٍ آن ډَٞٳ ٽىىيځبن ٍا سًٚیٸ ثٍ وٚب٣ ي ىٍ وُبیز هلاٹیز ومبیي َٙٽز ثبیي ثٍ ىوجبڃ ایؼبى
 ډَٞٳ ٽىىيٌ ي ًَىیز اي ىٍ ٥ًڃ ٵَایىي  ٕبُی س٤ًٍٕيويی ٽٍ ٙبډڄ ٙوٞی.  اوؼبڇ ایه ٽبٍ، َٙٽز ٍيی ثٖیغ ٥َاكبن ٍایڂبوی َٕډبیٍ ځٌاٍی ډی ٽىي ٽٍ ډٖشچِڇ ٍيوي هلاٹیز ي ٥َاكی يیٌْ إزىٍ. َٙٽز اٍسٺبء ىَىي

 .ډی ځَىوي  ثب ایه ٥َاكبن ٍایڂبن، سمبڇ يػًٌ ُويځی، سجيیڄ ثٍ اٵِيوٍ َبی سًڅیي ىٍ ٭بڅڈ َٕډبیٍ ىاٍی.  ډی ًٙى اٍُٗ ثَای ډلًٞڃسًڅیي
 ثٍ َمیه ػُز ویبُ ىاٍیڈ ثلض َبی ثیٚشَی ىٍثبٌٍ اوجًٌ ُىایی ، ډُبٍر َبی  .ىٍٻ ٽىیڈثُشَ  ثٍ آن َب اٙبٌٍ ٙي، ډٚشبٹیڈ اكشمبڃ اٍائٍ ٝىٮز ثٍ وٖڄ ثٮي ىٍ ػبډٮٍ دٖز ډيٍن ٍا  ٽٍ ىٍ ډٺيډٍ ډ٦َف ٙيٌثَإبٓ وپبر

ٍ َبی ډَٞٳ ٽىىيٌ ثبیىَ. ډَٞٳ ٽىىيٌ، ه٣ً٦ سمبیڄ، سؼَثٍ ٽبٍثَ ي ٥َاكی ثب وٚب٣ ىاٙشٍ ثبٙیڈ ٝٶَ ي $ی سب ثٍ ایه ٥َیٸ ثشًاویڈ اَمیز ایه اوشٺبڃ ثٍ ىيٍان دٖز ډيٍن ي اوجًٌ ُىایی ٍا وٚبن ىَیڈ یب وٚبن ىَیڈ ٽٍ هًإش
ٍ َبی ُیجبیی  ٙىبٕی ډشٶبيسی ىاٍىٌثًىثَهًٍىاٍاُ ډبَیز ٵبُی ي  ویٖز #یټ  .ثٍ َمیه ػُز آُډبیٚی ٥َاكی ٙيٌ سب ١ٮٴ َبی ٍيوي ٥َاكی ىٍ ىيٍان ډيٍن ٵٮچی ٍا وٚبن ىَي.  ي ََ ٭٢ً ػبډٮٍ هًإش
 

从这一视角来看，消费者就是设计者，他们被公司赋予了清晰表达他们特殊需求并将自身的特别技能应用于手头消费任务的权利。这项在过去是耗费较高且只在内部执行的活动，如今外包

于多元灵活的消费者劳动力，企业还可以从中获利。消费者成为了资源及雇员，这是从现代社会到后现代社会的过渡。在现代社会中，消费者的终身价值是可以估算的，但是在后现代社会

中它包含了消费者技能的软价值，以及他们是如何参与并且管理公司资源的。 

企业必须致力于创设一个开放式交流环境——鼓励消费者快乐地工作并且使之最终具有创造力。 在这样的环境中，他们可以有效运用并强化自身技能为企业的利益服务。 这样一来， 企业

对自由设计的雇员进行动员， 在价值生产过程中消费者个性和主观性的创作和设计过程成为必要。有了免费的设计雇员，生活的各个方面成为了资本生产的延伸。 

在前言部分介绍的基础上，我们期待找到将工业过渡到后现代社会的可行方法。对此，我们需要对多元化、消费者技能、期望线、用户体验及快乐设计等概念进行进一步探讨。为了展示这

一过渡对后现代社会和多元化的重要性， 以及表明消费者的需求不比模糊特性的本质更二元化，并且社会的每个成员都有着不同的审美需求。因此，本文会进行一个实验，旨在弄清设计过

程在现代社会中的缺陷。 

 

From this perspective, consumers are designers, who are granted authority by companies to articulate their specific requirements and apply their particularized skills to the consumption tasks at hand. The 

company benefits from outsourcing to a diverse and flexible consumer workforce which was once a costly function conducted internally. Consumers have become resources and employees themselves. 

This is the transmission from modern society to post-modern society. In the modern society, the lifetime value of a consumer would be measured, but in post modern society it encompasses the softer value 

of their skill and how they engage and work with company resources. 

 

The company must seek to create an open communication environment in which consumers are encouraged to be joyful and ultimately creative, where they can effectively use and enhance their skill for the 

benefit of a company. In doing so, a company is funding the mobilization of free design employee, which entails a process of creating and designing involving the consumer's personality and subjectivity 

during the production of value. With free design employees, all facets of life become extensions of capitalist production. 

Based on these points of introduction we are eager to find out the possibility of passing the industry to the next generation in the post-modern society. For this, we need to have more discussion about 

demassification, skills of consumer, desire lines, user experience, and joyful design. To show the importance of this transmission to post-modern era and demassification or to show the desires of consumer 

is not more binary than that the nature of Fuzziness and every member of society has different aesthetic desires. Here so, an experiment has been conducted to see the weakness of design process in the 

current modern era. 
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ىٍ ٥َاكی ډلًٞڃ إشٶبىٌ  #ََ ٽٖی ٽٍ ٹَاٍ إز ډلًٞڃ ٍا هَیياٍی ٽَىٌ ي اُ آن إشٶبىٌ ٽىي$سًٝیٴ ٽبٍثَان  ځَيٌ َيٳ ثب سٮَیٴ ىٍٕز، ووٖشیه ٭ىَٞ یټ إشَاسْی ٥َاكی إز ي ثَای 
ٍ َبیٚبن سب ؿٍ اوياٌُ ىٍ ډًٵٺیز ډلًٞڃ ډًطَ إز. ځَيٌ َيٳ ثٍ ځَيٌ ػمٮیشی ډَسج٤ ډی ثبٙي ٽٍ سٮياىی ډَٞٳ ٽىىيٌ ىاٙشٍ ثبٙي. ډی ًٙى . ٹٞي ایه إز ٽٍ ډٚوٜ ًٙى  ٥َاكی ثَإبٓ هًإش

  ډلًٞڃسلاٗ ىاٍى سب ٥َاف ځَيَی َٖشىي ٽٍډٚشَیبوی ٽٍ ٽبٍثَان یټ ځَيٌ َيٳ ٍا سٚپیڄ ډی ىَىي . یټ ځَيٌ َيٳ ځَيَی اُ ډَىڇ ىٍو٪َ ځَٵشٍ ډی ًٙى ٽٍ اكشمبڃ ىاٍى ډلًٞڃ ٍا هَیياٍی ٽىىي
ٍ  ؿًن ٕه، ډپبن، ىٍآډي ي ٙیًٌ ُويځی ىاٍوي. ٍا ثٍ آوُب ثٶَيٙي ځَيٌ َيٳ ډَٞٳ ٽىىيځبوی َٖشىي ٽٍ ثَإبٓ ٕه، ٵََىڀ، ډًٹٮیز ػٲَاٵیبیی، ویبُډىيی َبی يیٌْ ي . ایه ډٚشَیبن يیْځی َبی ډٚبث

ثىبثَایه یپی اُ ووٖشیه ٹيڇ َبی ایؼبى یټ ٥َاكی ډًطَ، سٮییه یټ ځَيٌ َيٳ ډىبٕت . ىیڂَ يیْځی َبی ډَسج٤ ٥جٺٍ ثىيی ٙيٌ اوي ي ایه ځَيٌ َمیٍٚ دی٘ اُ آٱبُ ٵَایىي ٥َاكی اوشوبة ډی ًٙوي
ثٍ ایه سَسیت ډلًٞڃ ثٍ ډَٞٳ ٽىىيځبن ډًٍى َيٳ . ثىبثَایه طبثز ٙيٌ، ثبیٖشی ثَای ٥َاكی ډلًٞڃ سٮَیٴ ىٍٕشی اُ ځَيٌ َيٳ ىاٙز. إز سب اَياٳ ٥َاكی ډلًٞڃ، سى٪یڈ ي ثٍ اػَا ىٍآیىي

ایه . ٙىبٕبیی ي اوشوبة ىٍٕز یټ ځَيٌ َيٳ اُ ډٚشَیبن ثَای ٥َاكبن ډُڈ إز .(Law, 2011)ٍٕیيٌ ي ویبُډىيی َبی آن َب ي ډىبٕت ثًىن ډلًٞڃ ثَای آن َب ډًٍى سؼِیٍ ي سلچیڄ ٹَاٍ ډی ځیَى 
ٍ َبیٚبن ٍا ا١ٍبء ٽىي  ډَسج٤ٽٍثٍ ىٍٻ ثُشَ اُ ډٚشَیبن ٽمټ ډی ٽىي  ثٍ ٭لايٌ، َيٳ ډىيی، ٕجت ػم٬ آيٍی ىاىٌ َبی ىٹیٸ سَ . ثب ویبُډىيی َبی ډَٞٳ ٽىىيٌ ثًىٌ ي ویبُډىيی َبی آن َب ي هًإش

ایىپٍ ؿڂًوٍ ډَٞٳ . ىٍ ایىؼب ًٕالار ُیبىی ثٍ يػًى ډی آیىي .ىٍثبٌٍ ویبُډىيی َب ي ٍٵشبٍَبی ډٚشَی ډی ًٙى، ي ىٍ ٥ًڃ ُډبن، سؼِیٍ ي سلچیڄ ایه ىاىٌ َب ٍا ثٍ ډى٪ًٍ ٥َاكی ډًطَسَ ډمپه ډی ٕبُى
 ٽَى؟ آیب ډَٞٳ ٽىىيځبن ىٍ ځَيٌ َيٳ ثٍَٕیٽىىيٌ ىٍ آن ځَيٌ، ٥َاكی ٍا ٍى ووًاَي ٽَى؟ ًٕاڃ ىیڂَ ایىپٍ ؿڂًوٍ ډی سًان اوشٺبڃ ځَيٌ َيٳ ٍا اُ ػبډٮٍ ډيٍن ثٍ ػبډٮٍ دٖز ډيٍن ډلبٕجٍ یب 

ٍ َبی ډَٞٳ ٽىىيٌ ٍا ٍ َبی آن َب ؿیٖز؟ آیب ٥َاف ډی سًاوي ثٍ ٍاكشی هًإش ٍ َبی طبثشی ىاٍوي؟ آیب ډَٞٳ ٽىىيځبن ډی ىاوىي ىٹیٺب ؿٍ ډی هًاَىي؟ هًإش ؟ ؿڂًوٍ ډی سًان سًڅیي  ػًاثڂً ثبٙيهًإش
 .ٽَى؟ دبٕن ایه ًٕالار ثَای ىٍٻ ثُشَ اوشٺبڃ ځَيٌ َبی َيٳ ثٍ ُډبوٍ ډيٍن ډًٍى اٍُیبثی ٹَاٍ هًاَىي ځَٵز #ثب آُاىی ٵَىی$ٽىىيځبن ػبډٮٍ ډيٍن ٍا ياٍى یټ ػبډٮٍ دٖز ډيٍن 

定义明确的目标群体是设计策略的第一要素。在产品设计中用于描述使用者，即那些购买并使用产品的人。目标群体在设计规划中，生产商旨在满足其需求的具有一定

数量的消费者群体。而他们的需求将决定产品的成败。目标群体是被认为很有可能去购买产品的那个群体。目标群体中的使用者是具有类似特点的客户，比如年龄、位

置、收入及生活方式等这些特点。考虑到这些特点，设计者制定不同的设计方案设计产品出售给他们。这些按照年龄、文化、地理位置、特殊需求及其他相关特点进行

分类的消费者目标群体在开始设计过程之前就已被挑选出来。因此，在开发一种有效的设计之前，首先要确定适当的目标群体，从而确定产品设计目标，并执行。研究

指出，要想设计产品，我们必须明确目标群体的定义，因为这能够帮助我们接近目标群体，并对他们的需求和适用产品进行分析。（Law2011） 

对于设计者来说，确定并选取客户中的目标群体是非常重要的，这有助于更好地理解客户，而这和消费者需求以及满足他们的需求密切相关。此外，目标群体的选取使

得搜集更多客户需求和行为的精准数据成为可能。然后，分析此类信息，以便有效地对设计进行定义。 

那么如何确保该群体中的客户不拒绝此种设计？另一将会出现的问题是，在从现代社会到后现代社会的过渡中，如何对这种过渡进行衡量并记录。目标群体中的客户有

固定需求吗？消费者真的知道他们想要什么吗？他们的需求是什么？设计者可以很容易地理解消费者的需求吗？如何让生产者（独裁主义）从现代社会发展到进入后现

代社会（自由主义）？为了理解目标群体向现代社会的过渡，我们将会进行进一步研究。 

A well-defined target group is the first element of a design strategy. It is used in describing users (whoever is going to buy and use the product) in product design, Target group relates to population group which has a 

numbers of consumers which in design planning manufacturer aims to cover their desires determining the success of a product. A target group is a group of people considered likely to buy a product. User‟s in target 

group consists of customers that share similar characteristics, such as age, location, income and lifestyle, considering which a designer plans to sell the product to them. The target group of consumers who are 

categorized by age, culture, geographic location, specific needs and other relevant characteristics have always been selected before beginning the design process. Therefore one of the first steps in developing an 

effective design is determining an appropriate target group so that product design goals can be set and implemented. Then it is proven that, for product design one must have a clear definition of their target group as 

this can help reach its target consumers and analyze what their needs and suitability are (Law, 2011).  It is important for designers to identify and select a target group of customers. It allows for better understanding of 

customers that are more relevant to consumer needs and satisfy their needs and wants. Also, targeting makes it possible to collect more precise data about customer needs and behaviors and then analyze that 

information over time in order to define design effectively. Here many questions will arise as to how to make sure consumers in that group will not reject the design? Another question,that will take place is how to 

measure or record the transition of the target group from the modern society to the post-modern society. Do consumers in target group have fixed desires? Do consumers know what exactly do they want? What are 

their desires?  Can design understand about consumer‟s desire easily? How to progress the manufacturers from the modern society (with dictatorship) to enter the post-modern society (with individual freedom)?  These 

answers will be probed to understand the target groups‟ transition to the modern times. 
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 هًىٍي دٔ اُ ٝىٮز وٶز، ثٍِځشَیه ٝىٮز ډلًٖة ډی ًٙى ي ٝىٮزىٍ ایَان . ډب ډی سًاویڈ ثب ډَيٍی ٽًسبٌ اُ ډَٞٳ ٽىىيځبن هًىٍي ىٍ ایَان َٙي٫ ٽَىٌ ي ډٖئچٍ ػبیڂبٌ ډٚشَی ٍا ثُشَ ثَػٖشٍ ٽىیڈ
ٍ َبی ډٚشَی ومی ٽىي ٍ َب إز ٽٍ ایه ٝىٮز ثَای ٥َاكی َیؾ سًػُی ثٍ هًإش   ٙي ي ي ىیپشٍ سلمیڄٌیټ ډبٙیه سلز ٵَډبن ٙبٌ ډلمي ١ٍب دُچًی ثٍ سًڅیي ٽىىي ىٍ آٱبُ ثَای اوشوبة ٥َاكی،. ىَ

 #.Sozanchi, 2014$   اُ ډٮبىڅٍ ٽىبٍ ځٌاٙشٍ ٙيوي وبىیيٌ ځَٵشٍ ٙي يډَٞٳ ٽىىيځبنهًإشٍ 
 Hillman Hunter ٥1966َاكی آن ثَإبٓ اسًډجیڄ هًىٍيیی ٽٍ  ،وبڇ ىاٙز« دیپبن»ٽٍ  #90 سب اياهَ ىٍَ 1960اُ اياهَ $ ٕبڃ یټ ٥َاكی اسًډجیڄ ىٍ ایَان ىیپشٍ ٙي 40ډب ىیيٌ ایڈ ٽٍ ثی٘ اُ 

ىڅیڄ آن َڈ ایه ثًى ٽٍ .  ىٍ ىيٌٍ سًٕٮٍ آن ثًىیڈؿَاٯسبطیَ ٽبٍ ٥َاكبن ي ٕبُويځبن ىٍ ایؼبى ٵَڇ ػيیي ثٍ ٹيٍی ٽڈ ثًى ٽٍ سىُب ٙبَي سٲییَار ٽًؿټ ي ػِئی ډبوىي سٲییَ ىٍ ٥َاكی . ثًى
ٍ َبی ډَٞٳ ٽىىيځبن ٍا ٽبډلا وبىیيٌ ځَٵشٍ ي دی٘ ثیىی ٽَىٌ ثًى ٽٍ ایَان سىُب ویبُ ثٍ یټ اسًډجیڄ سًڅیي ٽىىيٌٕیبٕز َبی  ثب ډلييىٌ ٹیمز ډٚوٜ ثَای اٵَاى ٭بىی ىاٍى، « ثيين ٥َاكی» هًإش

ٍ َب ثیٚشَ اُ ٥َاكی ُیجبیی ٙىبٕی سًػٍ ىاٙشٍ ثبٙىي ایه ډٚپڄ اىاډٍ ىاٙز سب . ثىبثَایه ایه ٍيوي ثٍ ډَٞٳ ٽىىيځبن َىڂبڇ هَیي هًىٍي ىیپشٍ ٽَىٌ ثًى ٽٍ ثٍ ډٖبئچی ؿًن هيډبر، ځبٍاوشی ي َِیى
ٗ َب ىيڅز ثب دَىاهز َِیىٍ وٺيی ُیبىی سًاوٖز  َمیه اسٶبٷ ویِ ثَای ىیڂَ ٕبُويځبن  . Jaafarnia,2013# $ٽىي 2005 ثٍ دبیبن سًڅیي دیپبن ىٍ ٕبڃ سًڅیي ٽىىيٌ ٍا ياىاٍایىپٍ ثبلاهٌَ ٥جٸ ځِاٍ

 .اسًډجیڄ اٵشبى

我们可以先对伊朗的汽车消费者做一个简短的评论，这样可以更好地突出消费者地位问题。在伊朗，汽车生产是继国家石油工业之后的最大产业，这一行业几十年来没

有关注过消费者对汽车设计的需求。在做设计选择前，一辆汽车的制造只由 King Mohammad Reza Pahlavi 统治下的制造商掌控，而消费者这一因素不在考虑范围内

（sozanchi，2014）。 

我们可以看到，以“1966 希尔曼猎人”为蓝本设计的“培康”，在从 20 世纪 60 年代末到 90 年代末的这 40 多年来，一直支配着伊朗的汽车设计。设计师和制造商对于创造

新的形式的努力是如此薄弱，所以我们只能看到微小的调整和小细节的修改，如在汽车发展过程中改变头灯设计。这是因为统治者的政策总是忽视消费者的需求并预言

伊朗需要的是一个简单 “没有设计”但拥有亲民价格的汽车，这也决定了消费者买车只看重服务，保修问题及其费用，而不是它的美学设计。这个问题一直持续到 2005

年底，据报道政府提供了大量现金鼓励公司停止生产“培康”（Jaafarnia，2013）。其他汽车制造商也受到了同等待遇。 

 

We can begin this with a short review of car consumers in Iran which can highlight the issue of consumer position better. In Iran car production is the biggest industry after national industry of oil, the 

industry which did not pay attention to consumer desires of car design for several decades. In the beginning for design 

selection, a car dictated by the manufacturer under the order of King Mohammad Reza Pahlavi and consumers were out 

of the calculation (Sozanchi, 2014).  

 

We have seen that for more than 40 years a car design dictated Iran (from the late 1960s to the late '90s) called 

„Paykan‟, the design of which was based on the 1966 Hillman Hunter. The effort of designers and manufacturer were 

so weak for inclusion of a new form that we can see only tiny changes and modifications and small details such as 

changing head light design in the course of its development. This was because manufacturer‟s policies accurately 

ignored consumers‟ desires and predicted that Iran was in need of a simple „no-design‟ automobile within the price 

range of ordinary people, therefore this dictated consumers into buying their car simply emphasising on service and 

warranty issues and its expenses more than its aesthetic design.  This problem continued until the government reportedly 

offered a large cash incentive to the company to end Paykan production by 2005 (Jaafarnia, 2013). The same thing 

happened for other car manufacturers.   
پیکاى. ؽکل  

图。Hillman 

Figure. Hillman Hunter. 
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ٍ َبی ُیجبیی ٙىبٕی آوبن ٍا . هبٍع ٙيٌ إز« ٽچی وڂَ»اډَيٌُ سلٺیٺبر طبثز ډی ٽىي ًائٺٍ ډٚشَیبن اسًډجیڄ ىٍ ایَان ىٍ ٍاث٦ٍ ثب ډٖبئڄ ډَث٣ً ثٍ هَیي اسًډجیڄ اُ كبڅز  10 آن َب ثٍ ىوجبڃ ٥َاكی َبی ػيیي سَی َٖشىي ٽٍ هًإش
٥َاكبن ثٍ ىوجبڃ ٍياث٤ ډشٺبثڄ ډیبن ٭ىبَٝ ډوشچٴ ثَٞی ثٍ ٙیًٌ ای . ٍا ثٍ ٭ىًان ػبیڂِیه ډيٍوی ثَای دیپبن ىٍ و٪َ ځَٵز« ٕمىي»ثب سًٹٴ ه٤ سًڅیي دیپبن ایه َٙٽز ٥َاكی َبی ػيیيی اُ ػمچٍ ه٤ سًڅیي . سبډیه ٕبُى

 ٕبڃ ځٌٙشٍ ؿىيیه ثبٍ سٲییَ یبٵشٍ إز 10ایه ٙپڄ اډَيٌُ ثَ إبٓ اوش٪بٍار ډَٞٳ ٽىىيٌ ایؼبى ٙيٌ ي ثٍ ایه سَسیت ىٍ . َمبَىڀ ثَای ىٕشیبثی ثٍ ٵَډی ُیجب، ىڃ اوڂیِ ي ډٮىبىاٍ اُ هًىٍي َٖشىي
$Jaafarnia&MokashiPunekar,2015.# 

 
ډب ډی ىاویڈ ٽٍ ٥َاكی ٵَایىيی إز ٽٍ ثب ىٍٻ ٭میٸ اُ ډَٞٳ ٽىىيٌ آٱبُ ډی ًٙى ي َمـىیه اثِاٍ ډىبٕجی . ػىڀ سؼبٍی دَ اُ ډلًٞلار ٙپٖز هًٍىٌ ای إز ٽٍ ډًٵٸ ثٍ اٍسجب٣ ثب ډَٞٳ ٽىىيځبن وٚيٌ اويىٍ ثبُاٍ اډَيُ 

ٍ َبی ډٚشَی ثٍ ػىڀ سؼبٍی . Prahalad & Sawhney, 2011#$. ویِ ثَای اوياٌُ ځیَی ياٽى٘ ډَٞٳ ٽىىيځبن ثٍ ډلًٞلار اٍائٍ ډی ىَي ثب ایه كبڃ ډب ډٚبَيٌ ډی ٽىیڈ ٽٍ آن َب ثيين ىاٙشه َیؾ ځًوٍ ىٍٽی اُ هًإش
ىٍ ٕبڅُبی اهیَ، ٕبُويځبن . اٽىًن ثب دبیبن یبٵشه سلَیڈ َبی آډَیپب، ایَان ىٍياٌُ َبی٘ ٍا ثٍ ٍيی َٙٽز َبیی ځًٚىٌ ٽٍ ډٚشبٷ ځٖشَٗ ثبُاٍَبی ٵَيٗ اسًډجیڄ ثٍ ډَٞٳ ٽىىيځبن سٚىٍ ٥َاكی ډىبٕت َٖشىي. ياٍى ډی ًٙوي

 ثىبثَایه َٙٽز َبی ػًیبی وبډی ؿًن دْي، ٍوً ي ػىَاڃ ډًسًٍُ ٹٞي ىاٍوي ډلًٞلار ٙبن ٍا ثٍ ایه ثبُاٍ ثٶَٕشىي. هًىٍي ثٍ اډپبن ثبُځٚز ثٍ ثبُاٍ ایَان ډی اويیٚىي ٽٍ ُډبوی ىَمیه ثبُاٍ ډبٙیه ي ٽبډیًن ډلًٖة ډی ٙي
$Geller,2016 .#َبی ډٚشَیبن ایَاوی ٥َاكی وٚيٌ اوي ٍ  .ٙبن ٍا ثٍ ډٚشَیبن ایَاوی سلمیڄ هًاَىي ٽَى ایه ثيیه ډٮىی إز ٽٍ آن َب ثبٍ ىیڂَ ډلًٞلار . ٽٍ ٹ٦ٮب ثَإبٓ هًإش

现今，研究重申伊朗汽车消费者的口味已经改变了整体形式，这一形式曾被认为是消费者考虑在汽车时最为重要的因素。他们寻找新的设计，可以满足他们的审美需求。在“培康”停止生产

后，公司收录了新设计，并投入生产，其名为“萨曼德”，在现代社会中替代了“培康”。设计师基于当今消费者的需求， 以一种和谐的方式看待各种视觉元素之间的相互关系， 以实现一种具

有审美的、令人愉悦的表现形式， 因此在过去的 10 年里这种表现形式在不断的改变。（jaafarnia 和 MokashiPunekar ，2015）。 

 

今天，商业战斗区充满了失败的产品。这些产品都没有考虑到客户的因素。我们知道在设计过程中，生产商先要对消费者有深刻的理解，良好的理解可以帮助我们衡量或预估消费者对产品

的反应（Prahalad 和 Sawhney，2011）。但我们再次看到的是，他们进入这个战斗区时，对消费者的需求并没有任何了解。如今，结束了美国制裁的伊朗， 为那些热衷于拓展市场的公司

敞开大门， 以便为消费者提供合适的设计。在最近的时间里，汽车制造商正在寻找重返伊朗市场的可能性，伊朗市场曾一度是第十大汽车和卡车市场。因此，有抱负的公司如标致、雷诺和

通用汽车正在寻找机会把产品送进这个市场（Geller，2016），但这这些公司绝对不是基于伊朗消费者的需求进行设计的。这意味着他们再次将产品强塞给伊朗消费者。 

Today research reaffirms that Iranian car consumers‟ taste has gotten over the„holistic‟ form  which was considered important for consumers‟ consideration in an automobile. They look for newer designs 

which can cover their aesthetic desires. Stopping at the line of Paykan , the company has included new designs on the line called „Samand‟ as a modern substitute for the Paykan class. Designers look at the 

interrelationship between the various visual elements in a harmonious manner to achieve an aesthetic, pleasing and expressive form of the automobile which is based on today‟s consumer expectation and 

therefore have changed it several times in the last 10 years (Jaafarnia & MokashiPunekar, 2015).1  

 

Today the business combat zone is full of products‟ failures that failed to connect with their consumers. We know design is a process that begins with a deep understanding of the consumer which also gives 

suitable tools to measure consumers‟ reaction to products (Prahalad & Sawhney, 2011).  But again we see that they enter into this combat zone without having any understanding about consumers‟ desires. 

Now by ending sanctions of US, Iran has opened gates to companies keen on expanding markets to sell cars to thirsty consumers for proper design. In the recent times, car manufacturers are looking at the 

possibility of returning to the Iranian market which used to be the 10th largest car and lorry market at one point of time. Hence aspiring companies like Peugeot, Renault and General Motors are looking for 

this market to send their product (Geller, 2016)2, which definitely was not designed based on Iranian consumers‟ desires. It means they again dictate their products to Iranian consumers. 
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، ثىِ سىُب ثٍ ٕبهز 1885ىٍ ٕبڃ . ىٍ آٱبُ سمبډی هًىٍيَب إبٕب ډٚبثٍ َڈ ثًىوي.  ٵَایىي سًٕٮٍ ي سًڅیي ډلًٞڃ ٍا سٲییَ ىاىٌ إز،اُ ٥َیٸ یټ ډَيٍ ٽچی ډی سًان ىیي ٽٍ ؿڂًوٍ ویبُ ډَٞٳ ٽىىيځبن
ٍ َبی ثَٞی ډَٞٳ ٽىىيځبن ومی ٽَى ایه . ثىبثَایه يٕبیڄ وٺچیٍ ډًسًٍی ػيیي ثيين ثيوٍ، ثٍ ثبُاٍ ډَٞٳ ٽىىيځبن سلمیڄ ٙي. یټ يٕیچٍ وٺچیٍ ثىِیىی اُ ٥َیٸ ډُىيٕی ډی اويیٚیي ي سًػُی ثٍ هًإش

ٽبٍ ٽَىن ىٍٕز ایه ىٕشڂبٌ . ووٖشیه ډبٙیه اُ یټ ډًسًٍ، ٍٕ ؿَم ي یټ ٹبڅت ثَای ىٕشَٕی إٓبن سٚپیڄ ډی ٙي. ډَث٣ً ثٍ ُډبوی ډی ٙي ٽٍ ډوشَ٭بن ثیٚشَ ثٍ ٭مچپَى اَمیز ډی ىاىوي سب ٙپڄ
 #.Jaafarnia,2013$ايڅًیز ډلًٖة ډی ٙي ي ُیجبیی ٙىبٕی ٥َاكی ثب ثبُاٍیبثی ثٮيَب آډي 

 

 

 

 

 

 

 

通过这一概述，我们可以看到消费者的需求已经改变了产品开发过程。设计之初，所有的车

辆基本上看起来都是一样的。1885 年，本茨制造汽车时只是单纯的考虑到工程机械问题，

忽视了消费者对汽车的视觉外观需求。 

因此，新的没有车身的机动车辆支配了整个消费者市场。在这个时代，创作者更关心是功

能，而不是形式。所以第一辆车只包括了一个引擎，三个轮子，为方便检修，整个框架都暴

露在外面。在当时，让机器能够正常工作是首要考虑的，迎合市场的美学设计到后来才出现 

（Jaafarnia，2013）。 

 
 

Through an overview one can see how consumers needs have changed the Product Development Process. In the 
beginning, all vehicles basically looked the same. In 1885, Benz simply thought about making a gasoline vehicle 

through engineering, he did not pay attention to consumers‟ visual desires. Therefore the new motorized vehicles 

without a body dictated the consumers market. It was in an era when  inventors were more concerned about function 
than form. The first car comprised an engine, three wheels and a frame all exposed for easy access. Getting the 

machine to work properly was the foremost priority and designing aesthetics with marketing came later (Jaafarnia, 

2013).  

 

 
فشایٌذ تْلیذ هحصْل دس ػصش اختشاػات.ؽکل  

图。发明时代的产品开发过程。 

Figure. Product Development Process in invention era. 
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ٽٍ ىیيیڈ . ٕذٔ ٥َاكبن َٙي٫ ثٍ ٥َاكی ٵَڇ َبی َىَی ثَای ثيوٍ ډبٙیه ٽَىوي ي ثٍ ىڅیڄ ډلی٤ ٍٹبثشی ٍي ثٍ ٩ًٍُ، ثبیٖشی ډَٞٳ ٽىىيځبن ٍا ثب ا١بٵٍ ٽَىن ٙپڄ َىَی ثٍ ثيوٍ اسًډجیڄ، ثٍ هَیي هًىٍي ډشٺب٭ي ډی ٽَىوي 12
ٍ َبی ډَٞٳ ٽىىيځبن ىٍ ایَان، ایه Hillman Hunter«  دیپبن» ىٍ ٍاث٦ٍ ثب اسًډجیڄ 1966ىٍ ٕبڃ    . اسًډجیڄ ٍا سلمیڄ ٽَى٥َف ثب ٽمټ ډلمي١ٍب ٙبٌ ثيين َیؾ سلٺیٺی ىٍ ډًٍى هًإش

然后设计师开始为车身做一些艺术形式的设计，因为在新兴的竞争环境中，加入艺术形式的车体更容易说服消费购买。再次回到 1966 年的 “培康”案例中， Hillman Hunter 在 King 

Mohammad Reza 的帮助下， 决定了所有的汽车设计，从未考虑过伊朗消费者自身的需求。 

Then designers began to design artistic forms for car body, because of the emerging competitive environment where  consumers had to be convinced to buy their car by adding artistically a form on car 

body again which we see  in the case of  „Paykan‟ in 1966 which Hillman Hunter with help of 

King Mohammad Reza dictated on the design for Iranian consumers without any research about 

consumers‟ desires in Iran. 

 

 

 

 

 

 
فشآیٌذ تْلیذ هحصْل دس قشى گزؽتَ. ؽکل   

图。上世纪的产品开发过程。 

Figure. Product Development Process in the last century. 
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ٍ ایڈ ٽٍ ثَای وشبیغ ثُشَ ٥َاكبن ي ډُىيٕبن ثبیي سب دبیبن ٵَآیىي سًڅیي ډلًٞڃ ٵٮبڃ ثبٹی ثمبوىي 13  #ىٍ ُډبن ثبُاٍیبثی$إز ٽٍ ىٍ آن ٕبُويٌ اُ ٥َیٸ هيډبر ډُىيٕی ؿًن ډًوشبّ وُبیی ډَاكچی ایه ٵَایىي ٙبډڄ . اډَيُ ډب ىٍیبٵش
٥َاكبن ډی سًاوىي سب دبیبن ثبُاٍیبثی َمـىبن ثٍ ػم٬ آيٍی ىاىٌ َب اىاډٍ ىاىٌ ي ىٍ ٭یه كبڃ ىٍ ٕبهز دَيسًسبیخ َب ډٚبٍٽز ىاٙشٍ ثبٙىي سب ډ٦مئه ًٙوي ٽٍ ٥َاكی . ي س٢میه ځبٍاوشی هًىٍي سب دبیبن ىيٌٍ ډَٞٳ اٍائٍ ډی ىَي

هًىٍي هًإشٍ ځَيٌ َيٳ ٍا ثٍ ىٍٕشی سلز دًٙ٘ ٹَاٍ ىَي، اځَؿٍ ٕبهز ایه ډيڃ َب ُډبن ثَ ثًىٌ ي َِیىٍ ُیبىی ىٍثَىاٍى اډب َٙٽز َب ایه اٹياډبر ٍا ثَای ٍا١ی وڂٍ ىاٙشه ډَٞٳ ٽىىيځبن ثٍ يیٌْ ځَيٌ َيٳ اوؼبڇ 
ََ ؿىي ډب ىٍ ثٮ٢ی . Buxton,2007#$ایه ډٖئچٍ ٍا ثٍ اطجبر ډی ٍٕبوي ىیڂَ ٽٍ  ٥َف َبی آن ثب ٕچیٺٍ ثبُاٍ ایَان َمَاٌ وجًى، َمـىیه ثٖیبٍی ډًاٍى ډٚبثٍ ، هًىٍيی ٍوً ُډبوی ٽٍ ياٍى ثبُاٍ ایَان ٙيثَای ډظبڃ. ډی ىَىي

 . كشی دی٘ اُ ٕبهز ثٍ ډَٞٳ ٽىىيځبن ډی ٵَيٙىي ي ایه اڅجشٍ ډی سًاوي یټ ىٍػٍ ثبلا اُ ىیپشٍ ٽَىن ي سلمیڄ ٥َاكی ډبٙیه ډلًٖة ًٙى،ٽًٍَٚب ډی ثیىیڈ ٽٍ ٕبُويځبن هًىٍيَبیی ٍا

现如今，为了更好的产品输出，设计师和工程师必须积极配合直到产品开发结束。该过程包括制造商服务阶段，如最终组装（在营销时间） 和汽车保修期（至消费期结束）。设计师可以不

断收集数据，直到营销结束，同时参与到原型建设中去，以确保汽车设计可以恰到好处的满足目标群体需求欲望。尽管这些模型需要时间来建立，而且成本很大，但公司这样做是为了满足

消费者的需求，尤其是目标群体。比如从雷诺的案例及许多其他类似的案例中可以证明这一点，雷诺汽车想要进入伊朗的设计市场，但是他们没有为伊朗消费者设计，所以他们没有成功

（Buxton，2007）。此外，在一些国家，我们会发现一些制造商甚至在制造汽车之前就出售汽车给消费者，当然，这可以算是对汽车设计高度的专制。 

Today we have understood that for better result designers and engineers must be active till the end of Product Development The process includes the phase where the manufacturer through engineering 

gives services such as final assembling (in Marketing time) and Guaranty-warranty of car until the end of consuming period. The designers can continue until the end of marketing to collect data and also 

involve the construction of prototypes to insure  that the car design can cover target 

group‟s desires properly, Although these models take time to build and costs a lot, but 

companies do it to meet consumers  demands, especially the target group, the case of 

Renault that wants to enter Iran market with designs which they have not been designed 

for Iranian consumers  and many other similar cases prove the issue (Buxton, 2007). Also 

in some countries we see manufacturers sell the car to consumers even before 

manufacturing the car, and of course this can be high degree of dictating a car design.  

 
فشآیٌذ تْلیذ هحصْل دس دّ دَُ اخیش. ؽکل  

图。过去二十年的产品开发过程。 

Figure. Product Development Process in the last two decades. 
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 .ثَای ٽىشَڃ ي سًٹٴ ډٖئچٍ ٥َاكی ىیپشٍ ٙيٌ ثٍ ډَٞٳ ٽىىيځبن سىُب یټ ٍاٌ يػًى ىاٍى ي آن ایىپٍ اُ ډَٞٳ ٽىىيځبن هًإشٍ ًٙى ىٍ ٵَآیىي ٥َاكی ي ٕٶبٍٙی ٽَىن ٥َاكی ډبٙیه ډٚبٍٽز ىاٙشٍ ثبٙىي 14
ایه َٙٽز َب َمـىیه ثبیي ایيٌ َبیی ثَای وًآيٍی ي اوًا٫ ډلًٞڃ .  ډُىيٕی ډجشىی ثَ هًىٍيَبی ډًػًى ٽٶبیز ومی ٽىيیٽبډذیًسَٽبٍ َبی ثَای َٙٽز َبی هًىٍي ٽٍ هًاَبن كٶ٨ ډًٹٮیز دیَٚي ىٍ ثبُاٍ َٖشىي اوؼبڇ 

 .ػيیي ثٍ ډى٪ًٍ ػچت ١ٍبیز ډَٞٳ ٽىىيځبن ىاٙشٍ ثبٙىي
 ثب ثٍَٕی ډًٵٺیز َب ي #. Ottosson,2011 $هچٸ ي ایؼبى ايڅیٍ ٍاٌ كڄ َبی وًآيٍاوٍ ػيیي ىٍ سلٺیٺبر ٭چمی ُیبى سًٝیٴ وٚيٌ اوي، ُیَا ډلبٕجٍ ثٌَُ يٍی ٭یىی ډیبن ٙیًٌ َبی ډوشچٴ سًٕٮٍ ډلًٞڃ، ٽبٍ ىًٙاٍی إز

. اډب ډب ومی سًاویڈ ىٍثبٌٍ اكٖبٕبر ٝلجز ٽىیڈ ثيين ایىپٍ ىٍٽی اُ سؼَثیبر ډَٞٳ ٽىىيځبن ىاٙشٍ ثبٙیڈ. ٙپٖز َبی ٹبثڄ سًػٍ، ډب سًػٍ هًى ٍا ثٍ ىٍٻ اكٖبٕبر اوٖبوی دیـیيٌ ډَسج٤ ثب سؼَثٍ هَیي ډٮ٦ًٳ ٽَىٌ ایڈ
سب اُ ٥َیٸ آن ثشًاویڈ سؼبٍة ډَٞٳ ٽىىيٌ ٍا ٵُمیيٌ ي ُډیىٍ ثبُاٍ ٍا ىٍ ٍاث٦ٍ ثب . إز ٽٍ ثٍ ډب ثَای ایؼبى ٵَآیىيی ٹبثڄ دی٘ ثیىی ثَای ٙىبٕبیی ٵَٝز َبی إشَاسْیټ ٽمټ ٽىي« ٍيٗ ٙىبٕی»َيٳ ډب سًٕٮٍ یټ 

 ثَای یبٵشه ٍاَی ثَای ٱچجٍ ثَ ایه ډٚپڄ، سلٺیٺبر ي سؼَثٍ ٽبٍی ډب ٍيی سٶبير َبی ډَٞٳ ٽىىيځبن ىٍ ىٍٻ ٥َاكی هًىٍي ي ٥جیٮز #.Prahalad&Sawhney,2011 $اكٖبٕبر ي سؼَثیبر ډَٞٳ ٽىىيٌ سؼٖڈ ٽىیڈ
 #.DK,2011&Jaafarnia,2013$ٵبُی، ویبُډىي اوجًٌ ُىایی إز ٽٍ وٚبن ډی ىَي َٙٽز َب ىٍ آیىيٌ ثبیي سًػٍ ثیٚشَی ثٍ ػچت ١ٍبیز ډٚشَیبن ىاٙشٍ ثبٙىي ي ي١ٮیز آیىيٌ ثب ځٌٙشٍ ډشٶبير هًاَي ثًى 

为了控制阻止设计决定消费者的这一问题，我们只能通过要求消费者参与到设计过程中的方式来按客户具体要求做汽车设计。       

对于那些想要维持市场领先地位的汽车公司来说，对现有的汽车进行基于计算机的重新设计是不够的。公司还必须追求创新，设计新产品，以满足消费者的需求。     

创新的新解决方案的创建和早期的发展并没有在科学研究中过多描述，因为很难对产品开发不同方式的效率进行客观地衡量(Ottosson, 2011)。 

随着对成功和失败的商品的检验，我们将注意力转向理解与购买体验相关的复杂的人类情感。但是在谈论情感之前，我们应该应先对消费者的购物过程中的共同点有所了解。我们的目的是

得到一个方法论，帮助我们对消费过程进行预测，识别出对全局起决定性的机会点，创造突破性的消费体验，在考虑到消费者情绪和经历的情况下设想市场  (Prahalad&Sawhney, 2011)。 

为找到克服这个问题的方法，我们从消费者对汽车设计的不同理解和“模糊特性的本质需要多元化”两个方面结合实证性工作进行研究。研究表明和未来企业必须对消费者的需求付出更多关

注。未来的情况将与过去截然不同 (DK, 2011&Jaafarnia, 2013)。 

To control and stop the issue of design dictating consumers, there is only one way through which we can ask consumers to participate in design process to customize the car design. 

For the car companies that want to maintain market leading positions, it is not enough to perform computer-based re-engineering of existing cars. The companies must also seek ideas for innovations and 

new product variants for consumers‟ desires. 

The creation and early development of innovative new solutions is not much described in scientific research, 

since it is difficult to objectively measure efficiency between different ways of performing product 

development (Ottosson, 2011). With the examination of remarkable successes and failures, we turned our 

attention to understanding the complex human emotions attached to the purchase experiences. But we could 

not talk about emotion without developing a common understanding among our consumers‟ experiences. 

Our goal was to develop a methodology that could help us create a predictable process for identifying 

strategic opportunities to create breakthrough consumer experiences, to visualize the marketplace in the 

context of consumer emotions and experience (Prahalad &Sawhney, 2011). To find ways to overcome this 

problem, our research and empirical work on consumers‟ differences in understanding car designs and 

„Fuzziness nature requires demassification‟ shows that companies must pay more attention on consumers‟ 

desires in future. The future will be different than that of the past situation (DK, 2011& Jaafarnia, 2013).  
 

.فشآیٌذ تْلیذ هحصْل دس دَُ اخیش. ؽکل  

图。当前十年的产品开发过程。 

Figure. Product Development Process in the current decade 
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ىٍ ایىؼب ډی سًاویڈ ډَيٍی ٽًسبٌ ثَ ډَٞٳ ٽىىيځبن هًىٍي ي ٍٕیين ثٍ یټ وٺ٦ٍ . ثب وڂبَی ثٍ ځٌٙشٍ ډی سًاویڈ ىٍٻ ثُشَی وٖجز ثٍ آیىيٌ ىاٙشٍ ثبٙیڈ، آیىيٌ ای ٽٍ ثب ي١ٮیز ٵٮچی ډشٶبير هًاَي ثًى
 #.DK,2011&Jaafarnia,2013$هبٝی ٽٍ ٹجلا سٮَیٴ ٙيٌ ىاٙشٍ ثبٙیڈ 

ٍ َب ىٍ ٕبُځبٍی ثب إت َب ٥َاكی ٙيٌ ي ډىبٕت اسًډجیڄ َبی ػيیي  آن َب ویٖز: 1900ىٍَ   #.Jaafarnia,2013$ایه آٱبُ ٭َٞ وًآيٍی ثًى . ٥َاكبن هًىٍي ډی ىاوٖشىي ٽٍ ٙپڄ ٽبڅٖپ
ٵه آيٍی هًىٍيٕبُی ثٍ َٕ٭ز ىٍ كبڃ دیَٚٵز ثًىٌ ي ٝيَب ٕبُويٌ ٽًؿټ ثَای ثٍ ىٕز آيٍىن سًػٍ ػُبوی ياٍى ثبُاٍ . ایه آٱبُ ٭َٞ ٕبهز هًىٍيَبی ٕبىٌ سَ ي ډٺَين ثٍ َٝٵٍ سَ ثًى: 1910ىٍَ 

 #.DK,2011&Jaafarnia,2013$ٍٹبثز ٙيوي 
 #.DK,2011$٭َٞی ٥لایی ثَای ٝىٮز هًىٍيٕبُی ثًى ُیَا ډَٞٳ ٽىىيځبن ثٍ ىوجبڃ ََ و٫ً هًىٍيی ثًىوي ٽٍ ثَایٚبن سبٌُ ي ػيیي ثًى : 1920ىٍَ 
 .ىڅیڄ آن ٕبیٍ اوياهشه ډيڃ َبی ثٖیبٍ اٵَٖىٌ ي َٝٵٍ ػًیی ثًى ٽٍ دٔ اُ آن ډىؼَ ثٍ سٖبيی ٥چجی ثیٚشَ ثَای ډَٞٳ ٽىىيځبن ٙي. ایه ىٍَ اثشيای ىيٌٍ ٽلإیټ ثَای ٵَڇ ثيوٍ ثًى: 1930ىٍَ 
ثب ایه كبڃ ثٮيَب هًىٍيَبی و٪بډی ٕجت سًڅیي ډًسًٍَبی ػيیي ٭بڅی ي هًىٍيَبی ٽًؿټ ډٺَين ثٍ َٝٵٍ ثَای . ػىڀ ػُبوی ىيڇ سًڅیي هًىٍي ٍا ثب یټ ډپض ثٍِٿ ډًاػٍ ٕبهز: 1940ىٍَ 

 #.Jaafarnia,2013$ایه ُډبن آٱبُ ىيٍان اىٱبڇ اػِای ثيوٍ ثًى . ډَٞٳ ٽىىيځبن ٙيوي
َٕ٭ز، ُیجبیی ي ٹيٍر ىٍ هًىٍيَب ثًىوي، اكٖبٓ ىٍ ایه ُډبن اسًډجیڄ ٕبُان ایبلار ډشليٌ آډَیپب ثب ثٌَُ ځَٵشه اُ ٵَڇ ًَادیمبَب، ډًٙټ ي ىٽًٍإیًن ثب ٍيٽ٘ ٽَيڇ، ثٍ ىوجبڃ ثبلا ثَىن : 1950ىٍَ 

 #.DK,2011$ ىٍ اٍيدب ډَٞٳ ٽىىيځبن هًإشبٍ اسًډجیڄ َبی ډٖبثٺٍ ثًىوي ُډبوی ٽٍ

回顾过去，有助于我们对未来有更好的了解，过去与现在的情况有所不同。在这里，我们会对汽车消费者做一个简短的概述，从而得到我们之前定义好的的一个特殊观

点。(DK, 2011; Jaafarnia, 2013)。 

20 世纪开端：汽车设计师知道马车的外形是根据马设计的，并不适合他们的新车设计。这是创新时代的开始 (Jaafarnia, 2013)。     

20 世纪 10 年代：开启制造业时代，开始考虑简单的，价格亲民的汽车。汽车技术迅速发展，数百家小厂商开始为获得全球关注而竞争 (DK, 2011; Jaafarnia, 2013)。    

20 世纪 20 年代：这是汽车工业的黄金时代，因为消费者正在寻找对他们来说新颖的任何类型的汽车(DK, 2011)。 

20 世纪 30 年代：这十年是车身的经典时代的开始。这是因为经济大萧条的影响和节约型汽车的问世加重了消费中的平等观念 (DK, 2011)。 

20 世纪 40 年代：第二次世界大战使汽车大规模停产，但后来军用汽车为消费者带来了极好的新引擎和经济型小型汽车。这段时间也是车身零件整合时代的开始

（Jaafarnia, 2013）。 

20 世纪 50 年代：美国汽车制造商通过参考飞机、导弹和镀铬装饰的形式强化了汽车的速度、豪华程度和动力，但欧洲的消费者仍然执着于速度型的跑车。 

Looking back at the past helps us to have a better understanding about the future, the future which will be different with current situation. Here we can have a short overview on the car consumers and 

arrive at a particular point defined previously (DK, 2011; Jaafarnia, 2013). 

THE 1900s: Automobile designers knew that the carriage‟s form is designed in accordance to the horse and were not appropriate for their new automobiles. It was the beginning of Innovation Era 

(Jaafarnia, 2013). 

THE 1910s: This was the beginning of Manufacturing Era reflecting simpler, more affordable automobiles. Automotive technology developed rapidly as hundreds of small manufacturers began to compete 

for gaining global attention (DK, 2011; Jaafarnia, 2013). 

THE 1920s: This was a golden age for the car industry, because consumers were looking for any kind of cars since which was new to them (DK, 2011). 

THE 1930s: This decade was the beginning of classic era for body form. This was because of the shadow of the great depression and thrifty models of cars which led more to egalitarianism for consumers 

(DK, 2011). 

THE 1940s: World War II brought car production to a great pause, but later military cars resulted in excellent new engines and economical small cars for consumers. This time also was the beginning of 

integration era for components of body (Jaafarnia, 2013).  

THE 1950s: U.S. car makers highlighted speed, luxury, and power by borrowing the form from airplane and missile and chrome-plated decoration, but in Europe consumers were looking for racing sport 

cars (DK, 2011). 
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 #.Jaafarnia,2013$ایه ُډبن آٱبُ ٭َٞ ډيٍن ثَای ډًسًٍَب ي ٙپڄ ثيوٍ ػيیي ثًى : 1960ىٍَ  16
 #.DK,2011$ىٍ ایه ُډبن سمَٽِ ثَ ٕلاډز ډَٞٳ ٽىىيځبن هًىٍي ثب ا١بٵٍ ٽَىن ٽمَثىي ایمىی هًىٽبٍ ي ٽیٍٖ ًَا ثیٚشَ ٙي : 1970ىٍَ 
ٍ سَ ي ډؼُِسَ ثَای ػچت ١ٍبیز ډَٞٳ ٽىىيځبن سًػٍ ىاٙشىي : 1980ىٍَ   #.DK,2011$ىٍ ایه ُډبن ٕبُويځبن هًىٍي ٍيی ٕیٖشڈ َبی اڅپشَيویپی ٍاكز سَ، دیَٚٵش
َٙٽز َبی إٓیبیی اُ ّاده ثٖیبٍ ُيى اَمیز ٥َاكی ٍا ىٍ . ىٍ ایه ىٍَ ٥َاكی ىٍ ػُز ػُبوی ٙين سٲییَ ٽَى. ىٍ ایه ُډبن ډَٞٳ ٽىىيځبن هًإشبٍ ایمىی، ٽبٍثَدٖىي ثًىن، ُیجبیی، ٭مچپَى ي ٕبهشبٍ ٭بڅی ثًىوي: 1990ىٍَ 

ٗ  ثَای اٍسٺبء ثبُاٍیبثی ٵَٚىٌ ىاوٖشىي آن َب ىٍیبٵشىي ٽٍ ىٍػٍ سٶبير ٵََىڂی ي اػشمب٭ی ډیبن ډَٞٳ ٽىىيځبن ثيان ډٮىی إز ٽٍ اٍُیبثی َبی اوؼبڇ ٙيٌ اُ ٍاٌ ىيٍ ومی سًاوىي وشبیغ ٽبٍایی ثَای ډلًٞڃ ي ٥َاكی . ٍإشبی سلا
َٙٽز َبی اٍيدبیی ویِ ثٍ يیٌْ ىٍ ٝىبی٬ هًىٍي، ىٵبسَی هبٍع اُ ٽًٍٚ ځًٚىوي سب اُ وِىیپشَ ٍيوي ٕجټ ُويځی ډَٞٳ ٽىىيځبن ٍا ىوجبڃ ٽىىي ي وشبیغ ډ٦بڅٮبر هبٍػی ٍا ثب َٕ٭ز ثیٚشَی ثب اډَ سًڅیي ډلًٞڃ ىٍ . سًڅیي ٽىىي

 #.Burdek,2005$ یټ آّاؤ ىٍ ٽبڅیٶَویب ثٍ ىویب آډي ي ډًٵٺیز ثَاثَی ىٍ آډَیپب ي اٍيدب ثٍ ىٕز آيٍى ٥َاكی ٝٶلبرهًىٍيی آئًىی سی سی ثَ ٍيی . هبوٍ اىٱبڇ ٽىىي
 #.DK,2011$ ډٖبٵَ ي ٭مچپَى اَمیز ډی ىاىوي ؿیيډبنىٍ ایه ُډبن ډَٞٳ ٽىىيځبن ثیٚشَ ثٍ ٩بََ ٥َاكی ٙيٌ ٭بڅی اسًډجیڄ، : 2000ىٍَ 

20 世纪 60 年代：这是产生了新引擎和车身外形的现代的开端（Jaafarnia, 2013）。 

20 世纪 70 年代：更关注消费者乘车时的安全——为汽车增加了自动安全带和气囊（DK, 2011）。 

20 世纪 80 年代：为满足消费者需求，制造商专注于舒适度，优良装备和改进的电子系统（DK2011）。 

20 世纪 90 年代：消费者要求安全的，人性化的，上档次的，性能完善的设计。在这十年中，设计逐步趋向全球

化。来自日本的亚洲企业很早就明白设计对营销的重要性，并在这方面下工夫。他们发现消费者之间的社会文化差

异的程度意味着，远距离得到的评估不能够为产品政策和设计提供充足的帮助。欧洲企业，特别是汽车行业，选择

在国外开设办事处，以便更紧密地跟随当时生活方式的潮流趋势，并将国外研究的成果更迅速地融入到国内的产品

开发中。奥迪 TT 诞生于加州一家机构的绘图板上，但在美国和欧洲也享誉盛名。（Burdek, 2005） 

21 世纪：消费者正在寻找一款拥有完美汽车造型，乘坐装置和性能的汽车。 

 

 

 

 

 

 

 

 

THE 1960s: This was the beginning of modern era for new engines and body shapes (Jaafarnia, 2013). 

THE 1970s: Concentrating on consumers‟ car health became better by adding automatic seatbelts and airbags (DK, 2011). 

THE 1980s: Manufacturers were focusing on comfortable and better equipped, improved electronic systems to answer 

consumer desires (DK, 2011). 

THE 1990s: Consumers demanded safety, user-friendly, luxury, performance, and perfect build. In this decade, design 

changed the direction to globalization. Asian corporations from Japan started very early on the importance of design for their 

intensive marketing efforts. They found the degree of the socio-cultural differences between consumers means that 

assessments conducted from afar cannot produce adequate conclusions for product policy and design. European corporations 

too, particularly in the automobile industries, opened offices abroad in order to follow current lifestyle trends more closely 

and to integrate the results of foreign studies more quickly into product development at home. The Audi TT was born on the 

drawing boards of a Californian agency and enjoyed equally spectacular success in the US and Europe. (Burdek, 2005) 

THE 2000s: Consumers were looking for a perfect car form styling, passenger accommodation and performance (DK, 2011). 
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 اډَيٌُ َٙٽز َبی ٝىٮشی ثیٚشَ سؼبٍر ٙبن ٍا ٍيی ډُىيٕی، ډًوشبّ ي هيډبر، َمـىیه یبٵشه ٙیًٌ َبی ػيیي ثٍ ډى٪ًٍ اٵِای٘ اٍُٗ ډلًٞڃ ثب سًػٍ ثٍ ځَای٘ ډَٞٳ ٽىىيٌ ي اٍائٍ هيډبر ډبىاڇ اڅٮمَ ىٍ ٍاث٦ٍ ثب ډلًٞلار 17
ٍ اوي ٍ  ثب ٵىبيٍی َبی اٝچی ي ډًوشبّ وُبیی ٽبَ٘ ىاىٌ اويډیِان سًڅیيٝىبی٬ هًىٍيٕبُی،  .  ٙبن ډشمَٽِ ٕبهش . آن َب سًڅیي ٹ٦ٮبر ي اػِای ٕبُويٌ ٍا ثٍ سبډیه ٽىىيځبن اٝچی یب َٙٽز َبی سوٞٞی ياځٌاٍ ٽَىٌ اوي . هًى ٍا ىٍ ٍاث٦

٘ ثیىی ٥َاكی ویبُ إز هًإشٍ ډَٞٳ ٽىىيځبن ٍا ىاوٖز. Niemann et al.,2009#$هًىٍيٕبُان ثٍ ٥ًٍ ٵِایىيٌ ثٍ ٥َاكی، ډُىيٕی، ډًوشبّ وُبیی ي هيډبر ٵپَ ډی ٽىىي  ٍ ای ثبیي ثٍ . اډب ثَای دی دی٘ ثیىی ایىپٍ ؿٍ سؼَث
ٗ َبی ډجشىی ثَ آډبٍ ویِ ثٍ ثُبی ٽٚٴ وًآيٍی َب ي ایىپٍ ًٕى ىٍ ٽؼب َٖز، ډىبث٬ ٍا ثٍ ٕمز ىٍآډيُایی َبی ٙىبهشٍ ٙيٌ ډىلَٳ ډی ٽىىي .  ثَىاٍی اُ ُٕڈ ثبُاٍ ویِ ٙیًٌ ډًطَسَی ویٖزاڅڂً. ٽبٍ ځَٵشٍ ًٙى ٕوز إز ٍي

$Prahalad&Sawhney,2011# . ډلًٞڃ ٍا َمِډبن ي ثٮي اُ ؿَهٍ ٭مَ ډلًٞڃ اٵِای٘ اٍُٗایه ډَاكڄ دی٘ ثیىی ٝلاكیز َبی اٝچی َٙٽز َبیی َٖشىي ٽٍ ډلًٞلاسی ىٍ ٍإشبی ځَای٘ ډٚشَی سًڅیي ډی ٽىىي ي 
ایه اډَ ډٖشچِڇ ٕیٖشڈ َبی سًڅیي اوٮ٦بٳ دٌیَی إز ٽٍ ثب ډُبٍر َبی ډلييى ډَٞٳ ٽىىيځبن ٽبٍایی ىاٙشٍ ي ویبُ ثٍ كياٹڄ سى٪یمبر . ډٚشَیبن ثٍ ٥ًٍ ٽچی ٭لاٹمىي َٖشىي ثٍ ډلًٞڅی ثب ثٌَُ يٍی ثبلا ىٕز یبثىي. ډی ىَىي

ٍ َبی اي ٍا ٽٍ ىٍ ډیبن ډَىڇ ىٍ ومبیىي سٞمیڈ ځیَی سًڅیي ٽىىيٌ ثَای٘ ٽٍ كبٽمبن یب اػبٌُ ومی ىَياډَيٌُ ایه ډَٞٳ ٽىىيٌ  #.Niemann et al., 2009$ىاٍى   ي اػبٌُ ثيَي ٥َاف ثب یټ سلٺیٸ آډبٍی ىٍ ٵََىڀ، هًإش
ٗ َبیی ٽٍ وشًاوىي ١ٍبیز ٵَى ٵَى ػبډٮٍ ٍا ػچت ٽىىي ٍى هًاَىي ٙي. یټ ػبډٮٍ ډٚشَٻ َٖشىي دیيا ٽىي  .ثىبثَایه ډب ثٍ یټ ٭َٞ ػيیي ځٌاٍ ډَٞٳ ٽىىيٌ ٍٕیيٌ ایڈ. ىٍ آیىيٌ سلا

ٵه آيٍی َبی ػيیي ډی سًاوىي اطَ ډُمی ثَ ٍيی ُويځی ي ٕجټ ُیٖشه ډَٞٳ ٽىىيځبن ىاٙشٍ ثبٙىي ي َمـىیه ډی سًاوىي ىٍ سًڅیي ایيٌ َبی ػيیي ثَای ډلًٞلار ػيیي ٽمټ ٽىىيٌ ثبٙىي، اډب وپشٍ ایىؼبٕز ٽٍ ؿڂًوٍ 
ٍ َبی ډَٞٳ ٽىىيٌ ىٍ ََ ٵََىڂی ثبٙي؟ ثىبثَایه ىٍ ٍاث٦ٍ ثب ډَٞٳ  ٽىىيٌ، َيٳ ډلٺٸ ثبیي دی٘ ثیىی سٲییَار ىٍ ٵىبيٍی ي سبطیَ آن ٍيی ٕجټ ُويځی ډَٞٳ ٽىىيځبن ثبٙي  ایيٌ ای ٍا سًڅیي ٽىیڈ ٽٍ دبٕوڂًی سمبډی هًإش

$Mowen,2008# . ٍىٍ ػبډٮٍ $ځٌاٍی ٽٍ اػبٌُ ډی ىَي ډَٞٳ ٽىىيځبن ىٍ ٵَآیىي ٥َاكی ډٚبٍٽز ىاٙشٍ ي یټ ٥َاف . إز# اُ ػبډٮٍ ډيٍن$َمبو٦ًٍ ٽٍ اډَيُ ٵه آيٍی ډب ٍا ډؼُِ ٽَىٌ، ثىبثَایه اٽىًن ُډبوٍ اوشٺبڃ ي ځٌا
 .ثبٙىي ٽٍ ىٍ ایه ډًٍى هبٛ، ٥َاكی ثَای آیىيٌ ویبُ ثٍ یټ ٍيٗ ٥َاكی ىاٍى #دٖز ډيٍن

目前，工业公司集中在工程、装配和服务上做业务。企业通过以消费者为中心，在处理产品上提供终身服务，这些新方式来增加自身价值。汽车公司减少了在主要的核心技术和最终装配上

业务。他们让供应商或专业的公司生产零部件。汽车制造商越来越关注设计、工程、最终装配和服务(Niemann et al. , 2009)。 但作为设计中的预测者，他们是否需要对消费者的需求进行

幻想？因为一个人很难预测别人的消费经历。制定市场占有率不再有效。以统计数值为基础的方法也会把资源分配给已知的收入来源，而不是用在发现突破性的创新和未来利润可能存在的

地方 (Prahalad&Sawhney, 2011)。预测阶段表现了公司的核心竞争力——那些以客户为导向生产产品的公司，会在产品的生命周期之中和之后增加价值。客户普遍对实现高的产品利用率

感兴趣。这需要灵活的制造系统，它能提供有限的消费者技能，并且需要最少的设置时间(Niemann et al. , 2009)。如今的消费者已不再受限于统治者、政府或制造商的专制，也不再局限于

设计师对文化进行统计研究，找到他们在社会中普遍存在的需求。在未来，无法满足社会个人需求的设计将会被淘汰。因此，我们已经进入到一个新时代，消费者的地位已经改变。新技术

可以对消费者的生活和生活方式产生重要影响，也有助于为新产品产生新想法，但有一问题——那就是如何得到这一新想法，可以满足各种文化影响下的消费者的需求。因此，对于消费者

来说，研究者的目标必须是预测技术的变化及其对消费者生活方式的影响 (Mowen, 2008)。 随着科技的发展，如今的社会正处于过渡期，从现代社会过渡而来，消费者可以作为设计者参加

到设计过程中去。在这种情况下，“为未来设计”需要一种新的设计方式。 

Nowadays, industrial companies are concentrating their businesses on engineering, assembly and services, and following new ways in order to add value through consumer orientation, and services during the lifetime 

along with the disposal of their products. The automobile industries have reduced their own capacities to the main or core technologies and final assembling. They have left production of parts and components for 

suppliers or specialized companies. Carmakers increasingly think about design, engineering, final assembly and service (Niemann et al., 2009). But being a fortune-teller in design one needs to visionary about 

consumers wants‟? It is hard enough to predict what ‟experience‟ must be. Mapping market share is no more effective. Statistics-based approaches also skew resources towards known revenue-generators at the expense 

of discovering where breakthrough innovations and future profits may reside (Prahalad & Sawhney, 2011). These phases of prediction are the core competencies of companies which produce customer orientated 

products and add value during and after a product‟s life cycle. Customers are generally interested in achieving high product utilization. This requires flexible manufacturing systems which provides performance with 

limited skills of consumer and requires minimal set-up times (Niemann et al., 2009).  

Today‟s consumer is not the one, who lets ruler, government or manufacturer decide for him or lets the designer with a statistical research in the culture find his desires, which are common between people in the 

society. In the future, efforts which can not cover individual desires in the society will be rejected. Therefore we have entered into a new age of transition of consumers. 

New technologies can have important effect on the consumers‟ life and the lifestyle and also can help in generating new ideas for new products, but there is a point as to how to generate the idea that can support all 

consumers‟ desires in every culture, therefore for consumer, the researcher‟s aim must be predicting changes happening in technology and its effect on consumers‟ lifestyle (Mowen, 2008). As technology has equipped 

ourselves today therefore it is the day of transition (from modern society), a transition which lets consumers engage in the process of design and be a designer (in post-modern society), in this case, „design for future‟ 

needs a design method 
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 ډًٍى إشٶبىٌ څجبٓاوش٪بٍ ډی ٍيى ٽٍ ٥َاكبن سًاوبیی َبی ٥َاكی ىاٙشٍ ثبٙىي، ثب ایه كبڃ ډَٞٳ ٽىىيځبن ویِ ډی سًاوىي سًاوبیی ٥َاكی ىاٙشٍ ثبٙىي ؿَا ٽٍ آن َب ډی سًاوىي ىٍثبٌٍ ٙیًٌ ؿیيډبن ډجچمبن، 
ٍ ای ٹًی اُ اٍسٺبء ډُبٍر َبی ٥َاكی ىٍ ٍٙي . ي ٱیٌَ سٞمیڈ ځیَی ٽىىي اُ ٽبٍَبی ٥َاكی اٵَاى ىٍ ډيٍٍٕ اثشيایی ي ٍاَىمبیی ىیيٌ ډی ًٙى ٽٍ .  كشی ىٍ ىيٌٍ ډُيٽًىٻ ډی ثیىیڈٵَىىٍ ایىؼب ډب وٚبو

 .ویِ ثٍ ي١ًف ایه وپشٍ ٍا وٚبن ډی ىَي Jaafarnia,2013#$« ٥َاكی ي و٪بٍر»سًاوبیی ٥َاكی ىٍ َمڂبن ًاسب يػًى ىاٙشٍ ي ٽشبة 
كشی ىٍ ػًاډ٬ ٝىٮشی ٽٍ ٥َاكبن كَٵٍ ای ىاٍوي، ډب ډَٞٳ ٽىىيځبوی ډٚبَيٌ ډی ٽىیڈ ٽٍ ٹًاویه . ىٍ ػًاډ٬ ډجشىی ثَ َىَ ي ٝىٮز، ٝىٮشڂَان اٙیبء ٽبٍثَىی ډی ٕبُوي ٽٍ اٱچت ثٖیبٍ ُیجب َٖشىي

ٽٍ ایه اٙپبڃ َىَی ٕبىٌ ي ثی سپچٴ . ځبَی ايٹبر ویِ ډَىڇ ٕبىٌ اويیٚبوٍ ىٍ ػًاډ٬ ٝىٮشی ٥َاكی ٍا اوؼبڇ ډی ىَىي. ١مىی ؿڂًوڂی اوؼبڇ اډًٍ ٍا ثَإبٓ ٕبهز ٝىبی٬ ىٕشی ىوجبڃ ډی ٽىىي
ٍ ای ثٍ .  ىٍ كیب٣ هچًر هًى ىٍ څٔ آوؼچٔ هچٸ ٽَىٌ ثًىSimon Rodiaیټ ډلی٤ ٵبوشِی ٽٍ . ثبٙي« ثَع َبی يار»یټ ډظبڃ ډی سًاوي . يیْځی َبی ډظجز ثٖیبٍی ىاٍوي ثَای سَٽیت اٵَاى ٱیَكَٵ

ٍ ٍیِی، اُ ٥َیٸ ډٚبٍٽز ٥َاكی اٹياڇ ډی ًٙى ٍ ای َب ډظلا ډَٞٳ ٽىىيځبن َمپبٍی ىاٙشٍ ثبٙىي، ُیَا ٹ٦ٮب ىاو٘ ٥َاكی  .ٵَآیىي ٥َاكی ډٮمبٍی ي ثَوبډ ٍ ای ثبیٖشی ثب ٱیَكَٵ ىٍ ایه ٙیًٌ ٥َاكبن كَٵ
ٍ ای سٮچٸ وياٍى  ٍ ای ٍا ثب ډَٞٳ ٽىىيځبن ډٺبیٍٖ ډی ٽىیڈ هًاَیڈ ىیي ٽٍ ځبَی ايٹبر ډَٞٳ ٽىىيځبن هلاٷ سَ ي وبډشٮبٍٳ سَ . Cross,2006#$سىُب ثٍ اٵَاى كَٵ ُډبوی ٽٍ ډب هلاٹیز ٥َاكبن كَٵ

ٍ َبی ډوشچٴ ي ٦ٕق سلٞیلار ډشٶبيسی ىاٙشٍ ثبٙىي ُیَا « ٥ًٵبن ډٲِی» ثٍ َمیه ٙیًٌ ىٍ سپىیټ هًى ثب ٭ىًان Alex Osborne.  َٖشىي اٙبٌٍ ٽَىٌ إز ٽٍ ىٍ آن َٙٽز ٽىىيځبن ثبیٖشی دیٚیى
ٍ سَی اٍائٍ ډی ىَىي  ٍ ای، ایيٌ َبی هلاٹبو  Goldenberg$يٹشی ٵَٝشی ٵَاَڈ ًٙى ٽٍ َمڂبن سؼَثیبر هًى ٍا ثٍ اٙشَاٻ ثڂٌاٍوي، ځبَب ىیيٌ ډی ًٙى ٽٍ ډَىڇ ٭بىی وٖجز ثٍ اٵَاى سلٞیڄ ٽَىٌ ي كَٵ

&Mazursky,2002# . ٍىٍ ایه ٍاث٦Vianna ٘ډُڈ إز ٽٍ اٹٚبٍ ځًوبځًن ػبډٮٍ ىٍ ٍيوي سًڅیي ایيٌ ډٚبٍٽز ىاٙشٍ ثبٙىي، ایه ډٖئچٍ ډٮمًلا ٕجت ډی ًٙى :  ډی ځًیىي(2012)  ي َمپبٍاو
، وًیٖىيٌ ي ٍيان ٙىبٓ ٙىبهشٍ ٙيٌ Don Normanایيٌ  ډٚبثُی ىٍ ٽشبة  . اٵَاىی ٽٍ ٍاٌ كڄ ثَای آوبن ډًٍى إشٶبىٌ ٹَاٍ هًاَي ځَٵز، اُ ٩َٵیز َبیٚبن ثٍ ٭ىًان ٽبٍٙىبٓ سؼَثی إشٶبىٌ ٽىىي

    .ډًٍى اوشٺبى ٹَاٍ ځَٵشٍ إز« ٵَٹٍ آډبسًٍ» ي ىٍ ٽشبة اي ثب وبڇ  Andrew Keen  (2007)ََؿىي ایيٌ ٥َاكی س٤ًٕ ډَٞٳ ٽىىيٌ س٤ًٕ. Norman,2004#$« ډب َمٍ ٥َاف َٖشیڈ»وًٙشٍ ٙيٌ  ٽٍ 

设计师具有设计能力，这是毋庸置疑的，但消费者也可能有设计能力，因为他们能够决定家具的布置方式。通过一个明显的现象我们可以看出即使是在幼儿园，设计技能也在增

长。从中小学的设计工作来看，设计能力是每个人与生俱来的，《设计与观察》(Jaafarnia, 2013)也阐明了这一点。 

在手工艺的社会里，工匠们制作实用的物品，这些物品通常都很漂亮。即使在有专业设计师的工业社会中，我们也看到消费者遵循着做事应该遵循的隐含规则，类似于手工艺。

再者，人们在工业社会中的一些天真的设计，这些“天真的”艺术形式具有很高的设计质量。“华兹塔”就是这么一个例子，它是西蒙·罗迪亚在他洛杉矶后院创造的环境幻想。通过设

计参与，将非专业人士纳入架构和规划设计过程中去将会是很大的进步。基于此，人们可以得出这样的结论:专业设计师应该与非专业人士(比如消费者)合作，因为设计知识确实

不是专业人员独有的（Cross2006）。当我们将专业设计师与消费者在创造力这一领域进行比较时，我们发现，有时消费者更有创造力，更不寻常。Alex Osborne 在他的“头脑风

暴”技术中提到，参与者必须来自不同的背景和有不同的教育水平，因为这样才有机会让每个人分享出自己的经历。有时候，普通的人比受过教育的专业人士更有创意

（(Goldenberg &Mazursky, 2002)。关于这一问题 Vianna et al. (2012) 说道：“在创新的过程中，很重要的一点是有不同类型的人参与其中去。因此，这个团队通常包括那些有能

力拿出解决方案的人，他们是自己人生的专家”。著名作家和心理学家 Don Norman 在他的书《我们都是设计师》中提出了类似的观点(Norman, 2004)，虽然 Andrew Keen 

(2007)在《业余崇拜》中批评了让消费者设计的理念。 

Designers are expected to have design abilities, however consumers may also have design ability since they can decide the manner of arrangement of furniture‟s the fabric to be used etc. Here we see a strong indication as to how 

design skills are growing even in kindergarten. It is seen from the competent design work of primary and middle school that design ability is inherent in everyone and the book „Design & Observation‟ (Jaafarnia, 2013) also 
elucidates the point clearly. In craft-based societies, craftspeople make practical objects which are often very beautiful. Even in industrial societies which have professional designers, we see consumers following implicit rules of 

how things should be done, similar to that of craftwork. Sometime again people design naively in industrial societies, where these „naive‟ art forms have many positive qualities. An example can be that of „Watts Towers‟ – an 

environmental fantasy created by Simon Rodia in his Los Angeles backyard. There has been a move to incorporate non-professionals into the design process of architecture and planning, through design participation.  
Based on this, one can conclude that the professional designers should collaborate with the non-professionals such as the consumers, since knowledge of design is certainly not exclusive to the professionals (Cross, 2006). When we 

compare professional designers with consumers in terms of creativity, we see sometimes consumers are more creative and offbeat. Alex Osborne has mentioned the same in his technique of „brain storming‟ that participants must 

come from different backgrounds and different educational level, since there is an opportunity to share everyone‟s experiences Sometimes common people give creative ideas better than educated and professional people 
(Goldenberg & Mazursky, 2002). Related to this issue Vianna et al. (2012) says: „it is important to have different kinds of people involve in the process of generating ideas, and accordingly, this usually includes the people who will 

be served by the solutions in their capacity as experts on their own experience‟. Similar ideas were generated by well-known writer and psychologist Don Norman in his book „We are all designers.‟ (Norman, 2004), although the 

idea of designing by consumer has been criticized by Andrew Keen (2007) in the „Cult of the Amateur‟.   
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19 Figure. Creativity does not only belong to professionals  ای ًیغت. ؽکل َ خلاقیت تٌِا هخصْؿ افشاد حشف . 图。创造力并不仅仅属于专业人士。 
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 Photographer: Peyman Pakzad 

ٕٶبٍٙی ٕبُی اوجًٌ، یټ ډٶًُڇ وٖجشب ػيیي 
سًاوبیی ډَٞٳ ٽىىيٌ ثَای اُ إز ٽٍ 

إشٶبىٌ ٥َاكی ډلًٞڃ ډىلَٞ ثٍ ٵَى 
 ٍا ثب إشٶبىٌ اُ ٵىبيٍی ډيٍن ىٍ ډیپىي ي آن

ٵَآیىي ٕبهز سًٝیٴ ډی ٽىي 
$Morris,2009 .# 

 
 ٍا وٚبن ډی ىَي ایه اَمیز ډَٞٳ ٽىىيځبن

 ٹبىٍوي هلاٹیز، ٽبٍآډيی، څٌر ي ىیڂَ ٽٍ
ػُبسی ٍا ٽٍ آن َب ثٍ آن ځَای٘ ىاٍوي اثَاُ 

ٽىىي ي ثٍ ٭ىًان ایيٌ دَىاُان ي وًآيٍان وٺ٘ 
 آٵَیه ثبٙىي 

$Humphreys&Grayson,2008.# 

大规模定制是一个相对较新的概念，它形容了消费者使用现代技术来设计自己独特产品的能力(Morris, 2009)。 

这突出了消费者的重要性，因为他们是创新和创意的创造者，只要他们愿意，他们可以尽情的放纵创意、使用产品、享受产品乐趣或是其他任何方面。 

Mass customization is a relatively new concept that describes a consumer‟s ability to design his own unique product using modern technology to enable the process (Morris, 2009). This highlights the importance of consumers 

which can indulge their creative, practical, hedonic, or any other sides as they please, since they act as innovators and idea generators (Humphreys & Grayson, 2008). 
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اُ آوؼبیی ٽٍ ډٮبوی ي ومبىَب اُ ٵََىڀ وٚأر ډی ځیَوي، ومبىَبی ډوشچٴ ډی سًاوىي ثٍ ډٮبوی ډوشچٶی ىٍ ٵََىڀ َبی . ډ٦بڅٮٍ ٭چڈ وٚبوٍ ٙىبٕی ډی سًاوي سؼچی ډشٶبيسی ىٍ ٵََىڀ َبی ډوشچٴ وٚبن ىَي
 ىٍكبڅی ٽٍ یټ ومبى ډی سًاوي ډٮىبی هبٝی ثَای ډب ىاٙشٍ ثبٙي َمبن ومبى ډمپه إز ایه ډٮىب ٍا ىٍ ٵََىڀ ىیڂَی وياٙشٍ ثبٙي ي ثىبثَایه (Mowen&Minor,2008)ډوشچٴ اٙبٌٍ ىاٙشٍ ثبٙىي 

، ثٍ ایه سَسیت ؿٌَُ Swenson,1993#$ثَای ډظبڃ ډَىڇ سبیچىي كٔ هؼبڅز ٍا ثب یټ څجوىي ٽًؿټ اثَاُ ډی ٽىىي . ٵَىی اُ یټ ٵََىڀ ىیڂَ ډمپه إز ثَىاٙز ډٚبثُی اُ آن ومبى وياٙشٍ ثبٙي
ثٍ ٭ىًان . ډب ٵَٟ ډی ٽىیڈ ٽٍ ثَهی اُ ومبىَب ػُبوی َٖشىي، اډب ىٍ َمٍ ډًاٍى ؿىیه ویٖز. هًىٍي ثب كبڅز هؼبڅشی ىٍ ډٺبیٍٖ ثب ډَىڇ ىیڂَ ٵََىڀ َب سبطیَ ډٚبثُی ٍيی ډَىڇ سبیچىي ووًاَي ځٌاٙز

ٗ َبی  #.Mowen and Minor,2008$ ٍا وٚبن ډی ىَىي 10ډظبڃ، ىٍ اٍيدب، ٝچیت ډٮمًلا یټ ومبى ډٌَجی ډلًٖة ډی ًٙى  اډب ىٍ ؿیه، ه٣ً٦ ٭مًى ثَ َڈ ٭يى  ثٍ ٭لايٌ ٥َاكی اسًډجیڄ ٽٍ اُ سلا
ٍ َبی سمبډی ډَٞٳ ٽىىيځبن ىٍ ٵََىڀ َبی ډوشٴ ثبٙي ایه ډٖئچٍ َمـىیه ډَٞٳ ٽىىيځبن یټ ٵََىڀ ٍا ىٍ ډَٞٳ . ډوشچٴ ځَيَی اُ ٥َاكبن ثٍ ىٕز ډی آیي ومی سًاوي دبٕوڂًی هًإش

ٓ َبی ډشٶبيسی ثَای اوشوبة ډبٙیه ىاٍى؛ ثَای ومًوٍ ډٚشَیبن ّادىی ٥َاكی اسًډجیڄ َبی آډَیپبیی ٍا . ډلًٞلار ٵََىڂی ىیڂَ ىؿبٍ ډلييىیز ډی ٽىي ثَای ډظبڃ ىٍ ََ هبوًاىٌ ََ ٭٢ًی ډٺیب
ویٖز ثچپٍ ثیٚشَ # ٕیبٌ ي ٕٶیي$ووٖز ایىپٍ ػچت ١ٍبیز ډٚشَیبن ثٍ ًٍٝر ٝٶَ ي یټ . ٍٕ ػًاة ثَای ایه ډٚپڄ يػًى ىاٍى. Baxter,1995#$وذٌیَٵشىي ُیَا ٥َف َبی آن َب ٙجیٍ څجوىي ویٖز 

ٍ ای ثب ډى٦ٸ ٵبُی إز ٍ َبی ثی ٙمبٍی ىٍ ػبډٮٍ ىاٍیڈ ٽٍ ځبَی ايٹبر كشی ىي ٵَى ػبډٮٍ ویِ هًإشٍ ډٚبثٍ وياٍوي. ثَ إبٓ ٵچٖٶ دبٕن ىيڇ ایىپٍ ډَٞٳ ٽىىيځبن اٱچت . ثٍ ایه ډٮىب ٽٍ ډب هًإش
ٍ َبیٚبن ٍا ثيين ٍيىٍيإی اثَاُ ومی ٽىىي ي ځبَب ثَای ٥َاكبن ىًٙاٍ إز ٽٍ و٪َار ياٹٮی آن َب ٍا اُ سٲییَ كبلار ؿٌَُ ثٶُمىي ي ډٮمًلا دبٕن َبی ىٹیٺی ىٍ سلٺیٺبر ثٍ ىٕز ومی آيٍوي . هًإش

ثٍ ایه ډٮىب ٽٍ اډَيُ آوُب یټ ډٺیبٓ ثَای هَیي ىاٍوي اډب ٵَىا ډمپه إز هًإشٍ َبی هًى ٍا سٲییَ ىَىي، اُ ایه ٍي ٱیَډمپه إز ٽٍ ثشًان . دبٕن ًٕڇ ایه إز ٽٍ، سمبیلار ډٚشَیبن ډشٲیَ إز
٘ َبی ػيیي ثٍ يػًى آيٍى ثىبثَایه ایؼبى یټ ٥َف طبثز ٽٍ ثشًاوي ثٍ ػچت ١ٍبیز ډَٞٳ ٽىىيځبن ډًٍى . ثلاٵبٝچٍ هًإشٍ ډَٞٳ ٽىىيځبن ٍا ثٍ ډيیَان اػَایی ډىشٺڄ ٽَى ي ځٶشمبوی ثَای ایؼبى ثیى

 .و٪َ ثذَىاُى، ؿبڅٚی دیـیيٌ إز

研究符号学可以创造出不同的文化表达方式。由于不同文化的含义和符号不同，不同的文化符号可能意味着不同的含义 (Mowen& Minor, 2008)。 

虽然一个符号可以代表一个特定的东西，但同样的符号在另一种文化中可能具有不同的含义，因此，属于不同文化的人对同一个符号可能会有不同的解读。举个例子，

泰国人感到尴尬时会微笑 (Swenson, 1993) ，但这并不意味着来自另一种文化的人会像泰国人一样用害羞的表情来表达尴尬。我们认为部分符号是通用的，但是这并不

意味着所有的符号都是这样。例如，在欧洲，十字架通常象征着宗教，但在中国，这样直角的形状意味着数字 10 (Mowen and Minor, 2008)。 

同时，仅从一个设计师团队中发展出来的汽车设计无法满足不同文化中所有消费者的需求。这也限制了一种文化的消费者去消费另一种文化的产品。例如，在任何一个

家庭，每个成员对汽车大小的选择都有所不同；日本客户拒绝美国汽车设计，因为它不像微笑的表情 (Baxter, 1995)。 

这个问题有三个答案，首先，在一个社会里，消费者的需求不是像 0 或 1 那样的“二元”，而是更多地基于模糊逻辑的哲学。在这个社会中，我们有着无数的需求，即使

是仅仅两个人，有时也不一样。第二个答案是，消费者脸上的表情通常并不真实，所以设计师很难从他们的调查中得到准确的答案或意见。第三个答案是,客户的需求是

多变的。这意味着今天他们有一个购物的规化，明天他们可以改变他们的规划，因此立刻了解到顾客的需求，并通过过对话着手实行得出新的见解，这是不可能的。因

此，创建一个能够满足目标消费者的需求的固定设计是一个复杂的挑战。 

Study of semiotics can lead to creating of expressions in different cultures. Since meanings and symbols emanate from cultures, different symbols could imply different meaning in different cultures (Mowen & Minor, 2008). While 

one symbol could represent a particular thing for us, the same symbol may not have the same meaning in another culture and therefore a person belonging to another culture may not decipher the same meaning. For example when 

Thai people are embarrassed they express it through a small smile (Swenson, 1993) which means a car face with „shy‟ expression will not have the same impact for the Thai, as for people from another culture. We assume that some 
of symbols are universal, but that is not the case with all. For example, in Europe, the cross is typically a religious symbol but in China, making right angles means the number 10 (Mowen & Minor, 2008). Also a car design which 

has evolved from the efforts of a group of designers cannot answer to the desires of all consumers in different cultures. This also limits consumers of one culture to consume products of another culture. For instance in any family all 

members have different scales for car selection; for instance, Japanese clients rejected American car design because it did not resemble the expression of a smile (Baxter, 1995). There are three answers to this issue, first, consumers‟ 
desires in a society are not „Binary‟ oriented like 0 or 1 but are based more on philosophy of Fuzzy-logic as we have countless desires in a society where even two of them are sometimes not vaguely similar. The second answer is 

that consumers are often presumed to maintain an artificial expression on their face so it is quite difficult for designers to extract accurate answers or opinion from them through a research, and the third answer is that, customers‟ 

desires are changeable which means that today they have one scale for shopping, tomorrow they can change their desires, and hence it is not possible to immediately reflect consumers‟ desires to brand executives to open up a 
dialogue and lead to new insights. Therefore creating a fixed design that can address the desires of targeted consumers is a complex challenge. 
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ثٖیبٍ ىًٙاٍ إز ٽٍ ىٍٻ ي سًٞیَ .  وٚبن ىاىٌ ډی ًٙى ٽٍ اُ یټ ځڄ سٺچیي ډی ٽىياوؼبڇ كَٽبر ډًُينٽٚیيٌ ٙيٌ، ىهشَی ىٍ كبڃ « سًٞیَ ثَٞی»هًى سلز ٭ىًان  Ernst Gombrich$ 1960#ىٍ سًٞیَی ٽٍ ىٍ ډٺبڅٍ  23
٘ َبیی إز ٽٍ ډَٞٳ ٽىىيځبن ثب آن ٍيثَي َٖشىي. ىٍٕشی اُ آوـٍ اي اوؼبڇ ډی ىَي ثٍ ىٕز آيٍى  .ایه وٚبن ىَىيٌ ؿبڅ

ایه َمـىیه وٚبن ډی ىَي ٽٍ ځبَی ومبى َب ثب اثُبڇ َمَاٌ َٖشىي ي ځبَی یټ ٙپڄ ډی سًاوي ډٮىبی ډشٶبيسی ىاٙشٍ ثبٙىي ي ثب اكٖبٕبر اٵَاى اُ ٵََىڀ َبی ډشٶبير، ثٍ اٙپبڃ ډشٶبيسی اٍسجب٣ ثَٹَاٍ ٽىي 
$Mijksenaar,1998# .َبی ومبىیه ٗ  . ٙبن اوؼبڇ ًٙى هَیياٍی  ډلًٞلار ډمپه إز سب اوياٌُ ای ثَ إبٓ اٍُیبثی اٍُ

 
ٍ ډبن ٍا ثٍ ًٕی ىٍٻ اكٖبٕبر اوٖبوی دیـیيٌ ډَسج٤ ثب سؼَثٍ هَیي ډٮپًٓ ٽَىٌ ایڈ اډب سًڅیي ٽىىيځبن ومی سًاوىي ىٍثبٌٍ اكٖبٓ ٝلجز ٽىىي، ثيين ایىپٍ ىٍٻ . ثب ثٍَٕی ډًٵٺیز َب ي ٙپٖز َبی ٹبثڄ سًػٍ، ډب سًػ

 .  ٹبثڄ سٲییَ ایؼبى ٽىىي ٽٍ ثٍ ډَٞٳ ٽىىيځبن ٽمټ ډی ٽىي ثشًاوىي ٵَڇ ٽبلایی ٍا ٽٍ ډی هَوي ٕٶبٍٙی ٽَىٌ ي آُاىی ٵَىی ىاٙشٍ ثبٙىيٵَڇثىبثَایه ٕبُويځبن ٽبلا ثبیٖشی یټ ٕیٖشڈ ثب . ډٚشَٽی ډیبن ډٚشَیبن ىاٙشٍ ثبٙىي
 

这幅图曾被 Ernst Gombrich (1960) 用到他的文章《视觉形象》中。 图中，一个女孩正在

跳舞，像花儿一样。我们很难清楚的理解并解释出她正在做的事。消费者所面临的挑战也

类似。 

这也反映了符号的模糊性，有时一种形式可以创造不同的含义，并将不同的情感表达传达

给不同文化的人们 (Mijksenaar, 1998)。当人们购买产品时，他们会一定程度上考虑商品的

象征价值。 

随着对成功和失败的特定商品的检验，我们将注意力转向理解与购买体验相关的复杂的人

类情感。但是在谈论情感之前，我们应该应先对消费者的购物过程中的共同点有所了解。

产品制造商需要开发多变的形式系统，使消费者能够通过定制产品形式来得到个人自由。 

 

 

 

 

 

 

It is seen in the illustration, used by Ernst Gombrich (1960) in his article‟ The visual image‟ where 

a girl is dancing, imitating a flower. It is very difficult to have a correct perception and 

interpret what she was doing. This represents the challenges that consumers face. 3 

This also reflects the ambiguity of symbols where sometimes one form can create different 

meaning and communicate different emotional expressions to people of different cultures 

(Mijksenaar, 1998). Products may partly be based on evaluation of their symbolic value when 

purchased.  

 

With examination of remarkable successes and failures, we turned our attention to understanding 

the complex human emotions attached to the purchase experiences. But manufacturers could not 

talk about emotion without developing a common understanding among clients, therefore product 

makers need to develop changeable form system which makes consumers able to customize the 

product form to find individual freedom.                                                 
ًوایؼ گل تا حشکات هْصّى. ؽکل  

图.模仿一朵花。 

Figure. Imitating a flower. 

www.takbook.com



 

 

24 产

品

的

使

用

价

值 

عتفادٍ
ی ا

شا
  تْلیذ ت

P
ro

d
u

ctio
n

 fo
r u

se 

 

ٓ َب إشٶبىٌ ډی ٽىىي ي ایه ٵٮبڅیز َب ي َمـىیه سًڅیي ډلًٞڃ ىٍ َٙٽز، ډَاكڄ  ُوؼیٌَ »ډَٞٳ ٽىىيځبن اُ ٽبلاَبیی ٽٍ ډی هَوي ىٍ ُډبن َبیی ؿًن ٥جن ٱٌا ىٍ هبوٍ، ثبُی ٽَىن ي ٖٙشه څجب
ویِ اٍُٗ ٍا اُ ٥َیٸ ډٚبٍٽز ىٍ ٥َاكی ډلًٞڃ ثب َمپبٍی ي ډٚبٍٽز َٙٽز « سًَٝٳ ٽىىيٌ»ډلًٖة ډی ًٙى ٽٍ َمڂی ثب  َميیڂَ اٍُٙی ثَای ٽبٍثَ وُبیی سًڅیي ډی ٽىىي، ثٍ ایه ٥َیٸ « اٍُٗ

ٍ َبی هًى ٍا ثب ٽبٍ سًڅیيی هًىٗ ا١ٍبء ډی ٕبُى:  ډی ځًیي(1867)  ىٍ ٕبڃ  Marxثَای اٍسٺبء اٍُٗ . ثبلا ثَىٌ ي آن ٍا ثب اٍُٗ ډبُاى ىيثبٌٍ ثٍ ٵَيٗ ډی ٍٕبوي  Toffler. ََ ٽٖی ډٖشٺیمب هًإش
 . دیٚىُبى ٽَىٌ ٽٍ ایه ډی سًاوي ډٮمًلا ثٍ ىي ثو٘ سٺٖیڈ ًٙى(1980)ویِ ىٍ ٕبڃ 

A#  وبڇ ىاٍى ي ٙبډڄ سمبډی ٽبٍَبیی إز ٽٍ اٵَاى ثيين ډِى آن َب ٍا ثَای هًى، هبوًاىٌ ي ػًاډ٬ هًى اوؼبڇ ډی ىَىي« اٍُٗ ډَٞٳ»ثو٘ ايڃ. 
B#  ای» ثو٘ ىيڇ ٍ  .وبڇ ىاى ي ٙبډڄ ٽبٍ اوؼبڇ ٙيٌ ثَای ایؼبى ٽبلا ي یب هيډبر ثَای ٵَيٗ ي یب ډجبىڅٍ ډی ًٙى« اٍُٗ ډجبىڅ

ٍ اوي ي ثٍ ٥ًٍ ډًطَی سًڅیي ٍا اُ ډَكچٍ   ٙمبٌٍ  هًى ثب سچٶهثٍ ٭ىًان ډظبڃ ډَٞٳ ٽىىيځبن اډَيٌُ ډی سًاوىي.  َيایز ډی ٽىىيB ثٍ ډَكچٍ Aډَٞٳ ٽىىيځبن ویِ ډَاكچی اُ ُوؼیٌَ اٍُٗ ٍا ثٍ ٭ُيٌ ځَٵش
ډظبڃ . ٍا ثٍ ٭ُيٌ ىاٙز ي ثَای ٽبٍثَان ٙمبٌٍ ځیَی اوؼبڇ ډی ىاى« ادَاسًٍی سچٶه» ىٍ كبڅی ٽٍ ىٍ ځٌٙشٍ یټ ٵَى ٙٲڄ. ځیَی ٽَىٌ ي سمبٓ ٍا هًىٙبن اوؼبڇ ىَىي ي وٺ٘ ادَاسًٍ سچٶه ٍا ایٶبء ٽىىي

ثب ایه سٶبير ٽٍ اډَيٌُ ډَٞٳ ٽىىيځبن اوؼبڇ ایه ٽبٍَب . ىیڂَ ایىپٍ ډٚشَیبن ىٍ دمخ ثىِیه هًىٙبن ثٍ اسًډجیڄ َبیٚبن ثىِیه ډی ُوىي ثٍ ػبی ایىپٍ ډشٞيی دمخ ثىِیه ایه ٽبٍ ٍا ثَای آن َب اوؼبڇ ىَي
ٍ اوي   ُیَا اوؼبڇ ایه ٽبٍَب ٹ٦ٮب ُويځی ; # Humphreys&Grayson,2008$ٍا ثٍ ٭ىًان ثوٚی اُ ي٩یٶٍ هًىٙبن ؿٍ َىڂبڇ سمبٓ ځَٵشه ثب یټ ٙمبٌٍ ي ؿٍ َىڂبڇ ثىِیه ُىن ىٍ دمخ ثىِیه دٌیَٵش

ایه ٵٮبڅیز َب سٲییَ . ٍا ډشٶبير ي ىڅذٌیَ ٕبهشٍ إز؛ ؿَا ٽٍ يٹشی ډَٞٳ ٽىىيځبن ٽىشَڃ اوؼبڇ ایه ٽبٍَب ٍا ىاٙشٍ ي هًىٙبن آن َب ٍا اوؼبڇ ډی ىَىي، ىٍ وشیؼٍ اوؼبڇ ایه اډًٍ ثَایٚبن څٌر ثو٘ إز
ٍ ىاٍی ایؼبى ومی ٽىي ي سب ُډبوی ٽٍ یټ ثبُیڂَ اٹشٞبىی اٍُٗ إشٶبىٌ ٍا ایؼبى ٽَىٌ ي اُ آن څٌر ثجَى، ٵٮبڅیز َبی ځٶشٍ ٙيٌ َٝٵب ثٍ ٭ىًان ډَٞٳ  ٭میٺی ىٍ وٺ٘ ډَٞٳ ٽىىيځبن ىٍ ٕیٖشڈ َٕډبی

 .سٮَیٴ ډی ًٙوي ي ایىپٍ ثبُیڂَ اٹشٞبىی ؿٍ ډَاكچی اُ ُوؼیٌَ اٍُٗ ٍا ثٍ ٭ُيٌ ثڂیَى اَمیز ووًاَي ىاٙز

消费者在家里做饭、玩游戏、洗衣服，这些活动以及公司的生产都是“价值链”的步骤，这些步骤都是为最终用户创造价值的。产销者还通过设计产品创造价值，该产品

由公司共同选择，并再次出售以创造剩余价值。为了开发价值， Marx (1867)提到“无论是谁都可以通过自己的努力满足自己的需求”，同时 Toffler (1980)认为可以把价

值分成两类。 

(A) 第一类是“使用价值”， 包括所有为他们自己、他们的家庭或社区所做的无偿工作。 

(B)第二类是“交换价值”，包括所有用来出售或交换的商品或服务。 

消费者对价值链采取措施，将产品有效地从 A 类转换成 B 类。举个例子，消费者可自己为自己拨号，打电话，做电话接线员。相比较过去，电话接线员是被指定的。

再举个例子，过去用户需要自己抽汽油，而不是指望加油站服务员来做。现在用户接受它作为加油站的职责由服务员来做这些事情(Humphreys & Grayson, 2008)。 因

为他们确实使生活变得与众不同和愉快;因为无论消费者受制于什么，他们是为自己做事，理所应当享受结果。但这并没有在改变消费者在资本主义体系中起很大作用。

只要经济参与者创造并享受它的使用价值，这些活动就会被定义为纯粹的消费，而不考虑他在价值链中所处的步骤。 

Consumers use products when they cook meals at home, play games and wash cloths, these activities as well as the production at company are steps in the „value chain‟, which all together creates value for 

an end user; then in this way, the prosumer also creates value through design production which is co-opted by the company and resold for surplus value. To develop value, Marx (1867) mentions “Whoever 

directly satisfies his wants with the produce of his own labor,” and also Toffler (1980) suggested that it can be usefully divided into two divisions.  

(A) That which is called the „use value‟, comprises all unpaid work done by people for themselves, their families or their communities,  

(B) The „exchange value„, comprises work done to create goods or services for sale or swap.  

 

Consumers also take over steps in the value chain, effectively transferring production from B to A. For instance, consumers can now dial and call and be a telephone operator to do it for themselves, in 

contrast to the past where one person designated as a „telephone operator‟ does it for the user, and in another, users pump out their own petrol instead of expecting a gas station attendant to do so. Although 

now doing these things, consumers accept it as part of their duty at a gas station or calling a number (Humphreys & Grayson, 2008); because they certainly made life different and pleasant; since whatever 

is in the control of consumers they do it by themselves and the results are then enjoyed by themselves.  This did not deeply change the role of the consumers in the capitalism system. So long as an 

economic actor creates and enjoys its use value, these activities would be defined as merely consumption, regardless of what steps in the value chain he may be taking.  
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َٙٽز َب  ثٍ ػبی ایىپٍ اُ ٙمب ثوًاَىي ٵچٶڄ ٕیبٌ، ومټ ٕیبٌ یب ىیڂَ اىيیؼبر ٍا ىٍ . ځبَی ايٹبر َٙٽز َب ویِ ىٍ ایه ډَاكڄ وٺ٘ ىاٍوي. ډٚشَیبن سىُب ٽٖبوی ویٖشىي ٽٍ ډی سًاوىي ىٍ ډَاكڄ ُوؼیٌَ اٍُٗ وٺ٘ ایٶبء ٽىىي 25
ٍ ػبر ٍا ثَای آٙذِی هَیياٍی ډی ٽىىي ي َٙٽشی ٽٍ ډَٞٳ ٽىىيٌ ډلًٞڃ یب هيډبر ٍا اُ اي . هبوٍ إٓیبة ٽىیي، ثب ١ٍبیز آن َب ٍا ثَای ٙمب إٓیبة ډی ٽىىي ٍ َبی اىيی ٍ ای ډیبن ډَٞٳ ٽىىيځبوی ٽٍ ىاو ىٍ ٭ًٟ ایه ٽبٍ، ٍاث٦

ثَای ډظبڃ ثَای دوشه ٱٌا، یټ وٶَ . دی٘ اُ آوپٍ ډَٞٳ ٽىىيځبن ٽبلایی ٍا ثوَوي، ډٮمًلا یټ َٕی اٹياډبر اوؼبڇ ډی ځیَى سب ٽبلا یب هيډبر ثَای ډَٞٳ ٽىىيٌ ٹبثڄ إشٶبىٌ ًٙى ٽٍ ایؼبى اٍُٗ ډی ٽىي. ډی هَى ثٍ يػًى ډی آیي
 ایه ډَاكڄ ٍا (1985) ىٍ ٕبڃ Michael Porter. ثبیي ىاوٍ ٵچٶڄ ٕیبٌ ٍا دَيٍٗ ىاىٌ، ثَىاٙز ٽىي، آن ٍا إٓیبة ٽَىٌ، ٭مڄ كمڄ ي وٺڄ ، ثٖشٍ ثىيی ي إٍبڃ آن ثٍ ثبُاٍ ٍا اوؼبڇ ىاىٌ ي َٕاوؼبڇ آن ٍا ثٍ ٱٌا ا١بٵٍ ٽىي

ٍاث٦ٍ ډَىڇ ثب ایه ُوؼیٌَ اُ ٥َیٸ ٍاث٦ٍ ثب ٽبٍثَاوی اوؼبڇ ډی ًٙى ٽٍ ٱٌا ٍا ثب ٵچٶڄ دًىٍ ٙيٌ سُیٍ ډی ٽىىي ي آن َب ٍا . وبڇ وُبى ٽٍ ٙبډڄ ډَاكڄ آډبىٌ ٕبُی ډلًٞڃ ثَای ډَٞٳ ٽىىيٌ ډی ًٙوي« ُوؼیٌَ اٍُٗ»
 .وبډیيٌ ډی ًٙى ي ََ ىي ٵَى سًڅیي ٽىىيٌ ي ډَٞٳ ٽىىيٌ ثَای ایؼبى اٍُٗ ىٍ ډبىٌ ٱٌایی ایٶبی وٺ٘ ډی ٽىىي« ډَٞٳ ٽىىيٌ»ٽٖی ٽٍ ٱٌا ٍا ډی هًٍى ویِ .  ډی وبډىي« سًڅیيٽىىيځبن»

٘ َبی هًى ي یب څًاُڇ . ُډبوی ٽٍ َٙٽز َب ؿىیه ډَاكچی ٍا ىٍ ُوؼیٌَ اٍُٗ ثٍ ٭ُيٌ ډی ځیَوي، إبٕب ډٮىبی سًڅیي ي ډَٞٳ ٍا سٲییَ ډی ىَىي اډَيٌُ ډب ډمپه إز ٙڂٶز ُىٌ ًٙیڈ يٹشی ثجیىیڈ ٽٍ ډٚشَیبن ډی سًاوىي ٽٶ
، یب ایىپٍ ىٕشڂبٌ َبی دو٘ ډًٕیٺی ىیؼیشبڃ هًى ٍا (Boje,2006)ي یب ىيؿَهٍ هًىٙبن ٍا ثٖبُوي  Berger et al.,2005#$آٍایٚی ي ثُياٙشی هًى ٍا ثب إشٶبىٌ اُ ٽبډذیًسََبی ٵَيٙڂبٌ َبی هَىٌ ٵَيٙی ٥َاكی ٽىىي 

 #.Tapscott&Williams,2006$ثَای إشٶبىٌ َبی ػبیڂِیه س٦بثٸ ىَىي 
ٍ َبیی إز ٽٍ ىٍ آن ډَٞٳ ٽىىيځبن ډٖئًڅیز ډَاكچی اُ ُوؼیٌَ اٍُٗ ٍا ثٍ ٭ُيٌ ډی ځیَوي ي ؿىیه ٽبٍی ىٍ یټ ىٍَ ٹجڄ اډپبن دٌیَ وجًىٌ إز ډَاكڄ ىٍ ُوؼیٌَ اٍُٗ « ثَين ٕذبٍی»ډب ډی ىاویڈ ٽٍ . ثيين ٙټ ایه َب ومًو

ثَای ومًوٍ ډٚبٍٽز ډَٞٳ ٽىىيځبن ىٍ ٍيوي ایؼبى اٍُٗ ډی سًاوي َِیىٍ سًڅیي ډلًٞڃ ٍا ثَای َٙٽز اٵِای٘ یب ٽبَ٘ ىَي، ٽٍ ىٍ ډٺبثڄ . ثٍ ډَٞٳ ٽىىيځبن ډمپه إز ثٍ ٥ًٍ ٱیَ ډٖشٺیڈ ٍيی اٍُٗ ډجبىڅٍ سبطیَ ثڂٌاٍى
 #.Humphreys&Grayson,2008$ ٵپَ ډی ٽىي IKEAډی سًاوي ٍيی ٹیمشی ٽٍ َٙٽز ٍيی ډلًٞڃ ډی ځٌاٍى سبطیَ ثڂٌاٍى، َمبو٦ًٍ ٽٍ  

客户并不是唯一一个可以影响价值链的人。有时候，企业也可以采取措施。相比让你自己在家里研磨黑胡椒、黑盐或其他香料，企业会更乐意为你提供研磨服务。在交换的过程中，消费者

购买做饭用的香料种子，公司卖给他们这些产品和服务，两者之间从而建立关系。消费者购买商品之前，商品通常需要一系列操作来完成，并结合相关服务创造它的价值。举个例子，要想

烹饪食物，人们必须先种植和收获黑胡椒种子，干燥并研磨，运输，包装，送到市场，最后将其添加到食品中。Michael Porter (1985) 把这些步骤称为 “价值链”， 即为消费者准备产品所需

的一系列任务。 在这条“价值链”中，与使用辣椒粉做食物的用户有联系的被称为“生产者”， 食用食物的被称为“消费者”，两者相互联系，使食物拥有价值。 

当企业这样类似的价值链中采取措施时，它们从根本上改变了生产和消费的意义。今天，我们惊奇的发现，顾客可以用零售商店的电脑来设计自己的鞋子或化妆品(Berger et al.,2005)，制

造自己的自行车(Boje, 2006)， 将自己的数字音乐播放器多样化利用(Tapscott&Williams, 2006)。  

毫无疑问，这些都是消费者在价值链上承担责任的例子，而这在十年前是不可能的。我们认识到，价值链中消费者的“外包”可能会间接影响价值交换。例如,涉及消费者的价值创造过程可以

增加或减少企业的生产成本,这可能反过来影响公司的要价，就如宜家的情况一样(Humphreys & Grayson, 2008)。 

Customers are not the only ones who can take steps in the value chain. Sometimes, companies take on these steps too. Instead of asking you to grind black pepper, black salt or other spices at home, 

companies will be happy to grind it for you. In exchange of this a relationship is developed between consumers who buy spice seeds for cooking and the company from which the consumers buy a product 

or service. Before consumers buy something, a series of tasks are usually conducted to make the product or service usable for consumers creating its value. To cook food, for example, someone must grow 

and harvest the black pepper seeds, dry and grind them, transport, pack, send it to the market and at the end add it to the food. These steps are termed by Michael Porter (1985) as the „value chain‟ which are 

the series of tasks required to make a product ready for consumer. People relate to this chain by connecting with the users who make food with the powdered pepper by calling them „producers‟, and the 

person who eats the food is called „consumer‟. Both the producer and consumer work to create value in the food.  

 

When companies take over steps in the value chain like this, they fundamentally change the meaning of production and consumption. Today, we may be amazed that customers can design their own shoes 

or cosmetics using retail-store computers (Berger et al., 2005), build their own bicycles (Boje, 2006), or adapt their digital music players for alternative uses (Tapscott &Williams, 2006). No doubt, these 

are examples of consumers taking responsibility for steps in the value chain in ways that would not have been possible a decade ago. We recognize that the „outsourcing‟ of steps in the value chain to 

consumers may indirectly affect exchange value. For instance, involving consumers in the value-creation process can increase or decrease a company‟s cost of production, which may in turn influence the 

price that the company charges like the thinks IKEA does (Humphreys & Grayson, 2008). 
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٭لايٌ ثَ ایه ُډبوی ٽٍ ډٚشَیبن ثٍ ٭ىًان ثوٚی اُ ٍيوي ډَٞٳ ٽبٍ ثیٚشَی اوؼبڇ ډی ىَىي، اٍُٗ ىٍٻ ٙيٌ اُ آوـٍ َٙٽز ډی ٵَيٙي ډمپه إز اٵِای٘ یبٵشٍ یب ٽبَ٘ یبثي، ٽٍ ایه ډی سًاوي ٍيی ٹیمز ٽبلاَبی َٙٽز سبطیَ  26
ٍ َبی ٭مچیبسی هًى ٍا ثٍ وٶ٬ ډَٞٳ ٽىىيځبن ٽبَ٘ ىاىٌ ي IKEAثَای ومًوٍ َٙٽز . ځٌاٍ ثبٙي  ٽٍ ډجبىٍر ثٍ ٵَيٗ ډجچمبن ََٕڈ وٚيٌ ډی ٽىي ي ٭مڄ ډًوشبّ ٍا ثٍ ٭ُيٌ ډَٞٳ  ٽىىيځبن ډی ځٌاٍى، ډی سًاوي ثوٚی اُ َِیى

 .ٹیمز َبی٘ ٍا دبییه سَ ثیبيٍى
IKEAثب دبىاٗ ٽڈ ډی وڂَوي ٽٍ ثٍ َیؾ ٭ىًان سبطیَ ٹبثڄ سًػُی َبی ٭بىی ي ٍيُډٌَ  ٽَىن ي ډًوشبّ ډجچمبن ثٍ ٭ىًان ٽبٍ  ٹیمز َبی دبییه سَی ٍيی ٽبلاَبی٘ ډی ځٌاٍى، ىٍكبڅی ٽٍ ثٖیبٍی اُ ډَٞٳ ٽىىيځبن ثٍ ٽبٍ ََٕڈ

 . ٹیمز دبییه سَی ٍيی ډلًٞلاس٘ ډی ځٌاٍى سب آن ٍا ثٍ اوڂیٌِ ای سجيیڄ ٽىي ٽٍ ډٚبٍٽز ډٚشَیبن ىٍ ٵَآیىي ایؼبى اٍُٗ ٍا س٢میه ومبیيIKEAىٍ ایىؼب . ٍيی ډلًٞڃ وُبیی وياٍى
 

ثَای ډظبڃ ډَٞٳ ٽىىيځبن هًىٍي اُ ډير َب دی٘ ٹبىٍ ثًىٌ اوي ٍوڀ ډبٙیىی ٽٍ .  اٙبٌٍ ومًىډَٞٳ ٽىىيځبن ىٍ ٥َاكی ي یب سلًیڄ ډلًٞڃ یب هيډبر ىهیڄ ثبٙىي ىَىيډی  ثٖیبٍی اُ َٙٽز َبیی ٽٍ اػبٌُ ثٍىٍ ډًٍى ىیڂَی، 
ٕٶبٍٙی »ثٍ ىڅیڄ دیَٚٵز ىٍ ٵه آيٍی ٕبهز، ثَهی اُ َٙٽز َب ثيين ایىپٍ سبطیَی ٍيی َِیىٍ ياكي ىاٙشٍ ثبٙي، ثٍ ایه . ډی هَوي ٍا اوشوبة ٽَىٌ ي َمـىیه سٮییه ٽىىي ٽٍ  هًىٍي ؿٍ څًاُڇ ػبوجی ٹَاٍ إز ىاٙشٍ ثبٙي

ٍ اوي« ٕبُی اوجًٌ َٝٳ و٪َ اُ . ثب ایه كبڃ، سًڅیي ډلًٞلار ثَای ډَٞٳ ٽىىيځبن ٵَىی اٱچت َِیىٍ َبیی ثی٘ اُ سًڅیي اوجًٌ ىٍ ثَ ىاٍى، ٽٍ ىٍ ایه ًٍٝر َٙٽز َب اٱچت ثبیي ثَای ًٕى ثَىن، ٹیمز َب ٍا ثبلا ثجَوي .ىٕز یبٵش
ٍ َبی سًڅیي، ثٖیبٍی اُ ډَٞٳ ٽىىيځبن اُ ډٚبٍٽز ىٍ ډَكچٍ ٥َاكی ُوؼیٌَ اٍُٗ څٌر ډی ثَوي ىٍ ؿىیه َٙای٦ی، . ایه ډٚبٍٽز ډی سًاوي اٍُٗ ًاسی، ي َمـىیه سبطیَ ډُمی ثَ ډلًٞڃ وُبیی ىاٙشٍ ثبٙي. َِیى

ي ایه ثَای ډَٞٳ ٽىىيځبن ٵَٝز ٽبٍ ٽَىن آُاىاوٍ ثب ډىبث٬ . Humphreys&Grayson,2008#$ډَٞٳ ٽىىيځبن اٱچت كب١َ َٖشىي دًڃ ثیٚشَی ثذَىاُوي سب اُ اډشیبُ ډٚبٍٽز ىٍ ډَاكڄ ُوؼیٌَ اٍُٗ ثَهًٍىاٍ ځَىوي 
ډٚبٍٽز ػبٍی ډَٞٳ ٽىىيځبن ٵٮبڃ ىٍ اډَ سًڅیي ثَای إشٶبىٌ هًىٙبن ثٍ ٽبٍ ٍٵشٍ ي اٍُٗ ډجبىڅٍ ٍا سٲییَ ىاىٌ ي  ثٍ ىوجبڃ ډيیَیز آُاىی َبی . َٙٽز ىٍ اډَ سًڅیي اٍُٙی ٽٍ س٤ًٕ هًىٙبن ایؼبى ډی ًٙى ٍا ٵَاَڈ ډی ٽىي

 .ډَٞٳ ٽىىيٌ ثٍ ډى٪ًٍ سلز ٽىشَڃ ىٍ آيٍىن ٹبثچیز َبی ډًڅي ډَٞٳ ٽىىيځبن إز

此外，客户作为消费过程中的一部分，却承担着更多的工作，那么公司销售的商品的感知价值可能会增加或减少，从而可能会影响公司的要价。以宜家公司为实例，出售未组装的家具，将

组装工作交给消费者，通过削减部分运营成本，以更低价格的形式让利于消费者。宜家提供了较低的价格，虽然大多数消费者把组装家具看作是一件苦差事，回报甚微，且对最终产品没有

明显的影响，但由于宜家提供的产品价格较低，可以激励客户参与价值创造过程。 

另一种情况，考虑了许多允许消费者影响产品或服务的设计或交付的公司。例如，汽车消费者长久以来都能指定汽车的颜色，以及它的配件。由于制造技术的进步，一些公司实现了“大规

模定制”但没有影响单位成本。然而，为个人消费者生产的产品往往比大规模生产成本高，在这种情况下，企业为了盈利，往往要收取更多费用。无论生产成本如何，许多消费者都喜欢参

与到价值链中的设计步骤。这种参与可能具有内在价值，以及对最终产品有重要影响。在这种情况下，消费者往往愿意付出更多的钱来换取更多参与价值链的特权(Humphreys & Grayson, 

2008)。 消费者希望被允许自由地使用公司提供的资源来生产他们自己的价值产品。消费者积极的持续参与到产品的使用生产中，改变了产品的交换价值。这一系列参与可以利用消费者的

生产能力，找到自由管理消费者的方法。 

Furthermore, when customers do more work as part of the consumption process, the perceived value of what the company is selling may increase or decrease, then it may affect the price the company 

charges. For instance company of IKEA,  that sells unassembled furniture and leaves the assembling on duty consumers could cut some part of its operational costs for the benefit of consumers in the form 

of lower prices. IKEA provides lower prices as most of consumers look at assembling furniture as a chore with little reward and no discernible impact on the end product. Here IKEA provides lower price 

products as an incentive for securing the customer involvement in the value-creation process. 

 

In another case, consider the many companies that allow consumers to influence the design or delivery of a product or service. For example, automobile consumers have long been able to specify what color 

their car will be, and what accessories it will have. Due to advances in manufacturing technology, some companies achieve this „mass customization‟ without affecting unit cost. However, producing 

products for individual consumers frequently costs more than mass production, in which case companies often must charge more in order to make a profit. Regardless of production costs, many consumers 

enjoy taking part in the design step of the value chain. This involvement can have intrinsic value, as well as an important impact on the end product. In situations like these, consumers are often willing to 

pay more for the privilege of becoming more involved in the value chain (Humphreys & Grayson, 2008); and grants consumers free rein to work with company-provided resources in the production of their 

own value offerings. The ongoing participation of active consumers in the production of their own use and exchange value change and seek to manage consumer freedoms in order to harness the consumers' 

productive capabilities. 
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ٗ َبی وًآيٍاوٍ ي دَثبٍ ثب َڈ َمپبٍی ىاٍوي ىٍ َٙٽز « َڈ آٵَیىی»اسوبً ایه ٍيیپَى ډٚشَٻ ډٖشچِڇ یټ سٲییَ إبٕی ىٍ سٶپَ سؼبٍی ىٍ ثو٘ . اډَيٌُ َٙٽز َب ي ډٚشَیبن ثٍ ٥ًٍ ىائڈ ىٍ سلا
َٙٽز َب ثٍ ػبی ایىپٍ سىُب ډٚشَیبن ٍا ډَٞٳ ٽىىيځبن وُبیی سچٺی ومبیىي، ثبیٖشی ٵٮبلاوٍ ثٍ ىوجبڃ ىٍځیَ ٕبهشه آن َب ثبٙىي ي ٍياث٤ ًٕىډىي ډشٺبثچی اُ ٥َیٸ سًاومىيٕبُی ٽبٍثَان ایؼبى .  ډی ثبٙي

ؿٚڈ اوياُ ایه َٙٽز . ایه ایيٌ َب َٙٽز ي ډَٞٳ ٽىىيٌ ٍا ىٍ ٽبوًن سًػٍ ٹَاٍ ىاىٌ ي یټ سٮبډڄ ٙوٞی ډیبن َٙٽز ي ډَٞٳ ٽىىيځبن ٍا وٚبن ډی ىَي. ٽىىي سب َمپبٍان هلاٷ ىٍ ٵَآیىي سًڅیي ثبٙىي
٥ًٍ ډٚشَٽی ثٍ يٕیچٍ ډٚشَیبن سًڅیي ډی ًٙى ٽٍ ویبُډىيی َبی هًى ٍا ثیبن ٽَىٌ، ىاو٘ هًى ٍا ثٍ اٙشَاٻ  اډَيٌُ اٍُٗ ثٍ. اُ سًڅیي ي آوـٍ ثٍ ډىِڅٍ اٍُٗ ډٚشَی سچٺی ډی ًٙى ىیڂَ ډمشبُ ویٖز

ٍ ای ىٍ ٵَآیىي سًڅیي، ډٚبٍٽز ىاٍوي  .ځٌاٙشٍ ي كشی ثٍ ٥ًٍ ٵٮبلاو
 

َٙٽز َبیی ٽٍ ایه ياٹٮیز سؼبٍی ډٚبٍٽشی ٍا سٚویٜ ډی ىَىي، ثٍ ٭مچپَى ٕبُډبوی ثَسَی اُ . Humphreys&Grayson,2008#$ایه ډٖئچٍ ٕپًیی ثَای ډٚبٍٽز سًَٝٳ ٽىىيٌ ایؼبى ډی ٽىي  
ىٍ ایه ٍيٗ یټ َٙٽز، . ٥َیٸ اٵِای٘ ىهبڅز ي ١ٍبیز ډَٞٳ ٽىىيٌ ىٕز ډی یبثىي؛ ډؼم٫ً ٽڄ ایه اوَّی ډَٞٳ ٽىىيٌ هلاٷ ثیٚشَ اُ آن ؿیِی إز ٽٍ َٙٽز ثشًاوي ثٍ سىُبیی ثٍ آن ىٕز یبثي

ٛ ٙبن ٍا ثیبن ٽىىي، ىاو٘ ډىلَٞ ثٍ ٵَىٙبن ٍا ثٍ اٙشَاٻ ثڂٌاٍوي ي ډُبٍر َبی هبٛ هًىٙبن ٍا ىٍ ٍاث٦ٍ ثب ي٩بیٴ ډَٞٵی ىٍ  ډبََاوٍ ثٍ ٕپًیی ثَای سجبىڃ سجيیڄ ډی ًٙى سب  ویبُډىيی َبی هب
ٍ َبی ډَٞٳ ٽىىيځبن ٍا ثب إشٶبىٌ اُ دشبوٖیڄ آن َب ثَای ایؼبى ٥َاكی َبی ثيين ٍیٖټ دًٙ٘ . ىٕز اػَا ثٍ ٽبٍ ثڂیَوي ىٍ ایىؼب َٙٽز َب ثٍ ډَٞٳ ٽىىيځبن آُاىی ٵَىی دیٚىُبى ډی ٽىىي ي هًإش

 .(Darmody,2009) ثبٙىي ٍایڂبوی ٥َاكبن ٕٮی ډی ٽىىي ٽٍ ډَٞٳ ٽىىيځبن ػبیی ٽٍىاىٌ، 

今天，公司和客户不断在创新和富有成效的努力中进行合作。采用这种协作方式，需要在合作创建公司的业务思维上发生根本性的转变。与其简单地把客户看作最终的

消费者，倒不如积极寻求参与的、互惠互利的企业和用户关系，通过允许用户在生产过程中作为有创造力的合作者存在来实现。这些想法需要把焦点放在公司和消费者

身上，并让公司和消费者之间进行个性化的互动。公司的生产愿景和客户价值的构成不再特权化。价值是与客户共同创造的，他们从公司的另一角度表达自己的需求，

分享自己的知识，甚至积极参与到制造过程中去。 

 

这个平台确保了产销者的参与(Humphreys &Grayson, 2008)。 认识到这一新的合作商业现实的公司将通过增加消费者的参与度和满意度来实现卓越的组织绩效;这种创

造性的总和了消费者能量所取得的成果远大于公司单独工作取得的成果。这样看来，企业变成了一个平台，可以明确有力的表达消费者需求，分享他们独特的知识，运

用他们的特殊技能完成手边的消费任务。企业利用消费者的潜能为他们提供个人自由，让他们自己为自己设计，满足自己的需求，不仅降低了设计的风险，而且免费。 

Today companies and customers continuously co-operate in innovative and productive efforts. Adopting this collaborative approach necessitates a fundamental shift in business thinking on the part of the 

co-creating firm. It rather than simply considering customers as end consumers. Companies must actively seek engaged, mutually beneficial relationships by enabling and empowering users to be creative 

collaborators in the production process. These ideas put the spotlight on the company and consumer, and suggest a personalized interaction between the company and consumers. The company's vision of 

production and of what constitutes customer value is no longer privileged. Value is now jointly created by customers, who express their requirements, share their knowledge, and even actively participate in 

the manufacturing.  

 

This provides a platform that enable prosumer‟s participation (Humphreys &Grayson, 2008). Companies which recognize this new collaborative commercial reality will achieve superior organizational 

performance by way of increased consumer involvement and satisfaction; the sum total of this creative consumer energy is greater than what the company can achieve alone. In this way a company adroitly 

becomes a platform for exchange to articulate their specific requirements, share their unique knowledge and apply their particularized skills to the consumption tasks at hand, where companies offer 

consumers individual freedom and cover consumers‟ desires by using potential of them to create non-risk design, and where consumers pay for being free design employee (Darmody, 2009).   
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ثب ایه ایيٌ ډَٞٳ ٽىىيځبن ثب ډیڄ ي ٍٱجز ډًاٵٺز ډی ٽىىي ډَاكڄ ثیٚشَی ٍا ىٍ ُوؼیٌَ اٍُٗ ثٍ . ډَٞٳ ډٖشچِڇ ٽبٍ إز ي ډَٞٳ ٽىىيځبن ډی سًاوىي ثیٚشَ اُ ٽبٍډىيان اكٖبٓ ياثٖشڂی ي َمپبٍی ثب َٙٽز َب ىاٙشٍ ثبٙىي 28
ىٍ ثٖیبٍی اُ ډًاٍى . ایه ډلًٞڃ اٍُٗ ډجبىڅٍ إز ٽٍ یټ ٍيوي إبٕب ډشٶبيسی اُ سًڅیي اٍُٗ إشٶبىٌ إز. آن َب ثٍ سًڅیيٽىىيځبن ٽمټ ډی ٽىىي ٽٍ ىٍ ثبُاٍ ډًٵٸ سَ ثبٙىي. ٭ُيٌ ثڂیَوي ٽٍ اٍُٗ ډجبىڅٍ ایؼبى ډی ٽىي

 اُ ډٚشَیبن ډی هًاَي ٽٍ ٥َاكی َبیی ٍا ثٍ ٥ًٍ آولایه ثَای اٍُیبثی ىٍ ایىشَوز ثڂٌاٍوي Fluevogَٙٽز ٽٶ٘  ډظبڃ ثٍ ٭ىًان. ډَٞٳ ٽىىيځبن ثٍ سًڅیي ٽىىيځبن ىٍ ایؼبى اٍُٗ ډجبىڅٍ ٽمټ ډی ٽىي
$Tapscott&Williams,2006.#  ٍىٍ ایه ٍاث٦Thomke&Hippel‟s ُډبوی ٽٍ َٙٽز َب یټ ٽبٍ إبٕی ډبوىي ٥َاكی یټ ډلًٞڃ ػيیي ٍا ثٍ ډٚشَیبن ډی ٕذبٍوي، ىي ٥َٳ ثبیي ٍياث٤ هًى ٍا اُ »:  ځٶشىي2002، ىٍ ٕبڃ

 ثَای ډَٞٳ ٙوٞی ٕبُی اُ ٍيوي سًڅیي اٍُٗ  إزډَٞٳ ٽىىيځبن ٽبٍی اوؼبڇ ډی ىَىي ٽٍ ثبُاٍ سجبىڃ ٍا ثَای َٙٽز سًڅیي ډی ٽىىي ُیَا ٍيوي سًڅیي اٍُٗ ثَای ثبُاٍ ډجبىڅٍ إبٕب ډشٶبير« .وً سٮَیٴ ٽىىي
$Humphreys&Grayson,2008.#  ىٍكبڅی ٽٍ ایؼبى اٍُٗ ډجبىڅٍ ځَای٘ ثٍ ٕمز ىیڂَان ىاٍى #ډلًٞڃ ځَا إز$ایؼبى اٍُٗ ډَٞٳ، ځَای٘ ثٍ ٕمز ډلًٞڃ ىاٍى. 

 #.Ritzer,1999$ىویب اُ ٥َیٸ ډَٞٳ ډی سًاوي ثٍ ٍاكشی ثٍ َٕهًٍىځی سجيیڄ ًٙى «  reenchantment »ایه وٚبن ډی ىَي ُډبوی ٽٍ ډَٞٳ ٽىىيځبن ثٍ ٙير ىٍ ٍيوي سًڅیي ىٍځیَ ًٙوي، 
ډب اٱچت ډی ثیىیڈ ٽٍ ډَٞٳ ٽىىيځبن ىٍ ٍيوي سًڅیي اٍُٗ ډجبىڅٍ َٙٽز ډی ٽىىي، ٽٍ ىٍ آن ثٍ و٪َ ډی ٍٕي َڈ سًڅیي ٽىىيځبن ي َڈ ډَٞٳ ٽىىيځبن ثب ایه ایيٌ اكٖبٓ ٍاكشی ډی ٽىىي ٽٍ وجبیي ثوٚی اُ اٍُٗ ډجبىڅٍ ثٍ ډَٞٳ 

 2006 ىٍ ٕبڃ Tapscott& Williamsَمبو٦ًٍ . ىٍ ٭ًٟ اٍُٙی ٽٍ ډَٞٳ ٽىىيځبن ىٍ وشیؼٍ ډٚبٍٽز ىٍ ٵَآیىي سًٕٮٍ ډلًٞڃ ثٍ ىٕز ډی آيٍوي، سىُب څٌر ډٚبٍٽز ىٍ ٍيوي سًڅیي ثبٙي. ٽىىيځبن اهشٞبٛ ىاىٌ ًٙى
 ;Holt,1995 $یبن ي َمبو٦ًٍ ٽٍ ثبُاٍ« . ٙبن ي ایىپٍ ٕبیَیه ایيٌ َبی آن َب ٍا ثذٌیَوي ٽٖت ډی ٽىىي ډَىڇ َیؼبن ُیبىی اُ ثٍ َڈ ٍیوشه  یټ ٽبلا، ٕبهشه ؿیِی ډىلَٞ ثٍ ٵَى، وٚبن ىاىن آن ثٍ ىيٕشبن»: ډی ځًیىي

Muniz&O‟Guinn,2001; Schouten&McAlexander,1995#  ٽٍ ثب َڈ یټ ٭لاٹٍ ډَٞٵی ډٚشَٻ ىاٍوي، َمـىیه اُ ایىپٍ ثوٚی اُ آن ػبډٮٍ ډَٞٵی ثبٙىي څٌر ډی ثَوي ٽىىيځبویإشيلاڃ ٽَىٌ اوي، ډَٞٳ 
$Humphreys&Grayson,2008.# 

当消费涉及工作，消费者与公司之间的联系比员工更有紧密，因此，消费者愿意接受价值链上的步骤，从而创造交换价值。他们使制造商在市场上更成功。这是交换价值的产物，是一个从

根本上不同于使用价值的生产过程。举个例子，弗沃科鞋公司要求客户提交在线设计以供参考(Tapscott&Williams, 2006)。关于这个问题，Thomke&Hippel’s (2002) 曾提及，“当企业将一项

基本任务——比如设计新产品——放手给客户时，双方的关系必须重新定义”。消费者的工作为公司创造了交换价值，因为为市场交换创造价值的过程从根本上不同于为消费创造个性化价

值的过程 (Humphreys & Grayson, 2008)。 

使用价值以产品为中心，而交换价值则以交换双方为中心。这表明，当消费者大量参与生产时，消费者对世界的“再化”可能很容易转变为消沉 (Ritzer, 1999; Humphreys & Grayson, 

2008)。我们经常看到，在消费者参与交换价值创造过程中，生产者和消费者似乎都很满意这么一点——消费者不应该被分配一部分的交换价值。相反，消费者参与产品开发过程所赚取的

价值，仅仅是对这一过程作出贡献所得到的乐趣。Tapscott& Williams (2006) 曾提到“人们努力创作产品，使其独特，并把它展示给他们的朋友，让朋友们接受他的创作，这可以使人们获得

巨大的乐趣”。几位市场营销学者(Holt, 1995; Muniz & O’Guinn, 2001; Schouten &McAlexander, 1995)认为因为共同消费兴趣而聚集在一起的消费者也会享受成为整个团体所创造的价值的

一部分(Humphreys &Grayson, 2008)。 

Consumption involves work, and consumers can feel more affiliated with companies than they do with employees, with this idea, consumers willingly agree to take over steps in the value chain which 

creates exchange value. They are helping manufacturers to be more successful in the market. This is the production of exchange value, which is a fundamentally different process than the production of use 

value. In many cases consumers help manufacturers to create exchange value. For instance, Fluevog shoes, company asks customers to submit on-line designs for consideration (Tapscott &Williams, 2006). 

Related to this Thomke & Hippel‟s (2002) mention that “when companies relinquish a fundamental task – such as designing a new product – to customers, the two parties must redefine their relationship.”, 

consumers perform work that creates exchange value for the company because the process of creating value for market exchange is fundamentally different from the process of creating personalized value 

for consumption (Humphreys & Grayson, 2008). The creation of use value is oriented towards the product, while the creation of exchange value is oriented towards others.This suggests that the 

„reenchantment‟ of the world through consumption can easily shift into disenchantment when consumers become heavily involved in production (Ritzer, 1999; Humphreys & Grayson, 2008). We often see 

consumers participate in the exchange value creation process, where both producers and consumers seem to be comfortable with the idea that consumers should not be allocated a part of the exchange 

value. Instead, the value that consumers earn as a result of participating in the product development process is simply the enjoyment of contributing to the process. As Tapscott & Williams (2006) 

mentioned „people get big thrills from hacking a product, making something unique, showing it to their friends, and having other people adopt their ideas‟, and as several marketing academics (Holt, 1995; 

Muniz & O‟Guinn, 2001; Schouten & McAlexander, 1995) have argued, consumers who band together around a common consumption interest also enjoy the value that comes from being part of a 

community (Humphreys &Grayson, 2008).  
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ٍ اوي څٌر ډی ثَوي ي َٙٽز َب ویِ سىُب وٺ٘ سُٖیڄ ٽىىيٌ ىٍ ایه ٍيوي ٍا ایٶبء ډی ٽىىي 29 اُ ًٕی ىیڂَ ډی سًان ٵَٟ ٽَى ٽٍ ډَٞٳ ٽىىيځبن اُ اٍُٙی ٽٍ . ثٍ و٪َ ډی ٍٕي ډَٞٳ ٽىىيځبن اُ ډَٞٳ ؿیَِبیی ٽٍ هًىٙبن ٕبهش
ٍ ىاٍی « سًَٝٳ ٽىىيٌ» ىٍ َمیه ٍإشب ویِ ثٮ٢ی ډىشٺيان ٵََىڂی إشيلاڃ ٽَىٌ اوي ٽٍ . ثَای َٙٽز َب ایؼبى ٽَىٌ اوي ي ىٍآډيی ٽٍ ىٍ ٹجبڃ آن ىٍیبٵز ومی ٽىىي، وبآځبٌ َٖشىي ٙیًٌ ای إز سب ډَٞٳ ٽىىيځبن ٽمشَ اُ َٕډبی

ٍ ىاٍی َٙیټ ٕبُى  ٍ  ثبٙىي، آوبن ٍا ىٍٕیٖشڈ َٕډبی اوشٺبى ٽىىي، ډَٞٳ ٽىىيځبن ٍا آٍاڇ ٕبُى ي ثب ىاىن ایه اػبٌُ ٽٍ آن َب ثٍ ٥ًٍ ٽبډڄ ىٍ ثَهی اُ ٵٮبڅیز َبی اٹشٞبىی اٝچی َٙٽز َمپبٍی ىاٙش
(Horkheimer&Adorno,1944/1997) . َایه ډىشٺي إشيلاڃ ٽَىٌ إز ٽٍ سمبیِ ډیبن اٍُٗ ډجبىڅٍ ي اٍُٗ ډَٞٳ هًى یټ ډلًٞڃ ډيٍویشٍ إز ي ٍَبٕبُی ياٹٮی ډَٞٳ ٽىىيٌ سىُب اُ ٥َیٸ څٲً ایه سمبیِ اډپبن دٌی

 .(Humphreys&Grayson,2008)إز 
ٍ ای ثب ٽبلایی اُ و٫ً ىیڂَ ٹَاٍ ىاىٌ ډی  ًٙى، اٍُٗ وٖجی آن إز « اٍُٗ ډجبىڅٍ»ثٍ ایه سَسیت  ثَای ډظبڃ اٍُٗ ډجبىڅٍ یټ ث٦َی ٍيٱه ُیشًن ډمپه  . (Marx,1867)یټ ډلًٞڃ، ُډبوی ٽٍ ىٍ یټ ٍاث٦ٍ اٍُٙی ي ډجبىڅ
ثىبثَایه ایىؼب ٍيٱه ُیشًن ي ثَوغ ىٍ ًٍٝسی ٽٍ ثٍ ٥ًٍ ډًٵٺیز .  و٪َی إز ُیَا ثیبن ٽىىيٌ ٍاث٦ٍ یټ ٽبلا ثب سمبڇ ٽبلاَبی ىیڂَ ډًػًى ىٍ ثبُاٍ ډی ثبٙيهلاٍٝ ٕبُیاٍُٗ ډجبىڅٍ یټ .  ٽیچًځَڇ ثَوغ ثبٙي3إز ډٮبىڃ 

اٍُٗ ډَٞٳ ثَای یټ ٵَى ُډبوی إز ٽٍ یټ ډلًٞڃ ثٍ ٥ًٍ ډٖشٺیڈ هًإشٍ اي ٍا ا١ٍبء ٽىي؛ .  َمـىیه ثٍ اٍُٗ ډَٞٳ اٙبٌٍ ىاٍىMarx. آډیِی ىٍ ثَاثَ ىٍیبٵز دًڃ یپٖبوی ثٍ ٵَيٗ ثَٕىي، اٍُٗ ډجبىڅٍ یپٖبوی ىاٍوي
ثٍ . اُ څلب٧ ډٶًُډی اٍُٗ ډجبىڅٍ یټ ٙی ډٖشٺڄ اُ اٍُٗ ډَٞٳ آن إز. (Marx,1867)ثىبثَایه اٍُٗ ډَٞٳ سىُب ُډبن إشٶبىٌ ي ډَٞٳ ثٍ ياٹٮیز سجيیڄ ډی ًٙى . اډب اٍُٗ ډجبىڅٍ سىُب ىٍ ُډبن ٵَيٗ سلٺٸ ډی یبثي

ىٍ ډٺبثڄ ؿیِی ٽٍ ثب ٹیمز ثبلا ىٍ ثبُاٍ هَیياٍی ډی ًٙى ډمپه . ثَای ٝبكت آن ډٶیي إز ډمپه إز ثَای ٵَى ىیڂَی ثی ٵبیيٌ ثبٙي ي ىٍ وشیؼٍ اٍُٗ ډَٞٳ آن ثبلا اډب اٍُٗ ډجبىڅٍ آن ٝٶَ ثبٙي ٭ىًان ډظبڃ ؿیِی ٽٍ
ٍ  إز ٽٍ ىٍَبی اكشمبلار ٍا ثٍ ٍيی یټ ثبُاٍ ډی ځٚبیي. إز اٍُٗ ډَٞٳ ٽمی ثَای ٽٖی ٽٍ آن ٍا ثٍ ٵَيٗ ډی ٍٕبوي ىاٙشٍ ثبٙي  .َمیه إشٺلاڃ اٍُٗ ي ډَٞٳ ي اٍُٗ ډجبىڅ

消费者视乎很喜欢购买自己设计的商品，在这个过程中，企业只是担当推动者。从另一方面来看，有些人可能认为，消费者并没有意识到他们为企业创造的价值和收入。为了进一步说明这

一点，一些文化批判人士可能会认为，产销合一是一种通过让他们充分地参与一些核心经济活动来降低消费者对资本主义的批判，安抚消费者，在资本主义体系中共谋发展的方式

(Horkheimer&Adorno, 1944/1997)。这些人士认为，交换价值和使用价值之间的区别在于现代性的产物本身，真正的消费者解放只有通过废除这种区别才能实现 (Humphreys & Grayson, 

2008)。 

然后，产品的“交换价值”具有相对性，在与另一种商品产生价值或交换关系时，它就具备了另一种交换价值(Marx, 1867)。 举个例子，一瓶橄榄油的交换价值可能相当于 3 公斤大米，交换

价值是一种抽象的理论，因为它代表了商品与市场上所有其他商品的关系，所以这里的橄榄油和大米的交换价值是相同的，如果它们以同样的价格成功出售。Marx 也提到了使用价值。使

用价值的存在一定程度上是因为用户需要这一产品满足自己的需求。但交换价值只有在买卖时才会存在，使用价值只在使用或消耗产品时才存在(Marx, 1867)。 从概念上来说，一件物品的

交换值与它的使用价值无关。例如，对物品的所有者有用的东西可能对其他任何人都是无用的，所以该物品拥有高的使用价值，但是交换价值为零。再者说，在市场上高价购买的东西对卖

它的人来说可能没有什么价值。正是这种使用价值和交换价值的独立性，为市场存在的可能性打开了大门。 

Consumers seem to love consuming things they make, and companies simply act as a facilitator in the process. On the other hand, one might take the position that consumers aren‟t aware of the value they 

themselves generate for companies, revenue that they do not receive. To further this point, some cultural critics might argue that prosumption is a way to make consumers less critical of capitalism, 

pacifying consumers and gaining their complicity in the capitalist system by allowing them to more fully participate in some of its core economic activities (Horkheimer & Adorno, 1944/1997). This 

critique would argue that the distinction between exchange value and use value is itself a product of modernity and that true consumer emancipation is possible only through the abolishment of this 

distinction (Humphreys & Grayson, 2008). 

 

Then the „exchange value‟ of a product is its relative worth „when placed in a value or exchange relation with another commodity is of a different kind‟ (Marx, 1867). For example, the exchange value of a 

bottle of olive oil might be equivalent to 3 Kg rice. Exchange value is a theoretical abstraction because it represents a commodity‟s relationship with all other commodities available in the market so here 

the olive oil and rice have the same exchange value if they are successfully sold for the same amount of money. Marx also refers to „use value‟. Use value exists for a person to the extent that a product 

„directly satisfies his wants; but exchange value is realized only at the point of sale, use value becomes a reality only by use or consumption (Marx, 1867). Conceptually, an object‟s exchange value is 

independent of its use value. For instance, something that is useful to its owner may be useless to anyone else, resulting in a high use value but an exchange value of zero. Alternatively, something that is 

purchased for a high price in the market may have little use value to the person who sold it. It is this independence of use value and exchange value that opens the door to the possibility of a market.  
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ٍ َبٕز ٽٍ ٽبٍډىياوٚبن ٍا اُ ډیبن Tupperware ي Amwayاډَيٌُ َٙٽز َب ىٍٻ ډی ٽىىي ٽٍ ډٚشَیبن ډی سًاوىي ډىج٬ ثبڅٺًٌ ای ثَای ٽبٍډىيان هًة ثبٙىي، َٙٽز َبی ٵَيٗ ډٖشٺیڈ ډبوىي   ىَ
 ٙبن ىٍ ٍيوي سًڅیي اٍُٗ ډجبىڅٍ دًڃ ىٍیبٵز ډی ٽىىي، ایه اډَ ثب٭ض ډی ًٙى ٽٍ سٶبيسی ثب ٽبٍٽىبن ډًٹز  ثٍ و٪َ ډب، ُډبوی  ٽٍ ډَٞٳ ٽىىيځبن ثَای ډٚبٍٽز. ډَٞٳ ٽىىيځبن ٙبن إشوياڇ ډی ٽىىي

ٍ َبی ػمٮی ي ٕبُډبن َبی هیَیٍ ډی ًٙوي ىٍ وُبیز . وياٙشٍ ثبٙىي، ىٍ ډٺبثڄ ثٖیبٍی اُ ٕبُډبن َب ویِ َٖشىي ٽٍ اُ ویَيی ىاي٥چت ٍایڂبن ثٌَُ ډی ثَوي ٽٍ ٙبډڄ ٽمذیه َبی ٕیبٕی، ثیمبٍٕشبن َب، ٍٕبو
هبٛ َٝٳ ډی ٽىىي ٽٍ ایه سىُب ډلييى ثٍ ډظبڃ ثُياٙز ىٍډبن َٕيیٔ ىٍ ډلڄ یټ اٍائٍ ىَىيٌ ٍا َٝٳ ٙيٌ ىٍ یټ ٕبُډبن، ثٖیبٍی اُ ډٚشَیبن ډير ُډبوی ٥ًلاوی ، ډٺياٍ ُډبن  ُډبویو٪َ اُایىپٍ 

ىٍ ډٺبثڄ ثٮ٢ی اُ . ٽٍ ىٍ ثبلا ًٽَ ٙي ومی ًٙى، ثچپٍ ىاوٚؼًیبن ي ډٚشَیبن َشڄ ثب اٹبډز ٥ًلاوی ویِ ٽٍ ثٍ هب٥َ ٹَاٍىاى ٽبٍی ویبُ ىاٍوي ډبٌ َب ىٍ یټ ډپبن ٕپًوز ٽىىي ػِء ایه ىٕشٍ َٖشىي
، ایه (Morrison,2007)وبډیيٌ ډی ًٙوي « ٽًؽ ٽىىيځبن یٺٍ ٕٶیي« »white-collar nomads»ٵَيٙىيځبن ٕیبٍ ُډبن ثیٚشَی ٍا ىٍ ػبىٌ َب َٝٳ ډی ٽىىي سب ىٍ ىٵشَ ډَٽِی َٙٽز ي ثٍ ا٦ٝلاف 

 #.Humphreys&Grayson,2008$ٙبن ىٍ اٍسجب٣ ٽبٍی ثبٙىي   ډوشچٴ ٍا ثٍ ياٹٮیز ثذیًويوي ي َمِډبن ویِ اُ ٥َیٸ ایىشَوز ثب ٽبٍٵَډبیبن  َبیاٵَاى ډی سًاوىي ٍيیبی ٕٶَ ٽَىن ثٍ ډپبن
 

ثٍ كًڃ ډلًٍ « َڈ آٵَیىی»، َٙٽز َب آُاىی ثٍ ډَٞٳ ٽىىيځبن ا٭٦بء ډی ٽىىي ُیَا إشوياڇ ډَٞٳ  ٽىىيځبن ىٍ ٍياث٤ سًڅیيی «سًَٝٳ ٽىىيٌ»  اُ (2008) ي َمپبٍاو٘ Zwickثَإبٓ سٮَیٴ 
ٍ َبی ډٚشَیبن ثب آُاىی ٵَىی ډی ؿَهي ثىبثَایه ډٚپڄ سلمیڄ ٽَىن ډی سًاوي اُ ٥َیٸ اوجًٌ ُىایی ي ثب ىٍځیَ ٽَىن ٽبٍثَان ثَای ډٚوٜ ٽَىن ډىبٵ٬ آوُب ي ٕٶبٍٙی ٽَىن ډلشًا كڄ . او٦جبٷ هًإش

اوجًٌ ُىایی ثبُاٍ . ىٍ آیىيٌ اُ آوؼبیی ٽٍ دیَٚٵز َبی ٵه آيٍی ىٍ سًڅیي ي ٭چًڇ ا٥لا٭بر، ایؼبى اٙپبڃ ٕٶبٍٙی ٍا ډمپه هًاَىي ٕبهز، ٙوٞی ٕبُی ثَای ٥َاكی ډلًٞڃ ١َيٍی هًاَي ٙي. ًٙى
 .ٍٹبثشی اډَيُ، ٥َاكبن ٍا ياىاٍ ثٍ اٍائٍ ثٖیبٍی اُ ډلًٞلار ٕٶبٍٙی ثٍ ػبی سلمیڄ ٽَىن یټ ٙپڄ طبثز ٕبهشٍ إز

现在的公司都意识到，客户是能够成为优秀员工的潜在来源，像安利(Amway)和特百惠(Tupperware)这样的直销公司已经在他们的消费者群体中招募员工几十年了。在

我们看来，当消费者在参与交换价值创造过程中得到报酬，他们和临时雇员没有什么不同。相反，许多组织受益于免费的志愿者力量，包括政治活动，医院，公共媒体

和慈善组织。最后，从花在组织上的时间这一角度来说，许多客户不仅在特定的供应商处花费很长时间（不仅仅是上面提到的医疗保健例子），而且大学生和酒店续住

客户的合约工作要求他们呆在一个酒店好几个月。相比之下，一些旅游销售人员在路上花费的时间比在公司总部的时间要多，这些所谓的“白领流浪者” (Morrison, 2007) 

可以通过网络在工作之余实现旅游的梦想(Humphreys & Grayson, 2008)。 

在 Zwick et al. (2008)对产销者定义中，企业会给予消费者自由，因为理论上， 消费者能够被招聘，并进入到产品共同创造这一过程中的前提是消费者个人自由这一需

求得以满足。因此， 通过吸引用户参与，根据各自特殊的兴趣，定制相关内容等多元化措施，“设计专制”的问题得以解决。在未来，由于制造和信息科学在技术上的进

步使得定制的形式成为可能，个性化将成为产品设计的关键。现今竞争激烈的市场向多元化发展，迫使设计师提供许多自定义的产品而不是指定固定的形式。 

These day‟s companies fathom that the customers can be a potential source for good employees, direct-selling companies like Amway and Tupperware have been recruiting employees from their pool of 

consumers for decades. In our view, when consumers are paid for their participation in the exchange value creation process, it makes them no different from temporary employees Conversely, many 

organizations benefit from a volunteer force that is free. These include political campaigns, hospitals, public media, and charity organizations. Lastly, on the dimension of time spent at the organization, 

many customers spend long periods of time on location at a particular provider not just the healthcare examples mentioned above, but also college students and „extended stay‟ hotel customers whose 

contract work requires them to stay at a hotel for months at a time. In contrast, some traveling salespeople spend more time on the road than at company headquarters, and the so-called „white-collar 

nomads‟ (Morrison, 2007) are able to fulfill their travel dreams while still working with their employers via the Internet (Humphreys & Grayson, 2008). 

 

In Zwick et al. (2008) definition of prosumption, companies are granting freedom to consumers, since the ideological recruitment of consumers into productive co-creation relationships hinges on 

accommodating consumers‟ desire for individual freedom. Therefore the problem of dictating can be solved by demassification by engaging users‟ participation to specify their interests and customize the 

content. In the future, since technological advances in manufacturing and information sciences have made it possible to create customized form, personalization will become essential for product design. 

The demassification of today‟s competitive market have forced designers to offer many customized products instead of dictating a fixed form.   
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ډىشٺڄ ٽىیڈ ٽٍ اطَار ډىٶی ثَ ًٕى آن َب وياٙشٍ ثبٙي؟ سًڅیي ٽىىيځبن وجبیي اُ سٲییَ ثشَٕىي، ُیَا ََ  #ثب آُاىی ٵَىی$ؿڂًوٍ سًڅیيٽىىيځبن ٍا اُ ػبډٮٍ ډيٍن ثٍ ػبډٮٍ دٖز ډيٍن : ًٕاڃ ىیڂَی ٽٍ ډ٦َف ډی ًٙى ایه إز 31
« ٽبٍٽىبن ډًٹشی» ثَ ایه ثبيٍوي ُډبوی ٽٍ َٙٽز َب ىهیڄ ثبٙىي، سًَٝٳ ٽىىيٌ سىُب ایؼبى ٽىىيٌ Humphreys & Grayson  (2008)، وياٍىسٲییَی ډٚپلار هًىٗ ٍا ىاٍى، اډب ىٍ ایىؼب ډٮ٢ڄ اٹشٞبىی َیؾ سٲییَی 

ٍ ىاٍی ایؼبى ومی ٽىي  #.Ritzer&Jurgenson, 2010$ ثبُاٍ ثشَٕىي ًٕى، اُ  (Ritzer,2014)َٙٽز َب وجبیي ثَای ٭جًٍ اُ ػبډٮٍ ډيٍن ثٍ ػبډٮٍ دٖز ډيٍن. إز ٽٍ َیؾ سٲییَی إبٕی ىٍ و٪بڇ َٕډبی
Ritzer ٌَمـىیه ثب ایي Marxثٌَُ ثَىاٍی ثیٚشَ ثٍ ٥ًٍ ډٮمًڃ كياٹڄ اُ ىیيځبٌ :  ډًاٵٸ إز ٽٍ ډی ځًیيMarxاٍُٗ »ایه ډىج٬ ايڅیٍ .  ، ثٍ ډٮىبی دَىاهز ثٍ ٽبٍځَان ٽمشَ اُ اٍُٗ آن ؿیِی إز ٽٍ سًڅیي ډی ٽىىي

ٍ ىاٍان إز إز ي ثٍ څلب٧ ډشٮبٍٳ« ډبُاى ٍ ىاٍان ثب يػًىی ٽٍ ًٕى ُیبىی اُ ٍاث٦ٍ ثب سًَٝٳ ٽىىيځبن ثٍ ىٕز ډی آيٍوي ثب ایه كبڃ ؿیِی ثٍ آن َب دَىاهز ومی ٽىىي.  سَ، ًٕى ثَای َٕډبی . ثب ایه كبڃ ىٍ ثٖیبٍی اُ ډًاٍى َٕډبی
  . دَىاهز ٽىىي، ىٍ ٭ًٟ َیؾ ؿیِی ثٍ سًَٝٳ ٽىىيځبن ومی ىَىي ډجچٰ وبؿیِیىٍ ياٹ٬، ډی سًان إشيلاڃ ٽَى ٽٍ آوُب ًٕى ثٖیبٍ ثیٚشَی ثٍ ىٕز ډی آيٍوي ُیَا ثٍ ػبی ایىپٍ آوُب ډبوىي ځٌٙشٍ ثٍ ٽبٍځَان

又一个问题出现，那就是如何让制造商在利益不受影响的情况下从现代社会转变到充满个人自由的后现代社会。生产型企业不应该害怕改变，虽然每一种改变都是困难的，但是经济问题却

一直存在，从未改变。Humphreys & Grayson (2008)相信当企业参与进来，产销合一只是增加了一个”临时员工“，这对资本主义本身没有根本性变化。公司在从现代社会转变到后现代社会

(Ritzer, 2014) 的过程中，不应该害怕市场效益的流失(Ritzer&Jurgenson, 2010) 。 

Ritzer 对 Marx 的一个观点表示赞同——剥削是最典型的思想，至少从马克思主义的角度来看是这样，企业付给工人的薪水比他们生产的价值低。这是“剩余价值”的基本来源， 更传统的说

法就是资本家的利润。 然而，在大多数情况下，这样的安排使产销者得不到任何报酬，而资本家却可以获得巨大利润。事实上，我们可以这样认为，资本家将赚取更大的利润，因为他们不

像平时那样付给工人微薄的工资，他们不需要付任何工钱给产销者。 

 

 

 

Another question arises, as to how to pass the manufacturers from the modern society to enter the post-modern society (with individual freedom) with no 

negative effect on their benefit?  Manufactures must not afraid of change , since every change has its difficulty, but here the economic issue does not have 

any change, Humphreys & Grayson (2008) believe when corporations are involved, prosumption is just the creation of „temporary employees‟ which 

shows there is no fundamental change in capitalism. Companies should not be afraid of market benefits (Ritzer & Jurgenson, 2010) in passing, from a 

modern to postmodern society (Ritzer, 2014).  

 

Ritzer also agrees with this idea of Marx that, “Exploitation is most typically thought of, at least from a Marxian perspective, in terms of paying the 

workers less than the value of what they produce. This is the basic source of „surplus value‟ and, in more conventional terms, of profit for the capitalists. 

However, in most cases prosumers are paid nothing by the capitalists who profit enormously from this arrangement. In fact, it could be argued that they earn 

far greater profits because instead of the pittance normally paid to workers, they pay the prosumer nothing at all.”  
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ٍ ای»ثب ایه كبڃ ثَهی ىیڂَ اُ ایه ا٦ٝلاف ثَای سَٽیت ډٮبوی . إز« ډَٞٳ ٽىىيٌ»ي « سًڅیي ٽىىيٌ»ٽٍ اډَيٌُ ىٍ ٥َاكی إشٶبىٌ ډی ًٙى ٙبډڄ ډٮىبی ىي ٽچمٍ « سًَٝٳ ٽىىيٌ » ياٌّ  ي  « كَٵ
ىاٍى،  #ډظلا یټ ىيٍثیه ٭پبٕی$یب ٭مچپَى ثبلا اُ یټ ډلًٞڃ ٍا / ىٍ ډٮىبی ىيڇ، ایه ياٌّ ثَای اٙبٌٍ ثٍ یټ ٽبٍثَ هجٌَ إشٶبىٌ ٙيٌ ٽٍ اوش٪بٍ يیْځی َبی دیَٚٵشٍ ي. إشٶبىٌ ډی ٽىىي« ډَٞٳ  ٽىىيٌ»

ىٍ ََ ىي  #ثَای ډظبڃ یټ ىٕشیبٍ ىیؼیشبڃ ٙوٞی$ ایه ياٌّ َمـىیه ثَای ٙوٞی إشٶبىٌ ډی ًٙى ٽٍ ډلًٞڅی ٍا #.Kirsner,2005 $اډب اُ ډلًٞڃ إبٕب ثَای اَياٳ سؼبٍی إشٶبىٌ ومی ٽىي
 #.Middleton,2007$ٍإشبی ٙوٞی ي ٽبٍی ثٍ ٽبٍ ډی ځیَى 

 
ډَٞٳ ثٍ ایه ياٹٮیز ٍٕیيٌ ٽٍ / سًڅیي و٪َ دٖز ډيٍن اُ وٺ٦ٍڅییټ ثٍَٕی ډٮمً. (Ramirez,1999) سب ٽىًن ًٕالار ثٖیبٍی ىٍ اٍسجب٣ ثب سمبیِ ډیبن سًڅیي ي ډَٞٳ دَٕیيٌ اوي 18ډلٺٺبن اُ ٹَن 

آن َب إشيلاڃ ٽَىٌ اوي ٽٍ ایه ایؼبى ًَیز یټ ٍيوي سًڅیيی إز ٽٍ ثٍ ػبی ایىپٍ . Baudrillard et al.,1976#$ډَٞٳ ٽىىيځبن اُ ََ آوـٍ ډی هَوي ثَای ٕبهز ًَیز هًى إشٶبىٌ ډی ٽىىي 
 .اٍُٗ ٍا اُ ثیه ثجَى، آن ٍا ایؼبى ډی ٽىي

 
 #.Bagozzi,1975$ٍاث٦ٍ ډَٞٳ ٽىىيٌ ي سًڅیي ٽىىيٌ ثٍ ٭ىًان یټ ٍاث٦ٍ ډجبىڅٍ ٽٍ ىٍ آن ََ یټ اُ ٥َٵیه ثَای ىیڂَی وً٭ی اٍُٗ ایؼبى ډی ٽىي، سًٍٞ ٙيٌ إز 

ډَٞٳ یټ ٵَآیىي سًڅیيی إز ُیَا ًَیز ډَٞٳ  ٽىىيٌ ي هًى اي اُ . (Firat et al.,1996)، ډَٞٳ ٙپچی اُ سًڅیي إز، ُیَا ًاسب یټ ٵَایىي سجيیچی ډی ثبٙي Curtain & Gaither (2005)اُ و٪َ 
 #.Firat&Venkatesh,1993; Humphreys&Grayson,2008$٥َیٸ ډَٞٳ، سًڅیي ي ثبُسًڅیي ٙيٌ  إز، ي ثىبثَایه سًڅیي ىٍ ٥ًڃ څل٪بر ډَٞٳ اىاډٍ ډی یبثي 

“产销者”这一词用于日常设计中，它结合了“生产者”和“消费者”的概念。然而，也有一些人认为这个词是结合了“专业人士”和“消费者”的概念。在第二种意义上，它被用

来形容一个专家用户，他要求高级，高性能的功能（比如，相机），他们生产的产品将不被用于商业目的 (Kirsner, 2005)。 它也用来形容个人（比如，个人数码助

理），所用产品用于商业目的和实用目的(Middleton, 2007)。 

18 世纪以来，研究人员就生产和消费之间的区别提出了许多问题(Ramirez, 1999)。对生产或消费的一种常见的后现代评论表明，消费者用他们购买的东西来体现他们

的身份 (Baudrillard et al. , 1976)。 因此他们认为，这种身份创造是一个创造价值而不是破坏价值的生产过程。 

消费者和生产者的关系被认为是一种交换关系，每一方会为另一方创造价值(Bagozzi, 1975)。 

在 Curtain 和 Gaither’s (2005)看来，消费是生产的一种形式，因为它们之间存在天然的转化过程 (Firat et al., 1996)。 消费是一种生产过程，因为消费者的身份和自我

是通过消费产生和复制的，因此在消费的时候生产仍在继续(Firat&Venkatesh, 1993; Humphreys  & Grayson, 2008)。 

The term used everyday in design, „prosumer‟ combines the meanings of „producer‟ and „consumer‟. However, others used the term to combine the meanings of „professionals‟ and „consumer‟. In the 

second sense, it has been used to refer to an expert user who demands advanced and/or high-performance features (e.g., from a camera), but who does not use the product mainly for business purposes 

(Kirsner, 2005). It has also been used to refer to an individual who uses a product (e.g., a personal digital assistant) for both business and personal uses (Middleton, 2007). 

Many questions concerning the distinction between production and consumption have been asked by researchers since 18 th century (Ramirez, 1999). A common postmodern review of the 

production/consumption point to the fact that consumers use whatever they purchase to construct their identities (Baudrillard et al., 1976). This identity creation, they argue, is thus a productive process that 

creates value rather than destroying it. 

 

The consumer and producer relationship has been conceived of as an exchange relationship where each party create one kind of value for another (Bagozzi, 1975). 

In Curtain & Gaither‟s (2005) opinion, consumption is a form of production because it is an inherently transforming process (Firat et al., 1996). Consumption is a productive process because the consumer‟s 

identity and self are produced and reproduced via consumption, and therefore production continues during the moments of consumption (Firat & Venkatesh, 1993; Humphreys  & Grayson, 2008). 
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ثَای .  آوُب اٍائٍ ډی ىَىيٍا ثٍډَٞٳ  ٽىىيځبن ٽبلاَب ٍا ډی هَوي ُیَا ایه اٙیبء هيډبر ډًٍى ویبُ . ،  ډٶًُڇ ٽبلاَب ٍا ثٍ ٭ىًان هيډبسی ثٍ ٙپچی ٽمی ډشٶبير ٭ىًان ٽَىٌ اويVargo&Lusch (2004) اُ و٪َ ٥َاكی هيډبر  33
ثب ایه كبڃ، ډَٞٳ  ٽىىيځبن ویِ اٍائٍ ىَىيٌ هيډبر َٖشىي ي ثَای ایه هيډبر آن َب ثبیي ا٭مبڅی ؿًن وڂُياٍی، سٮمیَ ي ٕبُځبٍٕبُی اثِاٍَبی اڅپشَیپی ٍا ثب . ډظبڃ آن َب لاډخ ډی هَوي ُیَا ویبُ ثٍ هيډبر وًٍىَی ىاٍوي

ډٚشَی َمِډبن ٽٍ ډلًٞڃ ٍا ډَٞٳ ډی ٽىي ي ىٍ ٍيوي سًڅیي .  سًڅیي َمَاٌ ٙيٌ ثب ایؼبى اٍُٗ َٖشىي ثٍ ػبی إشٶبىٌ ډ٦چٸ اُ ډلًٞڃٙپچی اُ ٽٍ ،ویبُډىيی  َبی ډىلَٞ ثٍ ٵَى هًى، ي١ٮیز إشٶبىٌ ي ٍٵشبٍَب اوؼبڇ ىَىي
ٓ ًٙیی ٍیوشٍ ًٙى ي . َمـىبن ثَای اوؼبڇ ثٮ٢ی اُ ٵٮبڅیز َب ثٍ اي ویبُ إز. اٍُٗ ویِ ياٍى ٙيٌ، اُ ُډبن هَیي ډلًٞڃ ثٍ هبڅٸ اٍُٗ سجيیڄ ډی ًٙى ٓ ًٙیی ثبیي ثٍ ىاهڄ ډبٙیه څجب یټ اسًډجیڄ ثبیي ٍاويٌ ًٙى ي دًىٍ څجب

ٓ َب ثبیي اُ ډبٙیه څجبٓ ًٙیی هبٍع ًٙوي  ىٍ ایه ُډیىٍ ډَٞٳ ٽىىيځبن وٍ سىُب ىٍ دبیبن ٍيوي، اٍُٗ ا١بٵٍ ډی ٽىىي، ثچپٍ   #.Humphreys&Grayson,2008$َمـىیه دٔ اُ دبیبن ٖٙشًٚ ي ٙىیيٌ ٙين ُوڀ دبیبن، څجب
ٽٍ  ایه و٫ً ٵٮبڅیز وٍ سىُب َڈ آٵَیىی ډلًٖة ډی ًٙى، ثچپٍ سًڅیي ډٚشَٻ ثیٚشَ ویِ ډی ثبٙي، ؿَا. Lusch et al.,2007#$ ٽبٍ ٍایڂبن ثَای َٙٽز ویِ َٖشىي، َمپبٍاوی ٽٍ ىٍ هچٸ اٍُٗ ډٚبٍٽز ىاٍوي ویَيیآن َب 

اډَيٌُ َٙٽز َبی ثیٚشَی ٽبٍثَان ډلًٞڃ ٍا ثٍ ډٚبٍٽز ىٍ ٵَآیىي سًڅیي ډٚشَٻ سًٚیٸ ډی ٽىىي ي َمبو٦ًٍ ٽٍ ثٍ دی٘ ډی ٍيیڈ سمبیِ ډیبن ډَٞٳ ٽىىيځبن ي . Auh et al.,2007#$ډٚشَیبن َٙیپبن ٵٮبڅی ىٍ سًڅیي َٖشىي 
ډَاػٮبن ثٍ ثیمبٍٕشبن اٱچت . ىٍ يیپیذیيیب سٺَیجب سمبډی ٵٮبڅیز َبی سلٺیٸ ي سًٕٮٍ س٤ًٕ ډٚشَیبن آولایه اوؼبڇ ډی ًٙى. اډَيُ ډب ډی ثیىیڈ ٽٍ ډٚشَیبن ثیٚشَ ىٍ ٍيوي سًڅیي َمپبٍی ىاٍوي .سًڅیيٽىىيځبن ٕوز سَ ډی ًٙى

ٗ َبی ډبڅی، ثٖیبٍی اُ ٕبُډبن َب ػًایِ ډبڅی ٹبثڄ سًػُی ثٍ ثُشَیه ډٚشَیبن. وٖجز ثٍ ٽبٍٽىبن هًى ثیمبٍٕشبن ُډبن ثیٚشَی ٍا ىٍ ډلڄ ٕذَی ډی ٽىىي  ٙبن دَىاهز ډی ٽىىي ٽٍ ىاٍای اٍُٗ ډبڅی ؿٚمڂیَی  ىٍ ثٮي دبىا
اٱچت ثیٚشَ ثَای سبٽیي ثَ ثيا٭ز ىٍهًإز اُ اٵَاى ثَای ایٶبی وٺ٘ ډَٞٳ ٽىىيٌ « سًَٝٳ ٽىىيٌ»ياٌّ . Nadeau,2006#$ثىبثَایه ډٚشَیبوی ٽٍ ىٍ ٥َاكی ډلًٞڃ ٽمټ ډی ٽىىي ثوٚی اُ اوٺلاة ٕبُويځی َٖشىي  .َٖشىي

 ٕبڃ ىاٍى، اډب ثٍ ٍإشی ىٍ كبڃ كب١َ ٕبُډبن 1000ځَؿٍ ایه ٍیٍٚ ىٍ ٵََىڀ ثبٕشبوی ؿیىی ډشٮچٸ ثٍ ٕچٖچٍ سبوڀ ثب ٹيډز ثی٘ اُ . Kotler,1986; Tapscott&Williams,2006#$ي سًڅیي ٽىىيٌ ثٍ ٽبٍ ډی ٍيى 
 #.Humphreys&Grayson,2008$اٹشٞبىی اُ ډِایبی آن ثیٚشَ اُ ٥َیٸ ایه سٲییَ إبٕی اډَيُی ثٌَُ ډی ثَى 

从设计服务角度来看，Vargo&Lusch (2004)从稍微不同的形式上将商品概念化为服务， 消费者购买商品是因为这些物品提供了大量需要的服务。例如，他们购买灯泡是因为他们需要照明

服务。然而， 消费者也是服务提供者，对于这些服务，他们必须做一些事情，比如维护、维修和调整电子设备，以满足他们独特的需求、使用情况和一些与创造价值相结合的不仅仅是使用

这一产品的行为。当消费者继续消费过程和创造价值过程时，他们就成为了价值的共同创造者，因为在完成购买之后，他们仍需要进行一系列活动。汽车必须被驱动才能开动，洗衣机洗衣

服必须添加清洁粉，且当闹钟响了，衣服要必须被拿走(Humphreys & Grayson, 2008)。在这些情况下，消费者不只是在过程结束时增加价值;他们是公司的免费员工资源，是一个共同创造

价值的合作伙伴(Lusch et al., 2007)。 这种活动不仅是共同创造，而且更多的是共同生产，因为客户是生产中的积极参与者 (Auh et al., 2007)。现在越来越多的公司鼓励用户参与到产品生

产中，而且随着时间的发展，消费者和生产者之前将很难区分。今天我们看到的是客户在增加生产上的贡献，在维基百科中，几乎所有的研究和开发活动都是通过在线客户完成的；医院的

客户往往比员工花更多的时间在组织管理中。在资金奖励的方面，许多组织都会给最好的员工发放一定的资金奖励，这是明显的货币价值。 

因此，帮助产品设计的客户是创造者革命的一部分 (Nadeau, 2006)。产销者这一词更多的用于强调新颖性，表达个体作为消费者和生产者两种角色(Kotler, 1986; Tapscott& Williams, 

2006)。 虽然它起源于中国古代文化的唐朝，长达一千多年，但现在经济组织通过这种基本的变化可以得到很多好处 (Humphreys  & Grayson , 2008)。 

From the viewpoint of service design Vargo & Lusch (2004) conceptualizes goods as services in a slightly different form; consumers purchase goods because these objects provide a much needed service. For example, 

they buy light bulbs because they need the service of illumination. However, consumers are service providers too and for these services they must do something such as maintaining, repairing, and adapting the 

electrical device to their unique needs, usage situation, and behaviors which is production combined with creation of value rather than using this product. The customer while continuing the consumption, and value 

creation process becomes the co-creators of value since after making a purchase, he/she is still required to undertake a series of activities. An automobile must be driven, and in a washing machine cleaning powder 

must be added, cloths need to taken off after washing once the alarm takes off (Humphreys & Grayson, 2008). 

In these contexts, consumers do not just add value at the end of the process; they are free employee resources for the firm, a collaborative partner who cocreate value (Lusch et al., 2007). Then this kind of activity is 

not only co-creation but more co-production, as customers are active participants in the production (Auh et al., 2007). Now, more companies encourage product users to participate in the process of co-production, and 

as we go ahead it becomes difficult to distinguish between consumers and producers. 

Today we see that customers are contributing in the production more, at Wikipedia, nearly all of the research and development activity is done by an on-line customers; clients at hospitals often spend more time on 

location at the organization than employees. On the dimension of financial rewards, many organizations pay their best customers with monetary rewards that have significant monetary value.  

Therefore customers who help with product design are part of the creator revolution (Nadeau, 2006).  The word „prosumer‟ is more often used to emphasize the novelty of asking individuals to play the role of 

consumer and producer (Kotler, 1986; Tapscott & Williams, 2006). Although it has rooted in Chinese ancient culture belonging to the Tang dynasty for more than 1000 years, but indeed presently economic 

organization uses its benefits more through this fundamental change today (Humphreys  & Grayson , 2008). 
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ٍ َبی هًىٗ ډی هَى اډب . ډب ثٍ ٍاكشی ډی سًاویڈ ایه ثو٘ ٍا اُ ٥َیٸ یټ ډظبڃ آٱبُ ٽىیڈ ثىبثَایه ثَای .  ٽىيٍا١یٍا   ومی سًاوي ا٭٢بی هبوًاىٌ ٥َف هًىٍيىٍ یټ هبوًاىٌ ديٍ هًىٍي ٍا ثَ إبٓ هًإش
ٍ َبی آن َب سلمیڄ ٽىىي ٍ َبی ډَٞٳ ٽىىيځبن ٍا اُ ٥َیٸ یټ ٥َاكی طبثز ثيين ٵپَ ٽَىن ثٍ هًإش  .َٙٽز َب ىًٙاٍ إز ٽٍ هًإش

 
ٍ اوي ثٍ یټ وشیؼٍ ډٚشَٻ ثَای س١ًیق ُیجبیی ثَٕىي: ىٍ و٪َیٍ ُیجبیی ٙىبٕی ډب ٙبَيیڈ ٽٍ ٵلإٶٍ ي َىَډىيان ثَای َِاٍان ٕبڃ ثٍ ىوجبڃ ػًاثی ثَای ایه ًٕاڃ ثًىٌ اوي . ُیجبیی ؿیٖز؟ اډب وشًاوٖش

 #.Burdek,2005$ ثَای ُیجبیی اٍائٍ ىاىوي، ثٮيَب ٵچٖٶٍ ځٚشبڅز َمَاٌ ثب ٵیچًٖٵبن ىیڂَ ډًاٍىی ثٍ آن ا١بٵٍ ٽَىوي  ٥لایی ٍاډَٞیبن ي دٔ اُ آن ویِ یًوبویبن ثٍ ٙیًٌ َبی هبٝی وٖجز
 

: ، ٽچمبسی ډٚبثٍ ٍا ډی ځًیي(1588)«ىٍى ثیًُىٌ ٭ٚٸ»ډی ثبٙي، یٮىی ىٍٻ اُ ُیجبیی ًَىی إز، ٙپٖذیَ ویِ ىٍ « ثیىىيٌىیيىٍ إز ُیجبیی وُٶشٍ »ىٍ ثٖیبٍی اُ ٵََىڀ َب ډَىڇ اٱچت ډی ځًیىي ٽٍ 
يٹشی ډب ډی ثیىیڈ ډَٞٳ ٽىىيځبن و٪َ « ! وٍ ایىپٍ ثَ ُثبن ٵَيٙىيځبن آن ثبٙي! ُیجبیی س٤ًٕ ٹ٢بير ؿٚڈ هَیياٍی ٙيٌ إز! ُیجبیی ډه ویبُی ثٍ سمؼیي ٙپًٵبی ٍوڂیه سً وياٍى! هيای ډه»

ٍ َبی ډَٞٳ . ډٚبثُی ىٍ ثبٌٍ یټ ٙپڄ یپٖبن وياٍوي ي یټ ٙپڄ ډی سًاوي ىٍ ؿٚڈ یټ ٵَى ُیجب ي ىٍ ؿٚڈ ډَٞٳ ٽىىيٌ ىیڂَ ُٙز ثبٙي اډب اډَيٌُ ثب ٽمټ ٵه آيٍی ډی سًان ثٍ سټ سټ هًإش
ٍ َبی ډَىڇ ٍا دًٙ٘ ىاى ٽٍ ایه هًىٗ ؿٚڈ اوياُ ځٖشَىٌ ای اُ ُیجبیی ٍا دبٕن ډی ىَيسبٽىىيځبن دبٕن ىاىٌ   . ځَيٌ َيٳثَ إبٓ ي وٍ  إزایه ُیجبیی ٙىبٕی ثَ إبٓ و٪َ ٙوٞی.  سمبڇ هًإش

我们可以通过一个简单的例子开始。在家庭中，父亲会根据自己的需求购买汽车，而不是满足家庭成员的需求。因此，公司很难在不考虑他们的需求的情况下，通过一

个固定的设计来决定消费者的需求。 

 

在美学的理论中，我们看到哲学家和艺术家们几千年来一直在寻找美是什么的答案，但却无法在一个普通的大基础上解释什么是美的形式。在某种程度上，埃及人和当

时的希腊人提供了一种比例，后来加入了 Gestalt 的哲学，和其他类似的哲学家的哲学思想(Burdek, 2005) 

 

在许多文化中，人们常说“情人眼里出西施”，这意味着对美的感知是主观的，莎士比亚在《爱的徒劳》 (1588)中也有类似的说法，“上帝 Boyet，我的美人，我的意思

是， 不需要你的赞美：美丽是通过眼睛来判断的，而不是通过牧师的舌头买卖的。”我们都知道不同消费者对同一种形式不会有同样的看法，在一个消费者眼中是漂亮

的形式，但在另一个人眼中却是是丑陋的。但是今天，借助技术的帮助，我们可以满足所有消费者的需求，并告诉所有人，从自己本身就可以得到关于美的广义的概

念。这种美学是基于个人的观点而不是任何目标群体。 

We can perhaps start off with this part simply through an example.  In a family, a father buys a car based on his desires but he cannot satisfy his family members. It is therefore difficult for companies to 

dictate the desires of the consumers through a fixed design without thinking about their desires. 

 

In the theory of aesthetics we see philosophers and artists for thousands of years looking for an answer as to what beauty is, but could not arrive at a common grand base to explain what the beauty is in a 

form. In certain ways Egyptians and then Grecians offered a proportion, later adding on philosophy of Gestalt, along with other similar philosophers (Burdek, 2005).  

 

In many cultures people often say that „Beauty lies in the eye of the beholder‟, it means the perception of beauty is subjective, Shakespeare states a similar line in „Love's Labours Lost‟ (1588): „Good Lord 

Boyet, my beauty, though but mean, Needs not the painted flourish of your praise: Beauty is bought by judgement of the eye, Not utter'd by base sale of chapmen's tongues‟. When we see consumers do not 

have a same opinion about a single form too, the form which is beautiful in one eye is ugly in another consumer‟s eye. But today with aid of technology one can answer to each of the desires of the 

consumers and cover all people which would itself answer the broad perspective of beauty. This aesthetics is based on individual opinion not any target group. 
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ثٍ َمبن ٙیًٌ ای ٽٍ ډی ثیىیڈ ؿڂًوٍ ډَٞٳ ٽىىيځبن يیپیذيیب ىیڂَ ٽبٍثَ ومی ثبٙىي ُیَا ٽٍ ثٍ ٭ىًان هبڅٸ ىٍ . ٵَىا ثب ٽمټ ٵه آيٍی، ډٚشَیبن وٍ سىُب ډی سًاوىي ثٍ یټ ٽبٍثَ ثچپٍ ډی سًاوىي ثٍ یټ ٥َاف سجيیڄ ًٙوي 35
Wikinomics ډٚبٍٽز ىاٍوي $Tapscott&Williams,2006# . ٍ٥َاكی ىٍ ثو٘ ٵَایىيَمیه ډٖئچٍ ډی سًاوي ثَای ډَٞٳ ٽىىيځبن ٕبیَ ډلًٞلار اسٶبٷ ثیبٵشي ٽٍ ىٍ آن ډَٞٳ ٽىىيځبن ډی سًاوىي ډًٹٮیز هًى ٍا ى 

 . ډًٍى إشٶبىٌ ىٍ ٥َاكی ډلًٞڃ ثَای آن َب سٞمیڈ ثڂیَويیټ ٵَڇ هًةایه ثٍ ٥َاكبن ىٍ ٽبٍهبوٍ اػبٌُ ووًاَي ىاى ٽٍ ىٍ ٍاث٦ٍ ثب . سًڅیي ایيٌ ىاٙشٍ ثبٙىي
ٍ ای ٥ًلاوی ىٍ ؿیه ىاٍى ډب ډی ثیىیڈ ٽٍ ؿیىی َب ثٍ ٍٕشًٍان ډی ٍيوي، ىيٍ یټ ډیِ ډی وٚیىىي ٽٍ ىٍ ي٤ٕ آن یټ اػبٷ ٹَاٍ ځَٵشٍ ي ٱٌا ىٍ ىیڀ ٵچِی ػًٙبوی ثَ ٍيی آن . ایه ایيٌ اُ يیپیذيیب َٙي٫ وٚيٌ إز ثچپٍ ٕبثٺ

ٍ ای ثب ٹيډز ثی٘ اُ . ډًاى ٱٌایی ثٍ ىاهڄ ىیڀ ا١بٵٍ ډی ًٙوي ي ډَٞٳ ٽىىيځبن ٱٌای هًىٙبن ٍا هًىٙبن ثَ َٕ ډیِ ٥جن ډی ٽىىي. دوشٍ ډی ًٙى  َِاٍ ٕبڃ ىاٙشٍ ي ډَث٣ً ثٍ ٕچٖچٍ سبوڀ 1ایه ٹبثچمٍ ىاٯ ؿیىی سبٍیوـ
 ، اډب وٍ (Zwick&Knott,2009) َٖشىي ٽٍ اػبٌُ ډی ىَىي ډَٞٳ ٽىىيځبن ثٍ سًڅیي ٽىىيځبن سجيیڄ ًٙوي Wikinomicsایه َب اػياى ياٹٮی . یٮىی ایىپٍ ډَٞٳ ٽىىيځبن آٙذِ ویِ َٖشىي. YiWeiYu,2012#$إز 
 #.Ritzer,2014$، ثچپٍ ډب ډی ثیىیڈ ٽٍ ثٖیبٍی ؿیَِب اډَيٌُ اُ ایه ایيٌ ډىٚبء ډی ځیَوي Wikinomicsسىُب 

اډَيٌُ ىٍ ٍيٗ ٥َاكی، ډَٞٳ ٽىىيځبن سىُب ډَٞٳ ٽىىيځبوی ویٖشىي ٽٍ . ثیبییي ىيثبٌٍ ىٍ ډًٍى ډَٞٳ  ٽىىيځبن ي ٵَآیىي ٥َاكی آیىيٌ وڂَاوٍ ٝلجز ٽىیڈ ٽٍ اػبٌُ ډی ىَي ډَٞٳ ٽىىيځبن ثٍ ٭ىًان ٥َاكبن ٽبٍ ٽىىي
ٍ َبی ډٚشَٻ ډُڈ ځَيٌ َيٳ ٍا دیيا ٽَىٌ ي ثیٚشَ ډَٞٳ ٽىىيځبن ٍا ىٍ ځَيٌ َيٳ ا١ٍبء ډی ٽىىي ٍ َبی سټ . سٺب١بَب ٍا اډپبن دٌیَ ډی ٕبُوي، ثچپٍ ٥َاكبوی َٖشىي ٽٍ هًإش ډب دیٚشَ اٙبٌٍ ٽَىیڈ ٽٍ دًٙ٘ ىاىن هًإش

ثٍ َمیه ډى٪ًٍ ایيٌ آٙذِی ؿیىی َب س٤ًٕ هًىٙبن ډب ٍا ثٍ سٲییَ ٍيٗ . اډب ثَای ٍا١ی ٽَىن ډٚشَیبن آیىيٌ ىٍ ػبډٮٍ دٖز ډيٍن ډب ثبیٖشی ثٍ سمبڇ آن َب ثیبويیٚیڈ. Baxter,1995#$سټ ډَٞٳ ٽىىيځبن ٱیَډمپه إز 
ثوٚی اُ ي٩یٶٍ ٥َاكی ٍا ثَ ىيٗ ىٍ اٝڄ سًڅیي ٽىىيٌ ٥َاكی َيایز ٽَىٌ ي اػبٌُ ډی ىَي ډَٞٳ ٽىىيٌ ىٍ ٽىبٍ ٥َاف ثَای ثٍ ىٕز آيٍىن ١ٍبیز ٽبٍ ٽىي، ي ایه ثٍ ډَٞٳ ٽىىيٌ اػبٌُ ډی ىَي ثَای هًىٗ ٥َاكی ٽَىٌ ي 

 .ډٚشَی ډی ځٌاٍى ي ىٍ ٭یه كبڃ ه٦َ ٭يڇ دٌیَٗ ٥َاكی س٤ًٕ ډَٞٳ ٽىىيٌ ٍا ویِ ٽمشَ ډی ٕبُى

未来，在技术的帮助下，客户不仅可以成为用户，而且可以成为设计师。同样地，我们看到维基百科的消费者不再是用户，因为他们是维基经济学的创造者(Tapscott& Williams, 2006)。 在

其他产品的消费者身上也可能发生同样的情况，消费者可以用自己的设计方式产生创意。工厂的设计人员将不能再在产品设计中用他们觉得好的形式为消费者做决定。 

这个想法不仅在维基百科中实施,在中国也有着悠久的历史。我们可以看到,中国人去餐馆,会围坐在一张桌子上，桌字正中心有烤炉，上面是一个金属炖锅，餐厅会提供准备好的材料，放进

热锅里煮就好，消费者在桌子上自己吃自己煮自己的食物。中国火锅从唐朝开始，已经有超过 1000 多年的历史了(YiWeiYu, 2012)。这就意味着消费者自己也是主厨。这是维基经济的鼻

祖，它允许消费者成为生产者(Zwick& Knott, 2009), 不仅仅是维基经济，我们可以看到很多事情是基于这一想法的。 

让我们再讨论一下我们的消费者和允许消费者作为设计师存在于未来的设计过程。在当今设计方式发展的过程中，消费者不仅仅是创造需求，使设计者能够找到目标群体的共同的亟需解决

的需求，以满足目标群体中的大多数消费者。我们已经提到，满足每一个消费者的需求是不可能的 (Baxter, 1995)。 但是，为了满足后现代社会的消费者，我们需要考虑他们中的每一个

人。为了这个目标，中国自助烹饪的想法改变了设计的方式，允许消费者为自己设计，让消费者与设计师共同完成设计工作，获得获得满足感， 并将部分设计师的责任交给消费者，缓解制

造商的设计不被消费者接受的压力。 

Tomorrow with help of technology, customers can not only become a user but also a designer. The same we see how consumers of Wikipedia are not users any more, since they participate as a creator in 

Wikinomics (Tapscott & Williams, 2006). The same can happen to consumers of other products, where consumers can have their own position in design method in the section of idea generation. This will 

not allow designers in the factory to make decisions for them regarding good form use in product design.  

This idea did not just perpetrate from Wikipedia, but has a long history in China, we see that the Chinese would go to the restaurants, sit around a table which has an oven and simmering metal pot of stock 

at the centre, the restaurant provides ready material while the hot pot is kept simmering, food ingredients are added into the pot and consumers cook their own food by themselves at the table, The Chinese 

hot pot has a history of more than 1,000 years in the era of Tang Dynasty (YiWeiYu, 2012). This means consumers are chef too. This is the real ancestor of Wikinomics which allows consumers to be 

producers (Zwick & Knott, 2009), but not just Wikinomics, we see many things are now based on this idea (Ritzer, 2014). 

Let‟s talk again about our consumers and futuristic design process which allows consumers to work as designers. In the process of today‟s design method, consumers are not just consumers who create 

demands form the designers to find common important desires of target group, to satisfy most of consumers in target group. We have mentioned that it is impossible to cover desires of each and every 

consumer (Baxter, 1995). But to satisfy the consumers of future in post-modern society we need to think about each one of them. For this aim, the idea of Chinese self cook guides to change the design 

method and lets consumer work beside the designer for the gain of satisfaction while allowing the consumer to design for himself, and put some part of the designer‟s duty on the shoulder of the customers, 

which relieves manufacturers from the risk of design acceptance by consumers.  

www.takbook.com



 

 

ىٍ ٕٶبٍٙی « سًَٝٳ ٽىىيٌ »  وًٙشٍ إز ٽٍ ډٶًُڇ (1980) «ډًع ًٕڇ» ىٍ ٽشبة هًى ثب ٭ىًان  Alvin Tofflerٝلجز ډی ٽىىي ډظلا آیىيٌ دْيَی ؿًن « ډَٞٳ ٽىىيٌ& سًڅیيٌ ٽىىيٌ »ثٖیبٍی ډَىڇ اډَيٌُ ىٍثبٌٍ  36
٘ َبی سًڅیي ٽىىيٌ ٱچجٍ هًاَي ٽَى  ََ ىي ډَٞٳ ي سًڅیي ىٍ دی 2007ىٍ اثشيای ٕبڃ  :ویِ ىٍ ایه ثبٌٍ اٙبٌٍ ٽَىٌ اوي« سًڅیي، ډَٞٳ، سًَٝٳ » ىٍ سلٺیٺبسٚبن ثب ٭ىًان Ritzer&Jurgenson  (2010). ٕبُی اوجًٌ ثَوٺ

ډی سًان إشيلاڃ ٽَى ٽٍ ٽبَ٘ ََ ىي سًڅیي ي ډَٞٳ ٵ٢ب ٍا ثَای ٭لاٹٍ ي سًػٍ . ایه ىٍكبڅی ثًى ٽٍ ثَسَی ٍي ثٍ اٵِای٘ سًَٝٳ ي سًػٍ اٵِایىيٌ ثٍ آن سلز سبطیَ ٍٽًى ٹَاٍ وڂَٵز. ٍٽًى ثٍِٿ اٹشٞبىی ىٍ ػُبن ٽبَ٘ یبٵشىي
إشيلاڃ ٙيٌ إز ٽٍ اوجًٌ ُىایی وٍ سىُب س٤ًٕ سمبیڄ ثٍ ٵَىځَایی ثچپٍ ثٍ ډى٪ًٍ ٙبىی ٙوٞی ىٍ َىڂبڇ هَیي  .ي ثٍ سبُځی ویِ سًَٝٳ ثٍ یټ ډ٫ً١ً ډُڈ ىٍ اىثیبر سجيیڄ ٙيٌ إز. ثیٚشَ ډلٺٺبن ثٍ سًَٝٳ ثبُ ٽَى

ډير َب دی٘  .اُ ىٕز ىاىٌ اوي ٙبډڄ ىهبڅز ٵَى ىٍ سًڅیي، ىیين وشیؼٍ َمپبٍی هًى ي َمـىیه یبٵشه ١ٍبیز ىٍ ډلًٞڃ وُبیی ډی ًٙى« اوٺلاة ٝىٮشی»ٽٍ ډَٞٳ ٽىىيځبن آن ٍا اُ ُډبن « ٙبىی». ٥َف َب ثٍ دی٘ ډی ٍيى
ٍ َبی»ویبُډىيی َبی ډَٞٳ ٽىىيٌ ثٍ ٕمز ثَآيٍىٌ ٽَىن « ایيٌ ٕبُی اوجًٌ» ىٍ ٹَن وًُىَڈ اٙبٌٍ ٽَىوي ٽٍ اُ Karl Marxډٶَٖان اػشمب٭ی ؿًن  اډَيٌُ ثَ إبٓ ىٕشًٍاڅٮمڄ َبی ٵَىځَایی .  ٍيىػبډٮٍ دی٘ ډی « هًإش

 ٙبن ٕٶبٍٙی ًٙوي ي كٔ سًاومىيی ي ١ٍبیز اُ ىاٙشه ډلًٞڃ ډىلَٞ ثٍ ٵَى ي يیٌْ ٍا ثٍ ډٚشَی  ي اوجًٌ ُىایی، یټ ٍيوي ثبُاٍ ٍي ثٍ ٩ًٍُ سًٕٮٍ ىاىٌ ٙيٌ إز ٽٍ ډلًٞلاسی ٍا سًڅیي ډی ٽىي ٽٍ ډی سًاوىي س٤ًٕ ٝبكجبن
ډشٞڄ ٕبُی ٹ٦ٮبر ثَ ٥جٸ ٕچیٺٍ اي ډی ثبٙي، ي ىٍ ثٮ٢ی ىیڂَ ډبوىي  ىٍ ثَهی اُ آوُب ثٍ ٙپڄ ویبُ ډَٞٳ ٽىىيٌ ثٍ ثبُ ٽَىن ثٖشٍ ثىيی،. ٦ٕق ٕٶبٍٙی ٕبُی ىٍ سمبڇ ډلًٞلار ډشٶبير إز. Morris,2009#$ډی ىَي 
 Eldershaw.  ایيٌ َب اٍُٙمىيسَ اُ ٥لا ي وٺٌَ َٖشىي:   اٙبٌٍ ډی ٽىي ٽٍ ډی ځًیيUrsula Ilse-Neuman ثٍ ػمچٍ Eldershawىٍ َمیه ٍإشب  . ثٮيی، ډَٞٳ ٽىىيځبن ډی سًاوىي ٽبډلا ډلًٞڃ ٍا ٕٶبٍٙی ٽىىي3دَیىشَ 

ٍيیپَىی ٽٍ دٌیَای ډي .  إٺب٥ی ثوٚی اُ آُاىی اډَيٌُ إز، ٍيیپَىی ډجشپَاوٍ سَ ثَای څجبٓ دًٙیين إز ٕبهشٍ ٙيٌ اُ اٙیبءٕبهشه ي دًٙیين ػًاََار»:  ډی ځًیي2008« ػًاََار إٺب٥ی»ىٍ ٽشبة هًى ثب ٭ىًان 
ډه دی٘ ثیىی ډی ٽىڈ آوـٍ ٍا ٽٍ ډب ىٍ آیىيٌ ثٍ ٭ىًان ُیىز إشٶبىٌ ډی ٽىیڈ ثٍ ٥ًٍ ٵِایىيٌ ای ٽبٍثَىی، ډٶیي ي ډٮىی ىاٍ ثبٙي ي ډب هًاَیڈ هًإز ٽٍ ایه ؿیَِب ٍا َمَاٌ ثب ومبىَب ثذًٙیڈ ي ثٍ ایه . ٭بڅی ي ثبُیبٵشی إز

  «!إٺب٥ی  َبی ٙوٞی هًىډبن: ٙیًٌ آن َب ٍا ٙوٞی ٕبُیڈ
这些天许多人在讨论“生产者+消费者”这一组合，例如未来学研究者 Alvin Toffler 在他自己写的《第三次浪潮》 (1980)表示产销者这一概念在大规模定制的环境下将会取代消费者的角色。

Ritzer&Jurgenson (2010)在他们研究性课题——“生产，消费，产销合一”中提到：从 2007 年末开始，由于全球“大衰退”，消费和生产都出现了下降。尽管产销合一占主导地位的现象日益增

强，人们也越来越关注他， 但这并不是由经济衰退造成的，生产和消费的下降，可以说是为更大的学术兴趣和对消费的关注创造了空间....直到最近，产销合一才成为文献中的重要话题。 

有人认为，通过购买设计来得到的是个人的快乐，而不是追求个性，这一行为也不是被多元化所驱使的。消费者原本可以参与生产，享受工作成果，在最终产品中找到满足感，自“工业革

命”后，这些乐趣都消失了。很久以前，像十九世纪 Karl Marx 这样的社会评论员注意到，从大众观念从满足消费者需求转变为满足社会的需求。如今，基于个性化和多元化的指导方针，已

经开发出一种新兴的市场趋势，为用户提供可定制的产品，使消费者能够开发出令自己满意的独特的产品(Morris, 2009)。各种产品的定制的级别都是不同的；有些用户需要打开包裹，根据

他人的需求来修复部件，而另一些人比如 3D 打印机消费者可以完全地自助定制产品。关于这个问题，Ursula Ilse-Neuman 说过“思想比金银更珍贵”，基于此，Eldershaw 在他的书《廉价

珠宝》 (2008)中提到：“...作为今天更自由、更有创意的穿衣方式的一部分，制作和佩戴廉价首饰是一种复古的和循环时尚的方式。我预测，未来我们用来装饰自身的东西将会变得越来越

实际、有用和有意义。我们通过低技术含量的饰品来表达个性：我们自己的便宜货。” 

Many people talk about „producer +  consumer‟ these days, such as futurologist Alvin Toffler in his book „The Third Wave‟ (1980),  has coined the concept prosumers would take on producer roles in mass 

customization. Ritzer &Jurgenson (2010) in their research title‟ Production, Consumption, Prosumption‟ has also mentioned about this:  

Beginning in late 2007 both consumption and production declined as a result of the global „great recession.‟ While the increasing pre-eminence of prosumption, and the growing attention to it, were not caused by the 

recession, the decline of both production and consumption, arguably, made space for greater scholarly interest and concern with prosumption…. It is only recently that prosumption has become an important topic in the 

literature. 

It is argued that demassification is driven by the desire to find not just individuality, but personal happiness through the purchase of designs. The happiness which consumers had lost since „The Industrial Revolution‟, 

includes his involvement in production, seeing the result of his work as well as finding satisfaction at the end product. Long time ago social commentators such as Karl Marx noted in the nineteenth century that there 

was a shift from mass-ideation of meeting consumer‟s „needs‟ to meeting society‟s „wants‟. Today based on the guidelines of individuality and demassification, an emerging market trend has been developed to provide 

products that can be customized by their owners, giving consumers the feeling of empowerment and satisfaction of having developed their own unique product (Morris, 2009). The level of customization is different in 

all products; in some of them consumer‟s need to open the package, fix parts based on his desires, in some others like 3D printer consumers can totally customize the product. Related to this, Eldershaw relates to 

Ursula Ilse-Neuman‟s sentence that „Ideas are more precious than gold and silver‟, Eldershaw mentions in the book of „Junk Jewelry‟ (2008) that: “… making and wearing of junk jewellery as part of today’s freer, 

more inventive approach to getting dressed, an approach that embraces vintage, retro and recycled fashion. I predict in the future what we adorn ourselves with will become increasingly functional, useful and 

meaningful. And we will want to personalize these things by wearing them together with low-tech symbols and talismans: our own personal junk.” 
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 .ىٍ ډًاٍى ُیبىی ډب ډی ثیىیڈ اٵَاى هلاٷ اُ ډَٞٳ ٽىىيځبن ډی هًاَىي ىٍ ٵَآیىي سًڅیي ډٚبٍٽز ىاٙشٍ ثبٙىي 37
 . ثـیىىيسًر آثی، ٕجيی ثٍ ثبُىیيٽىىيځبن ډی ىَىي ي اُ آن َب دًڅی ا١بٵٍ سَ ډی ځیَوي سب اػبٌُ ىَىي هًىٙبن سًر آثیډب ډی ثیىیڈ ٽٍ ثبٱجبن َبی 

 . ایه ٵَٝز ٍا ثٍ ډَٞٳ ٽىىيځبوی ٽٍ ډی هًاَىي ٍيیبَبیٚبن ٍا ثٍ ياٹٮیز سجيیڄ ٽىىي ډی ىَي سب ياٹٮب ثٍ هًاوىيٌ سجيیڄ ًٙويKTVىٍ َٙٷ ىيٍ، 
 .ډب ډی سًاویڈ ثٍ ایيٌ ډًٌُ اٙبٌٍ ٽىیڈ ٽٍ اثِاٍ ثَای ثبُىیيٽىىيځبن ٵَاَڈ ډی ٽىىي سب ثشًاوىي ٕپٍ ١َة ومبیىي

 .ىٍ ٽَىٕشبن ایَان ډب ډی ثیىیڈ ډَىڇ ٽَى هلاٷ دَيٍٗ ىَىيٌ ډبَی ثب ځَٵشه ډٺياٍی دًڃ اُ ډَٞٳ ٽىىيځبن ثٍ آن َب اػبٌُ ډی ىَىي ثٍ ډبَی َب ٱٌا ثيَىي
وٍ سىُب ایه، ثچپٍ ثٖیبٍی اُ َٙٽز َب اډَيٌُ ډلًٞلار وبٽبډچی ثَای ډَٞٳ ٽىىيځبن سًڅیي ډی ٽىىي ي ایه ٵَٝز ٍا ثَای ډَٞٳ ٽىىيځبن ایؼبى ډی ٽىىي ٽٍ ٥َاكی ٕٶبٍٙی هًى ٍا سييیه ٽىىي 

$Prahalad&Sawhney,2011#, ؿَا ٽٍ  ٕٶبٍٙی ٽَىن وٖجشب ډشىبٕت ثب ویبَُبی ٽبٍثَان ثًىٌ ي ىٍ اوش٪بٍار ي سؼَثیبر ٵََىڂی اٵَاى ډشٶبير إز  $ Fernandes,1995 in Karwowski,2001# . ایه ډی سًاوي یټ
 .ایيٌ سمبڇ ٭یبٍ ي ثبطجبر ثَای ٥َاكی ډلًٞڃ ثبٙي ُیَا ډَٞٳ ٽىىيٌ ډلًٞڃ ٍا ثَای ډير ُډبن ٥ًلاوی سَی وڂٍ ىاٙشٍ ي ثٖیبٍ ىیَسَ اُ آن هٖشٍ ډی ًٙى

在很多情况下，我们看到有创意的人要求消费者参与生产过程。 

我们看到蓝莓园的园丁会发给游客一个篮子并收取一定数量的钱，让游客自己收集蓝莓。在远东，KTV 会给顾客机会成为真正的歌手，恰好这些顾客在寻找机会来实现他们的梦想。 

我们可以提一下关于博物馆的一个想法——它们会为游客提供雕刻钱币的工具。在伊朗的库尔德斯坦，我们看到从事养鱼业且有创造力的库尔德人会收取大量的费用让消费者喂鱼。 

不仅如此，今天的许多公司会为他们的消费者提供一些不完整的产品，然后再给他们一个平台让他们自己做定制设计(Prahalad&Sawhney, 2011)， 因为自定义设计在不同的文化期望和经

历中可以满足相对适合的用户需求(Fernandes, 1995 in Karwowski, 2001)。对于产品设计来说，这是一个完美的可持续的想法，因为消费者会乐此不疲。 

In many cases we see creative people asking consumers to 

participate in production process.  

We see gardeners of blueberry give a basket and charge an 

amount of money and lets visitors collect blueberry by 

themselves.  

In Far East, KTV had given the chance of being real singers to 

consumers who were just looking for the opportunity to fulfil 

their dream.  

We can mention the idea of museums which provides tools for 

visitors for engraving coins.  

In Kurdistan of Iran we see creative Kurdish people involve in 

fish farming charging an amount of money and letting 

consumers feed fishes. 

Not only these, many companies today create incomplete 

products for their consumers; giving consumers a platform to 

craft their own customized design (Prahalad & Sawhney, 

2011), since customizing relatively fits into the needs of users 

while differing in cultural expectations and experiences 

(Fernandes, 1995 in Karwowski, 2001). For product design this 

can be a perfect sustainable idea since consumer keeps the 

product for longer time and he gets tired very late. 
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. تاؽ تْت آتی: ؽکل                                             图: 蓝莓园。Figure. Garden of blueberry.  
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ٍ ایي؟ ایه ډٖیَ ثٍ ي١ًف س٤ًٕ یټ ٥َاف ٕبهشٍ وٚيٌ إز، ثچپٍ ثٍ ي١ًف س٤ًٕ سؼَثٍ ٽبٍثَ ایؼبى ٙيٌ إز ، ٙیًٌ ای «ه٣ً٦ سمبیڄ». آیب سب ثٍ كبڃ ٍيی یټ ه٤ ٭جًٍی اُ ډیبن یټ دبٍٻ ٍاٌ ٍٵش
ٗ َبی سَػیلی ٍا ٽٍ ثب ٙیء یب ډلی٤ ىٍ سٮبډڄ َٖشىي ٍا وٚبن ىَىي َ َبیی َٖشىي ٽٍ ډَىڇ ثٍ ٭ىًان هًإشٍ ٙوٞی ىٍ . إز ٽٍ ډَٞٳ ٽىىيځبن اُ آن إشٶبىٌ ډی ٽىىي سب ٍي ه٣ً٦ سمبیڄ ډٖی

ٍ اوي ي  ډُڈ ویٖز سب ؿٍ اوياٌُ . ثَاثَ آوـٍ ٥َاكبن ډی هًاَىي ثٍ آن َب سلمیڄ ٽىىي، اوشوبة ډی ٽىىي ثٍ ٥ًٍٽچی ایه َب ثٍ ډٖیََبی ٕبییيٌ ٙيٌ ای ځٶشٍ ډی ًٙوي ٽٍ ٥جیٮشب ډَىڇ ٍيی آن َب ٍاٌ ٍٵش
 .٥َاكبن ډٖیَ دبٍٻ ٍا ُیجب ٥َاكی ٽَىٌ ثبٙىي ي ؿٍ سٮياى ډٖیََبی ٽبٍآډي ىٍ دبٍٻ اُ یټ ًٕ ثٍ ًٕی ىیڂَ دبٍٻ ایؼبى ٽَىٌ ثبٙىي

 س٦بثٸ ثب َمٍ ایؼبى ډی ًٙى ٭ملا ثب َیؾ ٽٖی ثٍ  ٍاكشی يوٚبن ډی ىَىي ٥َكی ٽٍ ثَای« ه٣ً٦ سمبیڄ». ىٍ وشیؼٍ ه٣ً٦ سمبیڄ اڅڂًَبی ُیجب ي ځَىٙڂبٌ َبی ډٶیيی ثَای ٽبٍثَان ایؼبى ډی ٽىىي
 Lidwell et$ایه ثٍ ٍيٙىی سمبیڄ ي ٍٵشبٍَبی ډَٞٳ ٽىىيٌ ٍا وٚبن ډی ىَي ٽٍ اثِاٍ ډٶیيی اُ َميڅی هلاٹبوٍ ثَای ىیيځبٌ َبی ډَٞٳ ٽىىيٌ إز .  ي ٍاكشی ومی آيٍىهًثی س٦بثٸ ومی ٽىي

al.,2010# .ه٣ً٦ . ایه ثیبوڂَ یټ اٙبٌٍ ثی ٥َٵبوٍ إز ي ا٭شَاٟ ٭چیٍ یټ ٥َاكی سلمیچی ثَای ډَٞٳ ٽىىيٌ ډی ثبٙي ي ا٥لا٭بر اٍُٙمىيی ىاٍى ٽٍ ډی سًاوي ىٍ ٥َاكی آیىيٌ وڂَاوٍ ا٭مبڃ ًٙى
 سَ ٵَاَڈ ډی ٽىي، ډی سًان اُ آن َب إشٶبىٌ ومًى سب ډٚوٜ ٽىیڈ ٽٍ آیب یټ ٥َاكی ثَای إشٶبىٌ سٮياى ُیبىی اُ ډَىڇ ډ٦چًة  سمبیڄ وٍ سىُب ٵَٝشی ثَای آډبىٌ ٕبُی دیبىٌ ٍيَبیی ثُشَ ي إشَاسْیټ

 .َٖز یب هیَ ي  ډی سًاوىي ثَای ډ٦بڅٮٍ سؼَثٍ ٽبٍثَی إشٶبىٌ ًٙوي

你是否曾通过一条小径穿过公园？这条路径显然不是由设计人员设计的，它显然是很多人走多了留下的。“需求线”是消费者用来表示与某个对象或环境交互后选择首选

方法的一种方式。它是人们在设计师的要求下选择的满足个人需求的路径，通常指的是人们自然而然会选择的旧路。无论设计师们把这条道路设计多么完美以及从一个

地方到另一个地方多么高效，这都不重要。 

需求线的结果为用户创建了一个漂亮的模式和有用的通道。“需求线”表明，适合所有人的设计通常不适合任何一个人。这表明了消费者的需求和行为，是从消费者出发

进行引导并建立关系的有效手段 (Lidwell et al., 2010)。它代表了一种公正的引导，和消费者对设计专制的抗议，这些信息对未来的设计非常有价值。 需求线不仅为开

创“小路”提供机会， 而且会创造系统设置过的“小路”，它们可以用来证明一个设计如果是为大量的人服务时就不是最优的。它们也可以用来研究用户体验。 

Have you ever walked on a paved line through a park? The path was clearly not designed by the designer, but it is clearly based on user experience. A „Desire Lines‟ is a way in which consumers use to 

indicate preferred methods of interaction with an object or environment. Desire lines are the paths which people choose to take on as individual desire where designers dictate them to take. It generally 

refers to worn paths where people naturally walk. It doesn‟t matter how beautifully designers have designed the path of park and the number of efficient ways determined to get from one place to another.  

The result of Desire Lines creates a beautiful patterns and useful walkways for users. „Desire Lines‟ shows that the design that seeks to accommodate everyone generally accommodates no one well. This 

clarifies consumer desire and behaviours, which is an effective means of creating empathy for the consumer perspective (Lidwell et al., 2010). It represents an unbiased indication and a protest against a 

design dictation by consumer, which has valuable information that can be applied to the futuristic design. Desire lines don‟t just create an opportunity for better footpaths and more strategically placed 

sidewalks, they can be used to identify how a design is not optimal for serving a large number of people. They can be used to study user experience. 
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اډب آیب ډی سًاوي ثٍ ٥ًٍ يٕیٮی ىٍ ََ . (Myhill,2004) إز ٽَىٌدی٘ ثیىی ډشٶبير إز اُ آن ٽٍ ٥َاف  اُ ډلًٞڃ إشٶبىٌياٹٮی  ٍيٗ ایه ٍيیپَى ٹ٦ٮب َىڂبډی ٽٍ دیيا ًٙى، ثَای وٚبن ىاىن سلمیڄ سَػیق ىاٍى ُیَا 40
یب إشٶبىٌ ثيين $ٵٮبڅیز ٕٶبٍٙی ٕبُی ډَٞٳ ٽىىيٌ ىٍ ٍاث٦ٍ ثب یټ ډلًٞڃ ډًٍى إشٶبىٌ ٹَاٍ ځیَى؟ ثَای ډظبڃ ډب ډی ثیىیڈ ٽٍ ثٖیبٍی اُ ډَىڇ اُ دًٙ٘ ډلبٵ٨ ٙٶبٳ ثَای ځًٙی َبی سچٶه َمَاٌ هًى إشٶبىٌ ومی ٽىىي 

ه٣ً٦ سمبیڄ اثِاٍی ٭بڅی َٖشىي ٽٍ ٥َاكبن اُ آن َب ثَای ٥َاكی ډلًٞڃ إشٶبىٌ #.  ه٣ً٦ سمبیڄ$ىٍ ٭ًٟ آن َب اُ ََ دًٙٚی ٽٍ اٍُٗ ُیجبیی ٙىبٕی ځًٙی سچٶه ٍا ثٍ ٥ًٍ ٽبډڄ سٲییَ ډی ىَي إشٶبىٌ ډی ٽىىي  #دًٙ٘
ٍ َبی ډَىڇ ٍا ثجیىىي   ه٣ً٦ سمبیڄ ایؼبى ثٌَُ ځیَی اُ ثَای ٙی إزډب ډی سًاویڈ ىٍ و٪َ ثڂیَیڈ ٽٍ ه٣ً٦ سمبیڄ ىٍ ٥َاكی، ٹبثچیز إشٶبىٌ ٍا سٺًیز ٽَىٌ ي ىٍ ٭یه كبڃ ٍي. Lidwell et al.,2010#$ډی ٽىىي سب هًإش

ٍا ثَای ػَیبن ثَٞی ىٍ « ه٣ً٦ سمبیڄ»ىٍكبڅی ٽٍ ٥َاكبن ډی هًاَىي ٽىشَڃ ٽىىي ٽٍ ؿڂًوٍ ډَىڇ ٥َف َبیٚبن ٍا ىٍٻ ډی ٽىىي ي ياٽى٘ ډَىڇ ٍا ثٍ ٥َف َبی اُ دی٘ سٮَیٴ ٙيٌ هًىٙبن ډی ثیىىي، ډی سًاوىي ایيٌ  .ٙيٌ
ډب ىٍ سلٺیٺبر ډبن ثٍ سمبیلار ډَٞٳ ٽىىيځبن اٙبٌٍ ٽَىیڈ، آن َب ثٍ كٺیٺز دبٕن ومی ىَىي، اډب ُډبوی ٽٍ ډَٞٳ ٽىىيځبن .  ٥َاكی ډلًٞڃ ا٭مبڃ ٽىىي ي ثجیىىي ؿڂًوٍ ډَٞٳ ٽىىيځبن ثب ډلًٞڃ اٍسجب٣ ثَٹَاٍ ډی ٽىىي

ػم٬ آيٍی وشبیغ ه٣ً٦ سمبیڄ ثیبن ٽىىيٌ ًَٗ ػمٮی هًاَي . ديیياٍ ډی ًٙى« ه٣ً٦ سمبیڄ»ثشًاوىي ثيين وڂَاوی اُ دیبډي َبی اػشمب٭ی ثٍ ٥ًٍ وبٙىبٓ َمپبٍی ي ډٚبٍٽز ىاٙشٍ ثبٙىي، دبٕن ٝبىٹبوٍ ٱیَډٖشٺیڈ اُ ٥َیٸ 
  .ثىبثَایه ایه ٍاَی إز ٽٍ ٥َاكبن اُ ٥َیٸ آن ډی سًاوىي ٍٵشبٍ ډَٞٳ ٽىىيٌ ٍا ثَای ىٍٻ آوـٍ ډَٞٳ ٽىىيٌ ډی هًاَي ٍىیبثی ٽىىي. Bradley,2013#$ثًى 

 ډىبٕت ثَای ډیبوڂیه سیًویىڀاُ آوؼب ٽٍ ٕبُويٌ، هًىٍي ٍا ثب  . َٖشىي، ٭بىسی ٽٍ اُ ػىڀ ػُبوی ىيڇ آٱبُ ٙيٌ ي اډپبن اٝلاف ٩بََی ٍا ډمپه ډی ٕبُى«  ډبٙیه سیًویىڀ»اډَيٌُ ډَٞٳ ٽىىيځبن ػًان ٭لاٹٍ ډىي ثٍ 
ٍ َبی ډَٞٳ ٽىىيځبن اٍائٍ ډی ىَي،  ٍ َبی ډَٞٳ  ٽىىيٌ سجيیڄ ډی ًٙى سیًویىڀهًإش  ایه وٚبن  #.Bettes & Hancock,2008$ ٽَىن ثٍ ٭ىًان ٍيٗ ډًَٕډی ثَای ٵَىی ٕبُی يیْځی َبی اسًډجیڄ ىٍ ٍإشبی هًإش

 ډبٙیه ٍا اوؼبڇ ډی ىَىي سیًویىڀثبلا ٍٵشه سٮياى ډَٞٳ ٽىىيځبوی ٽٍ ٭مڄ . إز ٽٍ ډٮمًلا اَمیز ىٍو٪َ ځَٵشٍ ٙين آن ىٍ ٥َاكی هًىٍي ٍا وٚبن ډی ىَي« ه٣ً٦ سمبیڄ»ثٍ وً٭ی «  ډبٙیه سیًویىڀ»ډی ىَي ٽٍ ٵَاياوی 
  . ٹبثڄ سٲییَ هًىٍي ىاٙشٍ ثبٙىيٵَڇ ٥َاكی ډًٍى ٭لاٹٍ هًىٙبن ٍا اُ ٥َیٸ  سبثٍ ډب وٚبن ډی ىَي، اٽىًن ُډبن آن ٍٕیيٌ ٽٍ ثٍ آن َب آُاىی ٙوٞی ىاىٌ ًٙى

当发现真正的产品使用与预期使用不同时，这种方法当然更可取 (Myhill, 2004) 。它可以广泛应用于产品的消费者活动的任何定制。 例如，我们看到很多人不会为他们的手机使用透明的手

机壳（或不用手机壳），而是使用其他的可以改变手机外观的手机壳（一种需求线）。需求线是设计师在产品设计中使用的一种伟大工具，以实现人们的愿望(Lidwell et al., 2010)。我们认

为设计中的愿望线再创建方法满足需求之线之前强调可用性。 

当设计师想要控制人们如何看待他们的设计并看到人们在他们预先定义的道路上的反应时，他们可以将需求线的想法应用于产品设计中的视觉流程，以及消费者如何与产品互动。我们在我

们的研究中提到了消费者的需求，他们对真相没有反应，但是当消费者可以匿名贡献，且不用担心社会影响时，间接诚实的答案就会通过“需求线”表现。 “需求线”集中表现的结果将代表集

体智慧(Bradley, 2013)。 因此，设计师可以通过跟踪消费者的行为来了解消费者的需求。 

现在年轻的消费者对改装车感兴趣，这种车从二战开始，将车的外观改变。由于制造商在汽车装配上留了一些空间可以满足一般消费者的需求，因此，改装车以个性化汽车的特性满足消费

者需求，并成为流行(Bettes & Hancock, 2008)。 这表明“汽车改装”的频率可以作为一种“需求线”，它通常显示出汽车设计中应该考虑的重要性部分。考虑“汽车改装”的消费者的数量增加告

诉我们一个真理，这个时代需要给消费者个人自由，他们希望通过改变汽车形式来得到自己想要的设计。 

The approach is certainly preferable to show the dictation when it is discovered that real product use differs from anticipated use. (Myhill, 2004). But can be applied broadly to any customization of 

consumer activity on a product. For instance, we see many people do not use transparent protective cover for their mobile phones (or use without cover) instead they use whatever cover that changes the 

aesthetic value of phone entirely (a desire lines). Desire lines are a great tools that designer use in product design to see the wishes of people (Lidwell et al., 2010). We can consider that desire lines in 

design emphasize usability while creating methods to cover desire lines prior. 

As designers want to control how people perceive their designs and see the reactions of the people on their predefined path, they can apply the idea of desire lines to visual flow in product design, and see 

how consumers interact with the product. We mentioned in our research about consumers desires, they do not respond to the truth, but when consumers can contribute anonymously without the worry of 

social repercussions, indirect honest answers emerge through the „desire lines‟. Aggregating the result of „desire lines‟ will represent collective intelligence (Bradley, 2013). Therefore this is the way, 

designers can track consumer behavior to understand what our consumer wants?  

Nowadays young consumers are interested in car tuning which started from WWII, enabling the modification of the appearance. Since manufacturer leaves the car with a set up for average consumers‟ 

desires, tuning has become popular as a method to personalize the characteristics of a car to the consumer‟s desires (Bettes & Hancock, 2008).  This indicates the frequency of „car tuning‟ as a kind of 

„desire lines‟ which generally shows the importance of having consideration in design of car. Raising the number of consumers who do „car tuning‟ tells us the truth that this is the time to give them 

individual freedom, have their desired design through the changeable car form.  
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عاختي خطْط توایل. ؽکل 41  图。绘制需求线                                                                 هاؽیي دس خطْط توایل، تجشتَ کاستش اعت ّ اػتشاضی تَ طشاحی تحویل ؽذٍ هی تاؽذتیًْیٌگ. ؽکل .  图。汽车改装是需求线，是用户体验，是对专制设计的抗议 

Figure. Making Desire Lines.                                                                                                                                                                  Figure. Car tuning is desire lines, is user experience, is a protest against the dictated design                                               
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ٍ  ٵیِیپی ي . ٙيٌ إز ډًٍى ثٍَٕی ٹَاٍ ىاىٌ 1980ډ٫ً١ً ٥َاكی اكٖبٕی، ډٮىبٙىبٕی ي ىٍٻ سًٕٮٍ ډلًٞلار ډَٞٵی اُ ايایڄ ىٍَ  ٗ َبیی ثَای ىٍٻ ٽَىن ډَىڇ ي ََ ىي ػىج ثب ایه كبڃ اهیَا سلا
ٽٍ ٙبډڄ ډٖبئچی ؿًن  #ٽٍ اُ ٥َیٸ څمٔ ٵَڇ ٍيی دًٕز ډبن آن ٍا ىٍٻ ډی ٽىیڈ$ثَای ډظبڃ ىٍ ٥َاكی یټ ٭یىټ، اځَ ډب ٵَڇ څمٖی ٍا ىٍ و٪َ ثڂیَیڈ . ٍياوی ٥َاكی اوؼبڇ ٙيٌ اوي ٽٍ ډٮىبىاٍ َٖشىي

 .سىبٕت ي ٍاكشی، َمَاٌ ثب ىٍٻ ٵَڇ س٤ًٕ ٽبٍثَ إز، ډشًػٍ ډی ًٙیڈ ٽٍ ایه ډٖئچٍ ثٍ ثو٘ ثٖیبٍ ډُمی سجيیڄ ٙيٌ إز
Formosa ثب ایه كبڃ ډب ډی ثیىیڈ ُډبوی ٽٍ ډَٞٳ ٽىىيٌ ٕٮی ډی ٽىي ٭یىټ ي إشٶبىٌ اُ . ثبٙي« اكٖبٓ هًة» ٽٍ سمبڇ سؼَثٍ ډَسج٤ ثب ثٍ ؿٚڈ ځٌاٙشه یټ ٭یىټ، ثبیي یټ (2007) ډي٭ی إز

٥َاكبن ىٍ ٥ًڃ ُډبن . سٲییَ ٙپڄ آن اُ ٥َیٸ هچٸ ه٣ً٦ سمبیڄ اوؼبڇ ځیَى  ي ؿٖتآن ٍا ٕٶبٍٙی ٽىي، سؼَثٍ ٽبٍثَی سٲییَ ډی ٽىي، ٽٍ ایه ٽبٍ ٙبیي ثب إشٶبىٌ اُ یټ ىٕشمبڃ ٽبٱٌی ي وًاٍ
 ٍ ٗ َبیی ٍا ىوجبڃ ٽَىٌ اوي ٽٍ ىٍ آن ٵَڇ ىوجبڅ ډی سًان . ٍيی اكٖبٕبر إز ٽٍ ىلاڅز ىاٍى ثَ ایىپٍ ډٖبئچی ؿًن ٙىبهز، ٭ًا٥ٴ ي سؼَثیبر ثٍ ٥ًٍ ډٮىی ىاٍی وٺ٘ ٭ميٌ ای ٍا ایٶبء ډی ٽىىي ٍي

 ي ثَ إبٓ ایه ډظبڃ ثيیُی إز ٽٍ اٍُٗ ُیجبیی ٙىبهشی ىٍ ًَه ډَٞٳ ٽىىيځبن ډشٶبير إز ي اىٍاٻ ََ یټ اُ (Formosa,2007) َبی اوٖبوی اكٖبٕبر ځَا َٖشىي ثبُسبةإشيلاڃ ٽَى ٽٍ 
 .٥َاكی ٥َاكبن ډشٶبير إز

Griffin  ايڅی ثَ إبٓ . ٵَآیىي سٶٖیَ ي ٍډِځٚبیی ډلًٞلار وبآٙىب ثٍ ډٮىبی ډٚبٍٽز ىي ياٽى٘ ډشٶبير إز.   ٽٍ ډلًٞلار ډىٮپٔ ٽىىيٌ ډٮىب َٖشىي(1999) ىٍ ٽبٍ هًى دیٚىُبى ډی ٽىي
ثٍ ایه سَسیت ډٮىب ثَ إبٓ ػم٬ ایه ىي،  ډٚشٸ ٙيٌ اُ سؼَثیبر ٹجچی سٶٖیَ ډی ًٙى، ؿَا ٽٍ ََ . ىاو٘ إز ي ياثٖشٍ ثٍ ډلی٤ اػشمب٭ی ي ٵََىڂی ا٥َاٳ ډی ثبٙي ي ىيډی ثَ دبیٍ اكٖبٕبر إز

ٍ َبی ډَٞٳ ٽىىيځبن ثبٙي  .ٽٖی سؼَثیبر ډشٶبيسی ىاٍى، یټ ٙپڄ ومی سًاوي ػًاثڂًی سمبډی هًإش

从上世纪八十年代初起，感性设计就已经开始探索消费品在发展过程中出现的语义和感知。然而直到最近，人们才开始努力去读懂人性，并且从生理层面及心理层面去

理解设计，使得产品设计更有意义。就拿眼镜的设计来说吧，如果我们在考虑舒适性问题的时候，把用户的感知放在一起考虑，我们会发现这种做法有着极为重要的意

义。 

Formosa (2007)认为，佩戴眼镜的整个体验必须是“愉悦的”。 但是当消费者对眼镜的设计和用途有定制需求的时候，用户体验也会随之改变。 也许是在用一张纸巾和

胶带时，用户就想按他喜欢的路子设计。长期以来设计师都在探求一种“设计发于情感”的理念，这意味着感知和体验在设计中占有举足轻重的地位。按 Formosa (2007) 

的说法，人的反应是情感导向的。比如说消费者的审美肯定都不一样，而且每个消费者的感知都和设计者的设计理念不一样。Griffin (1999)在著作中表示，人们赋予产

品以含义。 解读产品含义的过程夹杂着两种不同的反应。第一种反应建立在通识的基础上，与周围所处的文化环境相关。 第二种反应则是建立在情感的基础上。于是

人们会把以往的经验关联起来解读产品的含义，因为每个人都有不同的经验，所以单一的设计肯定不能满足每个消费者的需要。 

The subject of Emotional Design has explored semantics and perception in the development of consumer products since the early 1980s. However, in the recent past efforts have been made to understand 

people and both the physical and psychological aspects of design, which produces meaning. For instance in the design of an eyewear, if we consider the touch form (which we perceive through the touch of 

the form on our skin) issues such as fits and comfort, along with the perception of the form by the user, we realise that it becomes an extremely important part.  

 

The entire experience of wearing eyeglasses should be one of „feel good‟ is what Formosa (2007) opines. But we see that the „user experience‟ alters when consumer tries to customize the eyewear and its 

use, perhaps with the use of a tissue paper and tape and alter its form through creation of his „desire lines‟. Designers throughout time have pursued trends where „form followed emotions‟ which implies 

that the issues of cognition, emotions and experience significantly play a major role.  It can be argued that human reflexes are emotion oriented (Formosa, 2007) and it is evident from the example, that 

aesthetic valuation differs in the mind of consumers and every one perception differs from the design of designers.  

 

Griffin (1999) in his work suggests that products are reflectors of meaning. The process of interpreting and decoding the unfamiliar products‟ means involvement of two different reactions. The first one is 

based on knowledge and is dependent on communal and cultural surroundings and the second reaction is based on emotions. Meaning is then interpreted based on associations derived from previous 

experience since everyone has different experiences one form cannot answer all consumer‟ desire.  
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. ٭لايٌ ثَ ایه، اكٖبٕبر ثٍ ٥ًٍ وِىیپی ثٍ ٍياوٚىبٕی اوٖبوی ډَث٣ً َٖشىي...  43
اځَ ٹَاٍ ثًى ٽٍ ثٍ یټ سٮَیٴ ٕبىٌ ٍيان ٙىبٕی اُ ٭ًاډچی ٽٍ اكٖبٕبر ٍا 

ٵٮبڃ ډی ٽىىي وڂبٌ ٽىیڈ، ډی ىیيیڈ ٽٍ اكٖبٕبر ثب ډًٹٮیز َب ي كًاىص 
ٗ َبی ډب ىٍٍاث٦ٍ ثب  ٗ َب ي وڂَ سلَیټ ومی ًٙوي ثچپٍ س٤ًٕ اٵپبٍ، ثبيٍَب، اٍُ

دبٕن ٭ب٥ٶی، یټ دبٕن هًىٽبٍ ثٍ یټ . َٙای٤ ي كًاىص ٵٮبڃ ډی ځَىوي
یټ دبٕن هًىٽبٍ ثٍ اٵپبٍی إز ٽٍ ډب . ډ٫ً١ً، ٙیء یب یټ ي١ٮیز ویٖز

 #.Demirbilek et al.,2001$ىٍ ٍاث٦ٍ ثب آن ي١ٮیز یب ٙیء ىاٍیڈ 
 

 

 

 تفاّت هیاى طشاحی ّ تجشتَ کاستشی. ؽکل

 

此外，情感是跟人的心理活动紧密相关的。如果我们去看看关于

刺激产生情感的心理学定义，我们就会发现发现情感并不是由情

境和事件引起的，情感是由我们的思想、信仰、价值观以及看待

事情的态度引起的。换句话说，情感反应并非简单因事而生，而

是因我们对事物或情况的主观看法而生(Demirbilek et al., 2001)。 

 

 

图。设计和用户体验的区别。 

… Furthermore, emotions are closely related to human psychology. If 

we were to look at a simple psychological definition of these factors 

that activate emotions, we would see that emotions are not triggered by 

situations or events, but by our thoughts, beliefs, values and attitudes 

about the situations or events. The emotional response is not an 

automatic response to an object, a thing, or a situation. It is an 

automatic response to the thoughts that we have associated with the 

situation or the object (Demirbilek et al., 2001). 

 

 

 
                                 Figure. Difference between Design and User Experience. 
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ٗ َب، هچٸ ي هًی ي وڂَٗ$ ىاو٘ Griffin  (1999)  ثٮيَب 44 ٘ َب سٺٖیڈ ٽَىٌ إز ٽٍ اُ وِىیټ ثٍ َڈ ډَسج٤ ثًىٌ ي ػيایی وبدٌیَ َٖشىي #اٵپبٍ، ٭ٺبیي، اٍُ  ثیبن  Piaget. ي اكٖبٕبر ٍا ثٍ ىي ىٕشٍ ډوشچٴ اُ ياٽى
ٍ َبی ډَٞٳ ٽىىيځبن طبثز .  ٙبن ي ٵََىڀ، یبىځیَی اوؼبڇ ډی ىَىي ٽٍ اُ ايایڄ ىيٍان ٽًىٽی آٱبُ ٙيٌ ي یټ ٵَآیىي ډٖشمَ إز  ٽٍ ډَىڇ اُ ٥َیٸ سؼَثیبر(1990)ډی ٽىي اُ ایىؼب ډی سًان ثٍ ایه وشیؼٍ ٍٕیي ٽٍ اځَ هًإش

ٍ اوي ٽٍ ؿڂًوٍ اٵپبٍ ډی سًاوىي ډٖشٮي سٲییَ ثًىٌ ي دبٕن یب ياٽى٘ ثٍ یټ ډٮىب (2003) ي َمپبٍاو٘ Demirbilekىٍ ایه ٍإشب . ویٖشىي، ؿڂًوٍ ٥َاكبن ډی سًاوىي یټ ٥َاكی طبثز ٍا ثَای آن َب ىیپشٍ ٽىىي ثَػٖشٍ ٕبهش
َمـىیه ثَ . ایه دیَٚٵز َب اَمیز ډ٦بڅٮٍ ٵَڇ هًىٍي ٹبثڄ سٲییَ ثَای اكٖبٕبر ٍيُډٌَ ٍا ثَػٖشٍ ډی ٕبُى .س٤ًٕ یټ ډلًٞڃ ډىٮپٔ ٙيٌ ٽٍ ډی سًاوي ياثٖشٍ ثٍ یټ ٥جٺٍ اػشمب٭ی، ٦ٕق سلٞیلار، ډٌَت ي ٱیٌَ ثبٙىي

إبٓ ایه ثَػٖشٍ ٕبُی َب ډب ډی سًاویڈ ثٍ ًٕالاسی دبٕن ىَیڈ ٽٍ وٚبن ډی ىَىي اوؼبڇ ٥َاكی ثَای یټ ٵََىڀ ي ٵَٕشبىن هًىٍي ثٍ ٵََىڂی ىیڂَ ډمپه ویٖز، اُ آن ػُز ٽٍ ډَٞٳ ٽىىيځبن ىٍ ٵََىڀ َبی ډوشچٴ 
ایه ډٖئچٍ اَمیز ځٌاٍ ٍا وٚبن . ثبُاٍ ایَان ٍا سبډیه ډی ٽىي" 20سؼچی ٩بََی ٍا ثٍ ٥ًٍ ډشٶبيسی ډی ثیىىي، ډبوىي ٍوً ٽٍ هًىٍيیی ثَای ډَٞٳ ٽىىيځبن ایَاوی ٥َاكی وپَىٌ اډب دٔ اُ ثَىاٙشٍ ٙين سلَیڈ َبی آډَیپب، 

 .  ایه سىُب ٍيٗ دًٙ٘ ىاىن هًإشٍ سمبڇ ډَٞٳ ٽىىيځبن اُ سمبڇ ٵََىڀ َب إز.  ډَٞٳ ٽىىيځبن آن َب اػبٌُ ډی ىَي ثٍ ٭ىًان ٥َاف ٭مڄ ٽىىيي ثٍډی ىَي 
Visser ی ډىٮپٔ ٽىىيٌ ی سياهڄ دیـیيٌ ًَه ي ػٖڈ َٖشىي(2006)  ډي٭ی إز ٍ دبٕن اوٖبن ثٍ ٝىبی٬ ٕبهشٍ ىٕز اوٖبن .  یبثىيٍٵشبٍ اوٖبوی كًڃ ډلًٍ اكٖبٕبر سپبډڄ ډی .  اكٖبٕبر ي ٭ًا٥ٴ اوٖبوی، اٵپبٍ آځبَبو

ډلًٞلار ډمپه إز اكٖبٕبر . ٙبډڄ ډلًٞلاسی إز ٽٍ ډی سًاوىي دبٕن َبی اكٖبٕی ډوشچٶی اُ ػمچٍ وباډیيی، ػبًثٍ، َٙڇ، ٱَيٍ، اوِػبٍ، سلٺیَ، سلٖیه، ١ٍبیز، سَٓ، ي هٚڈ ي ىیڂَ اكٖبٕبر ٍا ثٍ َمَاٌ ىاٙشٍ ثبٙىي
٘ َبی ډشٶبيسی ثٍ ٥َف َبی طبثز ىٍ ډلًٞلار وٚبن ډی ىَىي؛ ىٍكبڅی ٽٍ ثٮ٢ی سلز سبطیَ ٹَاٍ ډی ځیَوي، ىیڂَان وباډیي ډی ًٙوي  . (Desmet et al.,2003)ٽبٍثَان ٍا ثٍ اٙپبڃ ډوشچٶی سلَیټ ٽىىي، ثىبثَایه ډَىڇ ياٽى

  ىڅیڄ ایىپٍ ٩بََ هًة ډلًٞلار ثُشَ ػًاة ډی ىَىي ویِ اكٖبٕبر (1998) ثَ ایه ثبيٍوي Wakefield & Bakerىڅیڄ اٝچی ایىپٍ ثٮ٢ی اُ ډَىڇ ثٮ٢ی ډلًٞلار ٍا ثَ ىیڂَی سَػیق ډی ىَىي ىٹیٺب اكٖبٕبر َٖشىي، 
ٍ َبی ډَٞٳ ٽىىيځبن طبثز ویٖشىي ي سلمیڄ ٽَىن یټ ٥َف طبثز . ىياڇ ډلًٞڃ ویِ ډی سًاوي اطَ ډٚبثُی ىاٙشٍ ثبٙي ثَ ثَٚی إز ، ٽٍ  . ٥َاكبن ٽبٍ ىًٙاٍی إزس٤ًٕ ډب ډی سًاویڈ اُ ایىؼب إشوَاع ٽىیڈ ٽٍ هًإش

Griffin (1999)还把认知和情感细分成紧密相连的两个种类。Piaget (1990)认为人们在童年时期就开始从生活经验和文化背景中一直持续学习。 那么我们可以总结，如果消费者的意志是不固

定的，那么设计师怎可能设计出一劳永逸的作品。因此 Demirbilek et al. (2003)强调， 想法容易受变化影响，而且对产品含义的理解也会受社会阶层、受教育程度、宗教信仰等的因素影

响。这些理论的进展显示了研究因日常情感而变化的汽车外形的重要性。由此我们也可以回答为什么设计不出一种可以符合两种不同文化需求的汽车。不同文化背景的消费者有理解上的差

异，就像并没有为伊朗人设计车型的雷诺公司，却在躲过美国制裁后，轻松占领了伊朗百分之 20 的市场份额。这就强调了一种观念的转变，也就是让消费者自己当设计师，从而提高他们

的积极性。这是迎合来自不同文化背景的消费者的唯一方式。 

Visser (2006)提出，人的情感是带有意识的想法，是思想和身体经过复杂的相互作用的产物。 人的行为围绕情感而产生。人对于产品会产生很多不同情感，例如失望、害羞、自豪、赞赏、

满足、恐惧、愤怒等等。 产品会刺激用户的情感并使之产生变化，导致产品虽然有固定的设计，但用户却会产生不同的反应。比如说有些人感觉很受鼓舞，有些人却感觉很失望(Desmet et 

al., 2003)。 人们选择某些产品，而不选择其他，就是因为情感的作用。Wakefield & Baker (1998) 坚信这就是为什么外观精美的产品更受欢迎的原因。因此我们可以得出结论，消费者的需

求是不固定的， 同时设计师也很难设计出固定的产品。 

Griffin (1999) further splits knowledge (thoughts, beliefs, values, mood and attitudes) and emotions into two different categories of reactions, which are closely related and are inseparable. Piaget (1990) 

states that people learn through their experiences and culture, which starts early in childhood and is an ongoing process. From here we can derive the point that if the desires of consumers are not fixed then 

how designers can dictate a fix design for them. To this Demirbilek et al. (2003) highlights how thoughts can be susceptible to change and the response or reaction to a meaning are reflected by a product 

which could vary depending on social class, educational level, religion, etc.  These developments highlight the importance of studying changeable car form for everyday emotion. Also based on these 

highlights we can answer questions which signify that it is not possible to design for one culture and send the car to another culture, since consumers in different cultures read expressions differently, like 

Renault which has not designed the car for Iranian consumers but caters to 20% of market in Iran after relieving from sanctions of US.  This highlights the transition of consumers motivation which let them 

act as a designers. This is the only way of covering desires of all consumers for all cultures.  

Human emotions as Visser (2006) opines are conscious thoughts reflecting complex interaction of mind and body. Human behaviour revolves around emotions. The response of man to man-made artefacts 

includes products, which can invite response of various emotions including disappointment, attraction, shame, pride, disgust, contempt, admiration, satisfaction, fear, and anger amongst others. Products 

may incite users‟ emotion in variations so that people react differently to fixed designs in products; while some get inspired others get disappointed (Desmet et al., 2003). The primary reason for some 

products being chosen over another by people is precisely emotions, Wakefield & Baker (1998) believe emotions are also the reason why pleasant looking things work better which works on the 

sustainability of product. We can derive from here that desires of consumers are not fixed and it is difficult for designers to dictate a fixed design.   
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َٕځَډی اٱچت ثٍ ٕبىځی ثٍ ٭ىًان سًػیُی ثَای سبطیَ سلًڃ آٵَیه . ډب ُډبوی ٽٍ ؿیِی ٍا ډی ٕبُیڈ اُ آن څٌر ډی ثَیڈ. ىٍ اٽظَ ډ٦بڅٮبر، ډبَیز َٕځَډی ثٍ ٥ًٍ ډٖشٺیمی ثٍ ٕبهشه ډَث٣ً ډی ًٙى
اوًا٫ ٕبٌُ َب ثَای ډظبڃ ػَیبن، ك٢ًٍ، ػٌة، څٌر ثَىن، سٮبډڄ ي هًٙی ثب َٕځَډی َمَاٌ « .ثَويٌ ٙين ىٍ اوؼبڇ ىاىن إز ي ٍيف څٌر ىٍ اوؼبڇ ىاىن إز» : يیچیبڇ ٙپٖذیَ ډی ځًیي. ٕبهشه إز

ٍ ای ثَای ىٍٻ ډٶًُڇ َٕځَډی ٽمټ ٽىي. ٙيٌ اوي ىٍٻ ډَىڇ اُ َٕځَډی آډیِٗ اػشمب٭ی ٕبهشه ؿیَِب س٤ًٕ هًى اٵَاى . ډب ثٍ اىثیبر آډًُٙی، ٍياوٚىبٕی ي اٍسجب٥بر وڂبٌ ٽَىیڈ سب ىٍ یبٵشه دیٚیى
 اٙبٌٍ ٽَىوي ٽٍ 2004 ي َمپبٍاو٘  ىٍ ٕبڃ Fredricks. َٕؿٚمٍ ىاٍى« سلٺٸ ًاسی ٽبٍ ډٮىی ىاٍ» َٕځَډی اُ اوڂیٌِ هبٍػی وٚبر ومی ځیَى ثچپٍ اُ ،ىٍ ٕبهشه. McManus,2010#$ډی ثبٙي 

٘ َبی ډظجز ي ډىٶی، ي : ٕبهشه اٱچت ثىبیی إز ٽٍ ثٍ ٥ًٍ وِىیپی ثب َٕځَډی َمَاٌ ډی ثبٙي ي ٍٕ ثٮي ىاٍى سٮبډڄ ٍٵشبٍی ٥َاكی ثَ ٍيی ایيٌ ډٚبٍٽز، ډياهچٍ اكٖبٕی ثب سمَٽِ ثَ ډیِان ياٽى
ٗ َب ثَای سجییه آن ٍا ىٍٻ ٽىیڈ. ډٚبٍٽزسٮبډڄ سٮَیٴ ٙيٌ ثٍ ٭ىًان ٦ٕق   .ایه ثٍ ډب ٽمټ ډی ٽىي ٽٍ َٕځَډی ي اَمیز سلا

ٍ اوي څٌسی ٽٍ اُ ٵَایىي ٕبهشه ثٍ ډب ىٕز ډی ىَي اكٖبٓ ١ٍبیشی إز ٽٍ َىڂبڇ سپمیڄ ٵَآیىي ٕبهز ثٍ ډب ىٕز ډی ىَي ثب ایه كبڃ ډىج٬ څٌر ي هًٙی ىٍ سؼٖڈ ثوٚیين ثٍ اٙیبء . ډلٺٺبن ىٍیبٵش
آن َب څٌر سؼٖڈ یبٵشٍ ٍا اُ ٥َیٸ ٵَآیىي اوشوبة، َيٳ ځٌاٍی ىيثبٌٍ ي ٽبٍ ثب ىٕز سؼَثٍ ډی ٽىىي، ؿَا ٽٍ څٌر ٕبهز ي ٕبُ ثَای ٕبُويځبن . ي ٙوٞی ٕبُی ًٕىډىي ډٞىً٭بر ٕبهشٍ ٙيٌ إز

 .ډب ایه څٌر ٍا ٹَن َب دی٘ ځڈ ٽَىیڈ، آن َڈ  ُډبوی ٽٍ ٝىٮز َب ٍا دیيا ٽَىیڈ. Lynn Chu,2017#$ثٍِځٖبڃ ٭ميسب اُ ٍيويی ثب سمَٽِ ثَ ډلًٞڃ وُبیی وبٙی ډی ًٙى 
ډٮشٺي ثًىوي ٽٍ ٵٺ٤ آن ؿیِی ُیجبٕز ٽٍ ثب ىٕز ٕبهشٍ ًٙى ي آوُب ثب سمبڇ ٽبٍَبیی ٽٍ ثًٕیچٍ ډبٙیه اوؼبڇ  #Ruskin$ي  ٍإپیه  #William Morris$ډيسُب دی٘ اُ ثبيَبيٓ ، يیچیبڇ ډًٍیٔ  

 . ٽىىيٌ  ىيثبٌٍ ىٍ ىيٌٍ ػيیي دٖز ډيٍویِڇ ٩ًٍُ ٽَىٌ إزَٝٳ ٽٍ ایه ډ٫ً١ً ثب ٭ىًان سً .ډی ٙي ډوبڅٶز ډی ٽَىوي ي ډٮشٺي ثًىوي ٽٍ َمٍ ډَىڇ ثبیي ىٍ آٵَیى٘ آطبٍ َىَی َٙٽز ٽىىي

大多数研究表明，快乐的本源在于创造。当我们创造自己的东西的时候，我们感觉很快乐。因此，快乐常常被拿来当做改革性的创造的理由。 William Shakespeare

说：“得到即是完结，快乐的精髓在于过程。”快乐被很多概念所绑定，例如专注、愉悦等。为了更好理解快乐的含义，我们研究了教育、心理和交际方面的著作。人对

于快乐的认知是因我们创造时体现出来的社交性而已(McManus, 2010)。我们感到快乐并不来源于外部因素，而是源于我们内心的满足感。Fredricks et al. (2004)曾提

过，创作是一种通常与娱乐紧密相关的构念，有 3 个维度：基于参与和投入的行为性参与，基于消极或积极反应程度的情感参与，以及基于投资水平的认知参与。这有

助于我们理解乐趣，以及试图阐明它的功效的意义。 

研究人员发现，快乐来源于制造过程；当我们完成某件事时，就会感到一种满足感。然而，快乐的来源是物化事物，并使制造的产品的用处个性化。他们通过选择、重

新设计和手工制造的过程来体验内在的快乐，因为成人用户参与产品制造的享受主要来自于过程，重点是最终产品(Lynn Chu, 2017)。几个世纪前，当我们创造了工厂

后，我们就失去了这种乐趣。 

很久以前 William Morris and Ruskin 在包豪斯的这个问题上，人们相信只有手工制作的东西才会创造美，而且他们反对技术和机器制造的所有东西。他们认为，所有人

都应该参与艺术作品的创作，这一认知在后现代主义的新时代又重新被推崇。 

In most studies the nature of fun is directly defined, on making. When we make our things we enjoy. Fun is often stated simply as a justification for the transformative effect of making. William 

Shakespeare says “Things won are done, joy‟s soul lies in the doing” A variety of constructs, for instance flow, immersion, presence, absorption, enjoyment, engagement, and pleasure, have been associated 

with fun. We looked at literature in education, psychology and communication to help provide some background on the understanding of the concept of fun. People‟s perceptions of fun is distinguished as 

sociability characterized by making things by ourselves (McManus, 2010). In making, fun is not derived from external motivations, but from „„intrinsic fulfillment of meaningful work”. Fredricks et al. 

(2004) mentions that, making is a construct often closely associated with fun, as having 3 dimensions: behavioral engagement drawing on the idea of participation and involvement, emotional engagement 

focusing on the extent of positive and negative reactions, and cognitive engagement defined as the level of investment. This helps us understand fun, and the significance of efforts attempting to elucidate it. 

Researchers found that enjoyment comes from the process of making; a feeling of contentment comes when we complete the process of making something. However sources of enjoyment and pleasure are 

in materializing things, and personalizing usefulness of created artifacts. They experience embodied pleasures through the process of selecting, repurposing and working with hand, since enjoyment of 

making for the adult maker comes mainly from the process, with focuses on end product (Lynn Chu, 2017). We lost this enjoyment several centuries back, when we found industries. 

Long time ago William Morris and Ruskin believed in this issue at the Bauhaus that only handmade things create beauty and they were against all the things that were made by the technology and 

machine. They believed that all people should participate in the creation of works of art, which again finds itself in the new era of postmodernism through presumption. 
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ٍ َبی ُیجبیی  ٙىبهشی یټ ډلًٞڃ ٍا ثب إشٶبىٌ آن َمَاٌ ډی ٽىي، هلاٍٝ ًٙى ٍ َبی . ٥َاكی ډی سًاوي ثٍ ٭ىًان یټ ٵٮبڅیز كڄ ډٖئچٍ هلاٷ ٽٍ ػىج ثَای ومًوٍ ىٍ ٥َاكی ي سًڅیي یټ ډلًٞڃ ػىج
سٶپَ دٖز ډيٍن ي سئًٍی َب ىٍ ډٮىب ٙىبٕی وشیؼٍ . سٶپَ ٥َاكی سلز سبطیَ ػُز سًٕٮٍ ىٍ كًٌُ ٭چًڇ اػشمب٭ی ٹَاٍ ډی ځیَى. ُیجبیی ٙىبٕی ثٍ اوياٌُ یټ ډٮیبٍ ډُڈ ثٌَُ يٍی ي دَثبٍی ډُڈ َٖشىي

ٍ اويسیډٮىبٙىبٕی ډلًٞلا  Krippendorff& Butterىٍ ٥ًڃ ایه ډير ُډبن، ډٮىبٙىبٕی ډلًٞڃ سًٕٮٍ یبٵشٍ  إز ي س٤ًٕ .  َٖشىي ٽٍ ثَای ثی٘ اُ ىي ىٍَ ډ٫ً١ً سلٺیٺبر ٥َاكی ٹَاٍ ىاٙش
 .اډب ډه آن ٍا ىاو٘ ػبىيی ډيٍن ي سًَڈ ډی وبډڈ« ډ٦بڅٮٍ ٽیٶیز َبی ومبىیه اٙپبڃ ٕبهشٍ ٙيٌ س٤ًٕ اوٖبن ىٍ ُډیىٍ ٙىبهشی ي اػشمب٭ی إشٶبىٌ آن َب» :  (1984)ایه ځًوٍ سٮَیٴ ٙيٌ إز

 
Wikstrom  ای ثَای ٥َاكبن ٵَاَڈ ډی ٽىي سب دیبڇ ٍيٙىی ٍا اُ ٥َیٸ ډلًٞڃ ډىشٺڄ ٽىىي(1996) ډي٭ی إز ٍ ایه ثيان ډٮىبٕز ٽٍ ٥َاكبن ثبیي ىٍ هًٞٛ دیبډی ٽٍ ثبیي .  ٽٍ سبث٬ ډٮىبیی، ىاډى

سبث٬ ډٮىبیی لاُڇ إز ٽٍ ډلًٞڃ ٍا ىٍ اٍسجب٣ ثب هًىٗ ي َمـىیه ځبَی ىٍ اٍسجب٣ ثب ٵَىی ٽٍ ٝبكت آن ډلًٞڃ إز ٹبثڄ ىٍٻ ٕبُى ٽٍ دیبڇ . یب وجبیي اُ ٥َیٸ ډلًٞڃ اثلاٯ ًٙى ٹب٬٥ ثبٙىي
ٗ  ٍا اُ ٥َیٸ ٥َاكی ي ٭مچپَى آن ثیبن ډی ٽىي ي ٕذٔ ََ ٙوٞی اَمیز آن ٍا ثَ إبٓ دٌیَٗ یب ٭يڇ دٌیَٗ َىؼبٍَبی اػشمب٭ی، ٭لاٹٍ یب ٭يڇ ٭لاٹٍ سٶٖیَ . ډًٍى و٪َ ٍا ډىشٺڄ ٽىي ډلًٞڃ اٍُ

ٗ َب ي ډٮبوی ډظجز یب ډىٶی ىٍ ىٍين ََ ٵَى هچٸ ومبیي . ډی ٽىي ثب ایه كبڃ ډلًٞڃ ډی سًاوي اُ ٥َیٸ ډلشًای ډٮىبیی یب ثیبن هًى، یب ایه وٺ٘ ٍا سٺًیز ٽَىٌ یب س٢ٮیٴ ٽىي، اىٍاٽبر، اكٖبٕبر، اٍُ
$Wikstrom,1996.# 

设计是一种具有创造力的问题解决行为，它专注于产品的美感但又不使其失去实用性。 

例如，在设计和生产产品时，让产品拥有美感，是与让产品拥有实用性一样重要的。 

社会科学的发展趋势和方向已经影响了设计理念； 而符号语义学中的后现代设计理念已经成为一门设计研究学科 20 多年了，产品语义学便是由此产生的。在此期间，

由 Krippedorff& Butter (1984) 发展并引入的产品语义学被定义为是一门在加入人类认知及联系社会背景后来探索人造符号特性的研究。但是，我会将其称之为现代幻想

和魔法的集合体。 

 

Wikstrom (1996) 认为语义功能为设计人员提供了通过产品来表达清晰信息的空间。 这意味着，设计人员必须明确通过产品应不应该传达这个信息。语义功能使产品能

够被理解， 有时也会让拥有它的人能够传递预期的信息。通过它的设计和功能，该产品表达它的价值，用户解释它的意义，与某些社会规范相关。然而，产品可以通过

其语义内容和表达，加强或弱化这个角色，在个体中创造积极或消极的感知、情绪、价值和联系(Wikstrom, 1996)。 

Designing can be summed up as a creative problem solving activity that contemplates the aesthetical aspects of a product along with its utility. For instance, in the design and production of a product, 

aesthetical features are as important a criterion as the productive and efficiency aspects of a product. Design thinking has been influenced by directions and developments in the domain of social sciences; 

„Post-modern‟ thinking and theories in Semiotics resulted in Product Semantics which has been a subject of design research for more than two decades.  In duration of this time product semantics developed 

and introduced by Krippendorff & Butter (1984) are defined as „the study of symbolic qualities of man-made shapes, in the cognitive and social context of their use‟. But I will call it the knowledge of 

modern magic and illusion. 

 

Wikstrom (1996) opines that the semantic function provides scope to the designer to communicate a clear message through the product. This means that the designer has to be definite as to what should and 

should not be communicated through the product. The semantic functions should make the product comprehensible about itself and also at times about the individual who owns it to deliver the intended 

message. Through its design and function, the product expresses values, the individual then interprets its significance, relating to certain societal norms of acceptance or rejection, liking or disliking. 

However, the product can through its semantic content and expression, either strengthen or weaken this role, create positive or negative perceptions, emotions, values and associations within the individual 

person (Wikstrom, 1996).  
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  ثب ٥َف (2004)  ٕٮی ىاٍى  Normanثَای ایه ډى٪ًٍ .  ىٍ ډًٍى اَمیز ىاٙشه آځبَی ىٍ ډًٍى ٵََىڀ ٽبٍثَ ي ډيڃ ًَىی اي ثَای ٥َاكی اٍسجب٥ی ثب یټ دیبڇ ٍيٙه إز ٽٍ اَمیز آن ٍا سٶٖیَ ډی ٽىيWikstromو٪َار 47
ٍ ای ىٍیبثي ٽٍ آیب ٵَڇ یټ ډلًٞڃ ډی سًاوي ثب  ٘ وبډ  ډَىڇ ٍا ٽٍ ىٍ ځَيٌ ٕبیَډلًٞڃ ٍا سىُب ثَای ځَيٌ ٽًؿپی اُ ډَىڇ ىٍ ػبډٮٍ ٥َاكی ٽىىي ي « دیبڇ»ٍاث٦ٍ ثَٹَاٍ ٽىي یب وٍ؟ اډب ثب یټ ثٍَٕی ٥َاكبن ډی سًاوىي « دیبڇ»دَٕ

سًڅیي ٙيٌ اوي ي وٚبوڂَ آن ؿیِی  #ډىج٬$سمَٽِ ډی ٽىي ٽٍ اُ ډىج٬ ي ډيڅًڃ  #، ٵَڇ ومبىَب، ٥َف$ي٭لائڈ  #ٽچمبر، ٭جبٍار، ٝياَب$٭چڈ ډٮىبٙىبٕی ٭چڈ ډ٦بڅٮٍ ډٮبوی إز ٽٍ ثَ ٍاث٦ٍ ډیبن ىاڃ َب  .َيٳ ٹَاٍ وياٍوي وبىیيٌ ثڂیَوي
یټ ؿبٍؿًة و٪َی ىٍ ٥َاكی ثٍ ٙير سلز سبطیَ دیَٚٵز َبی و٪َی ٹَاٍ ځَٵشٍ ٽٍ اُ كًٌُ ُثبن ٙىبٕی ىٍ ٭چًڇ اػشمب٭ی وٚبر ځَٵشٍ إز ي اٙبٌٍ ثٍ سٶٖیَ ٭لائڈ ي . Krippendorff,2006#$إز ٽٍ ىلاڅز ثَ آن ىاٍوي 

ٍ اوي   . ډٚبَيٌ ومبییڈFerdinand de Saussureډب ډی سًاویڈ ىٍ ډيڃ ٍا ٍاث٦ٍ ډیبن ایه ٭ىبَٝ . Neurath et al.,1955#$ومبىَبیی ىاٍى ٽٍ س٤ًٕ ٥َاكبن ډًٍى إشٶبىٌ ٹَاٍ ځَٵش
اډَيٌُ ٵچٖٶٍ ٥َاكی ډلًٞڃ سلز سبطیَ سلًلار ىٍ كًٌُ ډٮىبٙىبٕی ډلًٞڃ ي و٪َیٍ َب ىٍ وٚبوٍ ٙىبٕی َمَاٌ ثب ډٖبئڄ ډَث٣ً ثٍ ٙىبهز، اكٖبٕبر ي سؼبٍة َٖشىي ي وٺ٘ ډُمی ډَسج٤ ثب يیْځی َبی ىٍٻ ٙيٌ اُ 

ٍ َب، سمبیلار ي ١ٍبیز اي ٹَاٍ ىاٍوي  اډب ٥َاكبن َىڂبډی ٽٍ سلاٗ ډی ٽىىي ډلًٞڃ ډٶیي ي . Lewalski,1988#$ډلًٞلاسی ایٶبء ډی ٽىىي ٽٍ اٱچت ثٍ ػبی ایىپٍ ثٍ ویبَُبی ډَٞٳ ٽىىيٌ سًػٍ ٽىىي، ىٍ ډلًٍ هًإش
 #.Crilly et al.,2004$ًٕىډىيی ثَای ډَٞٳ ٽىىيٌ ثٖبُوي، وجبیي اوش٪بٍ ىاٙشٍ ثبٙىي ٽٍ ١ٍبیز سمبڇ ػبډٮٍ ٍا ػچت ٽىىي 

ىٍ ٥یٴ ځٖشَىٌ ٍيٙه إز ٽٍ ٥َاكی سلمیچی ىیڂَ ډٮشجَ ویٖز ُیَا ډٚشَیبن وٺ٘ ٵٮبڃ .  ىٕشیبثی ثٍ اَياٳ إبٕی ٥َاكی ثَای ایؼبى اٍُٗ ىٍ ٥َاكی َبی آیىيٌ إز ثَایثَای ایه ډٚپڄ، َڈ آٵَیىی یټ ٹبڅت ػيیي
ٗ  هًىٙبن ایٶبء ډی ٽىىي ٗ َبی وًآيٍاوٍ ي ٕبُويٌ سَ ثَای ٭جًٍ اُ ػبډٮٍ ډيٍن ثب َڈ َمپبٍی ىاٍوي. ٵِایىيٌ ای ىٍ هچٸ اٍُ ایه ٭جًٍ ډٖشچِڇ یټ سٲییَ إبٕی . ىٍ كبڃ كب١َ َٙٽز َب ي ډَٞٳ ٽىىيځبن ثٍ ٥ًٍ ډٖشمَ ىٍ سلا

 .ىٍ ٍيٗ ٥َاكی ثٍ يیٌْ ىٍ ثو٘ ٥َاكی َڈ آٵَیىی إز

Wikstrom 的观点阐述了了解用户文化的重要性以及他的交际设计思想模式，并以明确的信息解释其意义。关于这一点，Norman (2004) 尝试设计调查，并试图找出产品的形式是否可以传

达“信息”。但是，通过调查，设计师只能避开其他不属于目标群体的人，针对社会上的一小部分人设计出“产品信息”。 

语义学是关于意义的研究。它集中研究信号(如词、短语、声音)、符号(标志、设计、形式)之间的关系，它们是从指定的本源中产生，并暗示它们所指示的事物(Krippendorff, 2006)。 设计

中的理论框架受到了社会科学领域语言学领域的理论发展的强烈影响和借鉴，这涉及了由设计者所使用的符号或标志的含义(Neurath et al., 1955)。 在这些元素中，我们可以看到在费迪南

德·德·索绪尔的模型中以下关系。 

现在的产品设计理念受到了产品语义领域的发展和理论符号学的影响，问题的认知,情感和经验发挥了主要的作用。产品的感知属性经常集中在满足消费者需求和欲望,而不是他们他们真正

需要的(Lewalski, 1988)。 所以设计师在产品设计过程中，再试图确定消费者需求时，不能期待整个社会都满意(Crilly et al., 2004)。 

对于这个问题，共同创造是一个新框架，可以在未来设计的价值创造中达到基本设计目标。在广泛的范围内，口述设计不再有效，因为客户在创造自己的价值的过程中扮演越来越活跃的角

色。现在，企业和消费者不断地在设计创新和产品生产上合作，渡过了现代社会的时代。这种过渡使得设计方法的思维在共同创造设计方面发生了根本的转变。 

The opinions of Wikstrom talks about importance of knowing about user‟s culture and his mental model for communicative design with a clear message which interprets its significance. To this Norman 

(2004) attempts an enquiry of design and tries to find out if form of a product can communicate „The message‟. But with a survey designers can design „The message‟ of product just for a small group of 

people in the society and escape other people whoever is not in the target group. 

Semantics is the study of meaning. It concentrates on the relationship between signifiers (words, phrases, sound), signs (symbols, design, form) which has been generated from the source and signified 

(source) and implies what they signify (Krippendorff, 2006). A theoretical framework in design has been strongly influenced and drawn from theoretical developments in the domain of linguistics in social 

sciences, which refers to the interpretation of signs or symbols as used by designers (Neurath et al., 1955). Between these elements we can see following relation in Ferdinand de Saussure‟s model . 

Nowadays product design philosophy is influenced by developments in the domain of product semantics and theories in Semiotics along with issues of cognition, emotions and experiences playing a major 

role, which relates to the perceived attributes of products frequently centred on the satisfaction of consumer wants and desires, rather than their needs (Lewalski, 1988). But designers cannot expect the 

entire society‟s satisfaction, when designers attempt to identify form for consumers‟ desired utility in product design (Crilly et al., 2004). 

For this problem co-creation is a new frame of achieving the essential design goals of value creation for futuristic design. It is clear on the wide range that dictating design is no longer valid since customers 

take increasingly active roles in the creation of their own value. Now companies and consumers continually co-operate in innovative and productive efforts more to pass the era of modern society. This 

passing necessitates a fundamental shift in design method thinking on the part of the co-creating design. 
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   图。费迪南德·德·索绪尔的语义模型                                                                                                                 图。根据 Papanek 的观点，改变整个形式的线条效果。 

   Figure. Semantic model of Ferdinand de Saussure.                                                                                                           Figure. Effects of changing a line on the entire form based on Papanek opinion. 

    

ٍ ای ثٍ ىوجبڃ ایؼبى ٍياث٤ ًٕىډىي ډشٺبثڄ ثب ډَٞٳ ٽىىيځبن سًاومىي ثبٙىي سب آن َب ثٍ ٥َاكبن هلاٷ َمپبٍ ىٍ ٍيوي ٥َاكی سجيیڄ  ثب ىٍو٪َ ځَٵشه ډَٞٳ ٽىىيځبن ثٍ ٭ىًان ٽبٍثَ وُبیی، سًڅیي ٽىىيځبن ډلًٞڃ ثبیي ثٍ ٥ًٍ ٵٮبلاو
ثب ایه ایيٌ سًڅیي . ایيٌ ٭جًٍ اُ ىيٍان ډيٍن ٥َاكی ډلًٞڃ، ٽبوًن سًػٍ ٍا ٍيی سًڅیي ٽىىيٌ ي ډٚشَی ٹَاٍ ډی ىَي؛  ایه اډَ اٙبٌٍ ثٍ اوجًٌ ُىایی ىاٍى ٽٍ ډی سًاوي ٥َاكی ثَای ډَٞٳ ٽىىيځبن ٍا ٙوٞی ٕبُی ٽىي. ًٙوي

اُ آوؼبیی ٽٍ ىٍ یټ ػبډٮٍ سٞمیڈ ځیَی اٱچت ثَ إبٓ ا٥لا٭بر . ٽىىيځبن وجبیي ُډبوی ٽٍ َٙٽز، دًڃ ُیبىی َٝٳ ٥َاكی ډی ٽىي، اُ ََ ځًوٍ ه٦َ ي دٌیَٗ ٥َاكی اوؼبڇ ٙيٌ س٤ًٕ ډٚشَیبن اُ سمبڇ ٵََىڀ َب ثشَٕىي
ٍ َبی ډوشچٶی ىاٍى ي سٲییَار ٕبهشبٍی ػِئی ىٍ یټ ٥َاكی ډی سًاوي ځَيٌ َيٳ ٍا سٲییَ ىَي، ٭مڄ ٥َاكی ىٍ یټ ځَيٌ وب١ٍبیشی ایؼبى ٽَىٌ ي ١ٍبیز ځَيٌ ىیڂَی ثب ویبَُبی ډشٶبير ٍا  ثَٞی اوؼبڇ ډی ًٙى ي ََ ٽٔ هًإش

  .سٲییَار ىٍ وٖجز َب، ثٍ ثیبن ثَٞی ىٍٻ ٙيٌ اُ ډلًٞلار ٽمټ ډی ٽىي. ػچت ډی ٽىي

以消费者为最终用户，产品制造商必须积极寻求与用户之间的互惠互利的关系，使消费者能够成为设计过程中的创意合作者。在让产品设计度过现代时代的理念将聚光灯对准了制造商和客

户，多元化可为客户个性化设计。基于这个想法，当公司花很多钱设计的时候，制造商不应该害怕任何风险并接受他们的设计。因为在这个社会中，人们通常依靠视觉信息来做决定，每个

人都有不同的愿望，细微的结构变化可以改变目标群体，不适合某个群体的设计可能会适合另一个群体，因为他们的需求不同。比例的变化有助于视觉上的产品表达。 

Considering consumers as the end users, product manufacturers must actively seek engaged mutually beneficial relationships by enabling consumers to be creative collaborator designers in the design 

process. The idea of passing modern era in product design puts the spotlight on the manufacturer and customer; it suggests demassification that can personalize design for consumers. With this idea, 

manufacturers should not be afraid of any risk and acceptance of their design by customers of all cultures when company spends a lot of money for design. Since in a society decision-making is often done 

based on visual information and everyone has different desires and slight structural changes in a design can change the target group, design becomes undesired for one group and becomes fit for another 

group with different needs. Variations in proportions contribute to the visually perceived expression of products.  
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ډىلىی اٵِای٘ یبٵشٍ ي س١ًیق ډی ىَي ٽٍ ؿڂًوٍ ؿىیه ٭ىَٞی ډی سًاوي ٽڄ سًٍٞ ىٍ ٍاث٦ٍ ثب ډلًٞڃ ډًٍى ٙپڄ  ٽٍ ىٍ آن ٭ىَٞ ثَٞی ثٍ سىُبیی اُ ٥َیٸ سٲییَ (1995) ډًٍىی ٍا ثلض ډی ٽىي Papanek ىٍ ایه ٍاث٦ٍ  49
ٍ َبی ډَٞٳ  (Baxter,1995)ثب إشٶبىٌ اُ ایه ىٍډی یبثیڈ ٽٍ ؿڂًوٍ یټ ه٤ ډی سًاوي ثیبن ىٍ ٥َاكی ډلًٞڃ ٍا سٲییَ ىاىٌ . و٪َ ٍا سٲییَ ىَي  ي ځَيٌ َبی َيٳ ډوشچٴ ٍا سٲییَ ىَي، اډب ومی سًاوي ََځِ سمبډی هًإش

اُ آوؼبیی ٽٍ ىٍ ٽبيٗ ډٮىبیی ىٍ اوجًٌ ُىایی، سٚویٜ ایىپٍ اٵَاى ډوشچٴ ډی سًاوىي ډٮبوی ډوشچٴ ٍا ثٍ دیبڇ َبی اثلاٯ ٙيٌ ډشٞڄ ٕبُوي اُ اَمیز ثَهًٍىاٍ إز، ٥َاكبن . ٽىىيځبن ىٍ ٵََىڀ َبی ډوشچٴ ٍا دًٙ٘ ىَي
 #.Morris,2009$ سٲییَ دٌیَی ٍا ىٍ و٪َ ثڂیَوي سب ډٮبوی ډوشچٶی ىاىٌ ي ثٍ ایه سَسیت ویبَُبی اٵَاى ىٍ ٵََىڀ َبی ډوشچٴ ثٍ ٥ًٍ ثُیىٍ ث٥ََٳ ًٙوي ٵَڇډمپه إز ډؼجًٍ ثبٙىي 

ٍ َب ٍا ثَ  ډب ىٍ كبڃ كب١َ ُډبوی ٽٍ یټ ډلًٞڃ ػيیي ٍا ىٍ ثبُاٍ ىٍیبٵز ډی ٽىیڈ، س٢میه كبٝڄ ٙيٌ ٽٍ  ډلًٞڃ ١ٍبیز ډَٞٳ ٽىىيځبن ٍا ػچت ٽَىٌ ي ډىبٕت اَياٳ ډى٪ًٍ ٙيٌ ثبٙي، ؿَا ٽٍ وًآيٍی ثبیي ایه هًإش
 #.Baxter,1995$٥َٳ ٽَىٌ ي ٍیٖټ ٙپٖز ٍا ىٍ ډلًٞڃ ػيیي ثٍ كياٹڄ ثَٕبوي 

 
٥َاف $ډی سًاوىي ٍیٖټ ٥َاكی ٍا ٽبَ٘ ىَىي، آن َب كشی ډی سًاوىي اُ ډِیز ىاٙشه ٽبٍډىيان ٍایڂبن، ٥َاكی َبی ډؼبوی ي اٍُٙی ٽٍ اٽىًن ثٍ ٥ًٍ ډٚشَٻ س٤ًٕ ډَٞٳ ٽىىيځبن « ٥َاكی َڈ آيٍىٌ»ي « اوجًٌ ُىایی»اډب 

ایؼبى ٙيٌ ثٌَُ # ٽٖی ٽٍ ٕپًیی ٍا ثَای ډٚبٍٽز ډَٞٳ ٽىىيٌ ٵَاَڈ ډی ٽىي$ي ٥َاف  #ٍایڂبوی ٽٍ ثٍ ٥ًٍ ٵٮبڃ ي ډؼبوی ىٍ ٍيوي ٥َاكی ډٚبٍٽز ډی ٽىي ي كشی ثَای ىاٙشه آُاىی ٵَىی ثٍ َٙٽز دًڃ دَىاهز ډی ومبیي
 .ډىي ثبٙىي

َمڂَایی ٵىبيٍی َب ي ٝىبی٬، ٵَآیىي ٥َاكی ثٍ َٕ٭ز ٍي ثٍ ٩ًٍُ ي سٲییَ  .ایه ٍيف َمپبٍی سبٌُ ٽٚٴ ٙيٌ، اُ ٥َیٸ سمبیڄ اٵِای٘ یبٵشٍ سًڅیي ٽىىيځبن ىٍ ځٌاٙشه ثوٚی اُ ٭مڄ ٥َاكی ثٍ ٭ُيٌ ډٚشَیبن، دَيٍٗ ډی یبثي
ٍ اوي ٍ َبی ىویبی ٥َاكی ٍا ډشلًڃ ٕبهش  .دٌیَ ي  إشٶبىٌ اُ دشبوٖیڄ َمیٚڂی ډٚشَیبن ثٖیبٍی اُ ػىج

Papanek (1995)讨论了一种情况，在这种情况下，通过转变曲线，详细说明这种元素如何改变整个产品的感知，可视化元素得到增强。基于此，人们就可以理解如何在产品设计中改变表达

方式(Baxter, 1995)， 并覆盖不同的目标群体，但它永远无法涵盖不同文化中所有消费者的需求。在探索多元化语义的过程中，重要的是要认识到不同的个体可能会赋予信息不同含义。设

计者可能需要考虑多变的形式来给予不同的含义，最大程度地满足不同文化个体的需求(Morris, 2009)。 

我们现在会在市场上买到新产品。为确保它能吸引消费者，并且达到其预期的目的，创新必须考虑这些因素，尽可能减少新产品失败的风险 (Baxter, 1995)。 

多元化和共同设计可以降低设计的风险，制造商甚至可以多方面获益——员工免费，设计免费，与消费者和设计者共同创造的价值。自由设计师积极参与到设计过程中去， 设计免费，甚至

为获得个人自由，他们需要支付一些费用。设计师会提供消费者参与的平台。 

制造商递增的意愿培养了这种新发现的协作精神，他们放弃部分设计任务，并将它交给客户。技术和产业的融合，迅速出现和不断变化的设计过程，使用无处不在的潜在消费者，以及日益

复杂和苛刻的客户，已经改变了设计世界的许多方面。 

Related to this Papanek (1995) discusses a case where the visual element is enhanced by transforming the curve alone, elaborating on how such an element can change the entire perception towards the 

product. With this, one can decipher as to how a line can change an expression in product designs (Baxter, 1995) and cover different target groups, but it never can cover all consumers‟ desires in different 

cultures.  Since in exploring semantics in demassification, it‟s important to recognize that different individuals may attach different meanings to the messages imparted. Designers may have to consider 

changeable form to give different meanings that is optimized for individuals to meet the needs of different cultures (Morris, 2009). 

We now get a new product on the market, ensuring that it appeals the consumers and is fit for its intended purpose, since innovation must take care of these factors and minimize the risks of the new product 

failing (Baxter, 1995).  

 

But demassification and co-design can reduce the risk of design, even they can get benefit of having free employees, free designs and a value which is now jointly created by consumers (free designer who 

actively participate in the process of designing for free and even pay company‟s for having individual freedom) and designer (who provides the platform to enable such consumer participation).  

This newfound spirit of collaboration is fostered by manufacturers' increased willingness to relinquish some part of the design task to customers. A convergence of technologies and industries, rapidly 

emerging and changing design process, using ubiquitous potential of consumers, and increasingly sophisticated and demanding customers, has changed many aspects of the design world. 
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ٍ ای ٍا ثَای ٥َاكبن ٵَاَڈ ډی ٽىي سب دیبڇ ٍيٙىی ٍا اُ ٥َیٸ ٙپڄ ډلًٞڃ اٍائٍ ىَىي وٚبوٍ َب ډٮىبیی٭مچپَىىٍ ثو٘ ځٌٙشٍ اٙبٌٍ ٽَىیڈ ٽٍ  اډب ثب ایه ٍيٗ ىٍیبٵز ٽىىيٌ ومی سًاوي دیبڇ ٍا .  ىاډى
 ىٍ ىيٍان ډيٍن،  .ډڈ ٥َاكی ډٮىبٙىبٕی ٍا ىاو٘ ػبىيی ډيٍن ډی وبډهثٍ َمیه ىڅیڄ إز ٽٍ . ثوًاوي ٵٺ٤ آن ٍا اكٖبٓ ډی ٽىي ي ثٍ ٥ًٍ وبهًىآځبٌ آن ٍا ډی دٌیَى ي ٕذٔ ٥َاكی ٍا ىوجبڃ ډی ٽىي

 .ىٍ ُډیىٍ ٥َاكی ډلًٞڃ، ډَىڇ ایه ػبىيځَان ٍا ٥َاف ه٦بة ډی ٽىىي
 وبڇ ځَٵز ي ىٍ وُبیز ٭ملا ثٍ ډٮىی هبٍػی، ٱیَډًډه یب Magika ىاٙشىي ٽٍ ثٮي َب Mageia إز ٽٍ آییىی ٕىشی ثٍ وبڇ Magoshثَځَٵشٍ اُ وبڇ ٭بڅمبن دبٍٕی ثبٕشبن ثٍ وبڇ « ػبىي» ا٦ٝلاف 

ثب اوٺلاة ٝىٮشی ي سًڅیي اوجًٌ ډلًٞلار ي ثبُاٍیبثی ىٍ آن، إشٶبىٌ اُ ػبىي ثبٍ ىیڂَ سٲییَ یبٵشٍ ي . ثٮيَب ایه و٫ً ډَإڈ ثٍ ډَإڈ َٕځَڇ ٽىىيٌ ثب اَياٳ سؼبٍی سٲییَ یبٵز. ډَإڈ وبډَٚي٫ ٙىبهشٍ ٙي
ٍ َب آډي اُ ُډبن  #ػبىيځَان/سًَڈ آٵَیىبن$ثٍ ایه سَسیت  ٥َاكبن . اُ ډَإڈ َٕځَڇ ٽىىيٌ ثٍ إشٶبىٌ ىٍ ٥َاكی ډلًٞڃ ثَای ٽىشَڃ سٞمیڈ ډَٞٳ ٽىىيٌ سجيیڄ ٙي ي ٕذٔ ثَای ٽىشَڃ ډَىڇ ثٍ ٍٕبو

 .ثبٕشبن سب ٭َٞ كب١َ ثٖیبٍ ٵٮبڃ ثًىٌ اوي سب ډَىڇ ٍا ثٍ ا٥ب٭ز َيایز ٽَىٌ ي آوبن ٍا ثٍ دیَيان هًى سجيیڄ ٕبُوي
سٮياىی اُ ډشًن ثبوٶًً ػبىي ىٍ . سب ُډبوی ٽٍ ثَٚیز ثٍ ٹيٍر ثبلاسَ ا٭شٺبى ىاٙشٍ ثبٙي، إشٶبىٌ اُ ٕلَ ي ػبىي، ٥چٖڈ َب، وٶَیه َب ي اٵًٖن َب ثٍ ٥ًٍ ځٖشَىٌ ای ىٍ َٕإَ ٵََىڀ َب يػًى هًاَىي ىاٙز

ٍ اوي، ثٖیبٍی اُ آن َب ٽشبة َبی اوشوبثی ػًاډ٬ ډوٶی ي دبىٙبَبوی ٙيٌ اوي ٽٍ ثٍ هًثی ىٍ ُډبوٍ ٽىًوی ػب ثبُ ٽَىٌ اوي َمبو٦ًٍ ٽٍ آن ٍا ىٍ ٕیٖشڈ ډوٶی ٵَاډبًٕوَی ىيڅز . ٥ًڃ ٹَن َب سًٕٮٍ یبٵش
 .آډَیپب ډی ثیىیڈ ٽٍ اُ ٕلَ ي ػبىي إشٶبىٌ ٽَىٌ ي كشی ثَای ډَإڈ ٕلَ ي ػبىيی هًىٙبن اُ ٹَثبوی ٽَىن ویِ إشٶبىٌ ډی ٽىىي

上篇中我们已经提到，语义功能给设计师提供一个范围，让他们通过产品进行准确的信息交流。通过这种方式，设计师之间可以互相交流，但受众者并不能真正读懂设

计师想要传递的信息，只能凭感觉粗略地理解，然后死板地遵循。这也就是为什么我把“设计语义学”称之为“现代的魔术”。因此，在现代产品设计领域中，人们把“设计

师”称为“魔术师”。 

“魔术（Magic）”一词源于古代波斯祭司的名字“Magosh”。这个词经常用于宗教祭祀活动，并成为人们熟知的“Mageia”。随后，这个词的拼写逐渐变成“Magika”，意为

“异域的，异端的，异教的仪式”。再后来，这种宗教仪式逐渐变成成商业活动中的娱乐表演。随着工业革命的到来，市场经济日益繁荣，生产呈现大规模化，“Magic”一

词的应用再一次发生变化。脱离了“娱乐表演”的词意后，“Magic”被用于“以掌控客户决策为目的的产品设计”。随后，发展为“以控制观众为目的的媒体”。如此看来，自

古代伊始，设计师（魔术师／魔法师）这类人就善于掌控受众，甚至可以通过戏法把观众变成自己的信徒。 

只要人类执着于追求更强大的力量，人类的文化中就少不了魔法、妖术、诅咒和咒语。数百年来，有关法术的书籍在文学史上的地位相当重要。甚至是今时今日，许多

秘密组织和国家团体都会参阅魔法书籍。尽管美国政府的共济会秘密组织因为这种所谓的法术仪式牺牲了很多人，但是他们依旧信奉于此。 

 

In the last section we mentioned that the semantic function of signs provides scope to the designers to communicate a clear message through the form of product. But in this way the receiver cannot read the 

message but just feels it and unconsciously accepts the message and then follows the design which is the reason that I call design semantics as the knowledge of modern magic. In the modern era in field of 

product design, people call these magicians, „Designers‟. 

 

The term „Magic‟ derives from the name of the Persian priests called „Magosh‟ which they derived rituals came to be known as „Mageia‟, and then „Magika‟ which eventually came to mean any foreign, 

unorthodox, or illegitimate ritual practice. Later these kind of rituals changed to the entertainment shows for business purpose.  By industrial revelation and its mass production of products and its 

marketing, usage of magic again changed from entertainment show to use in product design to control the consumer decision and later it went to media to control people. In this way designers 

(illusionists/magicians) were so active from ancient time to present time to lead people into obedience or turn them into adherents. 

 

As long as humanity has beliefs in a higher power, the use of magic, spells, curses, and incantations will feature widely across the cultures. A number of influential texts of magic were developed over the 

centuries, many of which became the books of choice for secret societies and kingdoms that endured well into current time as we see it in the US governmental secret system of freemasonry which uses 

magic even if they do sacrifice for the ritual of their magic.  
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ډًٍى « ػبىيی اسٞبڃ»ثبٕشبن ٙىبٕبن ىائمب اٙیبء ٥َاكی ٙيٌ ثَای ػبىي ٍا ډشٮچٸ ثٍ ىيٍان ثبٕشبوی ٽٚٴ ٽَىٌ اوي، اٙیبیی ٽٍ ىٍ ځٌٙشٍ ىٍ ډَإڈ . ىٍ ایىؼب ډب اثشيا دىؼٌَ ای ثٍ ٍيی ػبىي ىٍ ىویبی ٕىشی ثبٕشبن ډی ځٚبییڈ 51
ٍ َبی وٺبٙی ٙيٌ ٭مڄ ډی ٽَىوي« ػبىيی اسٞبڃ». إشٶبىٌ ٹَاٍ ډی ځَٵشىي ىٍ ىویبی ثبٕشبن اػَا ٽىىيځبن ػبىي ثٍ ٥ًٍ ٭ميٌ ثَای كپمَاوبن ىٍ ایَان ثبٕشبن، ډَٞ، . ثبٕشبوی سمبډب ثٍ ًٍٝر ٥چٖڈ َبیی ثًى ٽٍ اُ ٥َیٸ وٚبو

 .َىي، ؿیه، یًوبن ي ٍڇ ٽبٍ ډی ٽَىوي
آن َب اُ . ٵَډًڃ َبی ٙىبهشٍ ٙيٌ ای ىاٙشٍ ي ثَای ىي ٥َٳ یٮىی هيا ي ډَىڇ ډًٍى إشٶبىٌ ٹَاٍ ډی ځَٵشٍ ي ٕذٔ آن َب ٍا ثَای ٭مڄ ي وشیؼٍ ثٍ َميیڂَ ډشٞڄ ډی ٕبهشىي« ٥چٖڈ َبی اسٞبڃ»ٽبٍٙىبٕبن ػبىي ثبيٍ ىاٙشىي ٽٍ 

ٍ َبی ډوشچٴ ُويځی إشٶبىٌ ٽىىي، ډظلا س٢میه یټ اُىياع ډًٵٸ ثب یټ َٙیټ ػيیي یب ىیڂَ ډًٵٺیز َب ؿًن ٙپبٍ  ٥چٖڈ َب ثٍ وٶ٬ دبىٙبَبن إشٶبىٌ ډی ٽَىوي سب آن َب ثشًاوىي اُ ٥چٖڈ اسٞبڃ ثَای دیَيُی َبی آیىيٌ ىٍ ػىج
وپشٍ ػبڅت ایىؼبٕز ٽٍ ډب ٍیٍٚ ایه و٫ً ػبىي ٍا ىٍ وٺبٙی َب ٍيی ىیًاٍ ٱبٍَب ډی ثیىیڈ ٽٍ ثَای اَياٳ ػبىيیی ثَای ى٭ًر اُ كیًاوبر ثَای ٙپبٍ ٥َاكی . كیًاوبر، ٽٖت سؼبٍر، ٽىشَڃ ډَىڇ، اډًٍ ٙوٞی یب كشی اوشٺبڇ

 .ىٍ ياٹ٬ سمبڇ ػبىيځَان ىٍ ځٌٙشٍ ٥َاف ثًىٌ اوي. ٙيٌ اوي
آن َب ٥چٖڈ َبیی ٍا . ډبوىي اٙیبء یبٵز ٙيٌ ىٍ ًٍٕیٍ، ٥چٖڈ َبیی ٽٍ اٱچت سب ُډبن ډَٿ دبىٙبٌ ثٍ ىيٍ دبىٙبٌ كمڄ ډی ٙيٌ اوي.  ٍا إشٶبىٌ ډی ٽَىٌ اويسًَڈ آٵَیىبن/دبىٙبَبن ٭لائڈ ٹيٍسمىي ٥َاكی ٙيٌ س٤ًٕ ػبىيځَان

ٍ ای ٥َاكی ٙيٌ ثًىوي ٽٍ هًىٙبن كبډڄ ٥چٖڈ . ٥َاكی ٽَىوي ٽٍ َىڂبڇ كٶبٍی َبی ثبٕشبن ٙىبٕی ثٍ څًاُڇ ډًَٕڇ ډَسجب ٽٚٴ ٙيٌ ىٍ ځًٍَبی ثبٕشبوی سجيیڄ ٙيوي آن َب ٕىڀ ٥چٖڈ َبی ومبىیىی ٍا ډی دٖىيیيوي ٽٍ ثٍ ځًو
 ویِ ثبٕشبن ٙىبٕبن ًٕئیٖی یټ ٥ًډبٍ ٥لایی ىاهڄ یټ ٽذًٖڃ ٥چٖڈ 2008ىٍ ٕبڃ . ، ثبٕشبن ٙىبٕبن ٕىڀ ٥چٖمی ىٍ ٹجَٓ ٽٚٴ ٽَىوي ٽٍ اٵًٖن دبڅیىيٍيډیټ ٍيی آن كټ ٙيٌ ثًى2011ىٍ ٕبڃ . ي ػبىي ثبٙىي

ٍ َب ي اٵًٖن َبی ػبىيیی ثب ویز هبٛ هًىٙبن دَ ډی ٽَىوي، ََ ؿىي ٩بََی سِئیىی . وٺٌَ ای ٽٚٴ ٽَىوي ٽٍ سًٍٞ ډی ٙي ډشٮچٸ ثٍ ىيٍان ٍيڇ ثبٕشبن ثبٙي ٕىڀ ٥چٖڈ َب ٥َاكی ٙيٌ س٤ًٕ ػبىيځَاوی ٽٍ آن َب ٍا ثب ٽشیج
ٍ اوي اډب ثٍ و٪َ ډی ٍٕي ډلشًیبر آن َب ثَای ډٮشٺيان ثٍ آن َب ثٍ ډىِڅٍ ډَٿ ي ُويځی ثًىٌ اوي  .ىاٙش

我们先来看看古老的传统魔术是什么样的。考古学家发现，古时候用来施法的方式通常是远古时期宗教仪式中用的“联合魔法”。古时，不同的“联合魔法”手法均如出一辙，皆是让咒语穿过

画符从而施展法术。那时的魔法师主要为国王效力，古代波斯国、古印度、古埃及、古代中国、古代希腊和古代罗马国都有专门的法师以辅佐帝王。 

专业的法师认为，“联合魔法”有固定的模式、名字、还有像神或圣人一样的参与者。法师用这样的魔法把国王和国王想要的利益“绑定”起来，比如，法师可以用魔法预言国王即将迎来的胜

利，或预知与另一半的幸福婚姻，又或者可以用这种方法占卜一切事情的结果。古代人在狩猎、复仇、商贸往来、个人私事以及欲操控别人时，都喜欢用魔法预测一下结果。有趣的是，虽

然法术的应用有很多，但最初的法术应用于狩猎中。古代人挖了很多洞穴以诱导动物进入陷阱，而在这些洞穴的墙壁上，就有很多类似法术画符一样的图案。因为古人深信这些图案可以让

洞穴具有法力从而确保狩猎的顺利。如此看来，每一个法师都是一个设计师。 

古代的君王特别喜欢法师设计出来的图案，因为他们相信这些图案具有强大的法力。叙利亚出土的文物显示，国王出现时身上总是戴着法力高强的护身符。把法师们设计出来的图腾佩戴在

身上，已经逐渐成为古时的潮流必备品，这样的图腾佩件在古代的坟墓中十分常见。古代棍王更青睐拥有为他们量身设计的护身符。2011 年，考古学家在塞浦路斯发掘出一个刻有回文咒

语的护身符；2008 年，瑞士考古学家发现在一个银质护身胶囊中藏有一个金卷轴，推测此物应属于古罗马时期。护身符看似是一个寻常装饰物，实际上对于信徒来说它代表着生的希望和

死的恐惧。古代法师用心设计出每一个卷轴和护身符，并在它们身上赋予深刻含义。 

Here first we provide a window into the magic of the ancient traditions. Archaeologists always discovered objects designed for magic in the ancient times which they used in „binding magic‟ rituals in the 

past. In ancient times „binding magic,‟ it was all about the spells through drawing signs. Practitioners of magic were working mainly for kings in ancient Persia, Egypt, India, China, Greek and Rome.  

As their magic experts used to believe, binding spells had known formulas and named involved parties, like God and people, and then connected them to actions or results. They used spells to „bind‟ for the 

benefit of the kings who could use a binding spell to invoke an upcoming victory in every aspect or ensure their happy marriage to a new partner (related to love) or other outcomes such as hunting animals, 

business, controlling people, personal affairs and even revenge. The interesting point here is that we see the root of this kind of magic in the paintings on the wall of caves which were designed for magical 

purpose to invite animals for hunting. Actually all magicians were designers in the past. 

Kings used powerful signs designed by magicians, like the objects found in Syria, the spells were often carried around with king until he came to pass. They designed spells which became a must have 

fashion accessory regularly found in ancient country‟s grave sites and digs. They favored amulets with symbolism which were designed to carry spells, themselves. In 2011, archaeologists discovered an 

amulet in Cyprus that was engraved with a palindromic spell, and in 2008, Swiss archaeologists found a gold scroll in a silver amulet capsule thought to have belonged to the ancient Roman era. Amulets 

may have looked decorative, but their contents felt like life and death to believers, designed by magicians to fill these scrolls and talismans with their intentions. 
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څًف َبی وٶَیه ٙيٌ ٍا ډی سًان ثٍ ٭ىًان ٙیًٌ َبی . ایه َب ىٍ ډًاٍىی ٽٍ ثٍ ډَىڇ ٕشڈ ٍيا ډی ٙي، ثَ ٍيی َٕة، ډًڇ یب ٕىڀ وًٙشٍ ډی ٙيوي. ثًىٌ اوي« څًف َبی وٶَیه ٙيٌ»یپی اُ ٕىز َبی ػٌاة سَ ي سچن ػبىيی ثبٕشبن  52
  .ثٍ ایه ډٮىی ٽٍ  اځَ ٽٖی ثٍ دبىٙبٌ ثی اكشَاډی ډی ٽَى یب ثٍ اي ٝيډٍ ډی ُى، ػبىيځَ اي ډی سًاوٖز آن َب ٍا وٶَیه ٽىي. ىٍ ىویبی ثبٕشبن ډٚبَيٌ ومًى« سوَیت»

ػبىيځَاوی  #2ػبىيځَاوی ٽٍ ىوجبڅٍ ٍيی ػبىيی ٕٶیي ثًىوي ي  #1: اڅجشٍ سمبڇ ډَىڇ ىویبی ثبٕشبن ثٍ ػبىي ٭ٺیيٌ وياٙشىي ي سىُب ػبىي ځَان ٹيٍسمىي ثَای دبىٙبَبن ٽبٍ ډی ٽَىوي ٽٍ ډی سًاویڈ آن َب ٍا ثٍ ىي ىٕشٍ سٺٖیڈ ٽىیڈ
 .ډشٶبير ثًىاځَؿٍ ىاو٘ ي ٹيٍر ثٍ ىٕز آډيٌ یپی ثًى اډب ٙیًٌ َبیی ٽٍ آن َب اُ ٹيٍر َبیٚبن إشٶبىٌ ډی ٽَىوي  ډیبن ایه ىي ځَيٌ . ٽٍ ػبىيی ٕیبٌ ي اٵًٖن َبی ډوَة اوؼبڇ ډی ىاىوي

ٍ َبی ډشٮيىی سٺٖیڈ ٙيٌ إز ػبىيځَان ػبىي ٍا . ىٍ ىيٍان ډيٍن، ػبىيی ثبٕشبوی ثٍ ػبىيی ډيٍن سٲییَ یبٵشٍ، ىٍكبڅی ٽٍ ٕلَ ي ػبىي ثب ػبىيځَاوی ٽٍ ػبىيځَی ٍا اُ ٥َیٸ َىَ اوؼبڇ ډی ىاىوي سٲییَ یبٵشٍ، ٽٍ ایه ثٍ ػىج
 َىَی ىیڂَ اوؼبڇ ډی ىَىي ي ډب آن َب ٍا ډًٕیٺی ىان، ٵیچڈ ٕبُ، ٥َاف ي إبډی ىیڂَی ه٦بة ډی ٽىیڈ سب وبڇ ػبىيځَی ٍا ډوٶی ٕبُیڈ، ثب ایه كبڃ ٵَاډًٗ ٍٙشٍ َبیاُ ٥َیٸ ډًٕیٺی، ٵیچڈ، ٍٕبوٍ، سچًیِیًن، ٥َاكی ډلًٞڃ ي 

 .وپىیڈ آن َب ٽٖبوی َٖشىي ٽٍ ډَىڇ ٍا ثٍ ًٍٝر ٵیِیپی ي ٍياوی ډًٍى ٽىشَڃ ٹَاٍ ډی ىَىي
另一种古代法术更有神秘色彩，被称为“被诅咒的魔法碑”。具体来说，就是把咒语刻在铅块、蜡块或石头上，以此来惩罚误入歧途的人。在古代，这种诅咒魔法碑相当于追缉令。如果有谁

对国王不尊或者刺害国王，那么国王的法师就会对此人下诅咒。 

并不是所有的古代人都痴迷于法术，仅仅哪些法术高强的法师才能为国王工作。我们可以把法师分为两类：白魔法师和黑魔法师。尽管黑白魔法师的法力和法术知识相

当，但他们使用法术的方法不尽相同。 

如今，古代魔法已经演变成了现代魔术和戏法。现代魔术师通过多种多样的艺术形式表演魔术，比如音乐、电影、媒体、电视、艺术品等多种艺术形式。但我们并不称之

为“魔法师”，而称他们为“音乐家”、“电影制作人”、“设计师”或者其它称号。尽管他们不是“法师”，他们却和古代法师的手法一样——通过戏法控制人们的形体和心理。 

 

One of the more charmingly bitter traditions of ancient magic were „cursed tablets‟ spells written on lead, wax or stone that laid out the ways in which people had been wronged. Think of cursed tablets as 

the takedowns of the ancient world. If someone disrespected or harmed the king, his magician could curse them.  

Not everyone in ancient times was into magic, just the powerful magicians were working for kings; which we can divide into two categories 1- magicians who follow the white magic and 2- magicians who 

follow black magic and malicious spells. Although the knowledge 

and achieved power is same but the ways they use their power is 

divided between these two groups. 

In modern era, ancient magic transformed to modern magic as 

conjuring and magic changed with modern magicians perform magic 

through art, and it has been divided into many aspects. Magicians 

perform magic through music, film, media, TV, product design and 

other artistic aspects but, we call them musicians, filmmakers, 

designers, and a number of other names to hide the name of 

magician, but again they are believed to control people physically 

and psychologically. 

 

ًقاؽی دیْاسی دس دّساى تاعتاى ًؾاى دٌُذٍ ػلائن جادّیی اعت کَ حیْاًات سا . ؽکل

دس تالا عوت ساعت. تشای اُذاف ؽکاس هتْقف هی عاختَ اعت   

 图.古代洞穴墙壁上的画（以狩猎为目的）  

Figure. Ancient wall painting shows magical sign to stop the animals 

for hunting purpose, in the top right.  
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ٍ َبی ٵچٖٶٍ ٕیبٕی، ډشبٵیِیټ، اهلاٷ ي ډى٦ٸ ډ٦چت وًٙشٍ إز$.  اثً وَٞ ډلمي ثه ډلمي ٵبٍاثی اٙبٌٍ ٙيٌ إزدبٍٕیىٍ ډشًن سبٍیوی ثٍ ٵیچًٖٳ ثَای ډظبڃ،  53 اي َمـىیه یټ ىاوٚمىي، ٽیُبن ٙىبٓ، . اي ىٍ ُډیى
ٍ ای ٽٍ وًٙشٍ ثب ٕشبی٘ اُ ٵبٍاثی ٭ىًان ٽَىٌ 1288ٍیب١یيان ي ډًٕیٺیيان ثًىٌ إز ٽٍ ثٍ هب٥َ سٖچ٤ هًى ثَ ډشبٵیِیټ ٙىبهشٍ ٙيٌ ډی ثبٙي؛ ٙمٔ اڅيیه َُُٙيٍی ویِ ٽٍ ىٍ ٕبڃ َبی   ډیلاىی ډی ُیٖشٍ، ىٍ ُويځی وبډ

 ٕجت ي ثٮيٽىشَڃ ٽَىٌ، آن َب ٍا ثٍ ځَیٍ اوياهشٍ ثب ډًٕیٺی اي  سًاوٖشٍ سمبډی ډَىڇ ىٍ یټ ځَىَمبیی اػشمب٭ی ٍا ٽٍ .  آډيٌ إزكبٽڈثٍ يیٌْ ٍيایشی ىٍثبٌٍ ٕٶَ اي ثٍ ٙبڇ ثَای ىیياٍ  #. ثًىٌ إزدبٍٕیٽٍ اي اُ یټ هبوًاىٌ 
 وًٙشٍ ي ىٍ آن اًٝڃ ٵچٖٶی ىٍثبٌٍ ډًٕیٺی، ٹبثچیز َبی ٽیُبوی ي سبطیَار آن ٍا اٍائٍ ىاىٌ Kitab al-Musiqa« ٽشبة ډًٕیٺی»ٵبٍاثی ٽشبثی ىٍثبٌٍ ډًٕیٺی ثب ٭ىًان . هىيٌ آوُب ًٙى ي ىٍ دبیبن آن َب ٍا ثٍ هًاة ٵَي ثجَى

 ډه ډٮشٺيڇ ٽٍ اي ٥َاف ي ػبىيځَ ثٍِٿ ي هًٙىبډی ویِ ثًىٌ إز اُ آوؼبیی ٽٍ ثَ .اي َمـىیه یټ ٍٕبڅٍ ىٍ ډٮبوی ٭ٺڄ وًٙشٍ ٽٍ ثٍ ډًٕیٺی ىٍډبوی دَىاهشٍ ي اطَار ىٍډبوی ډًٕیٺی ثَ ٍيف ٍا ډًٍى ثلض ٹَاٍ ىاىٌ إز. إز
 .  ٍا ثٍ سلَیَ ىٍ آيٍىٌ" اطجبر اڅمٶبٍٹبرٵیٍٕبڅٍ "ي " ا٦ًٍٕاڅ٦جیٮٍ اٱَاٟ ډب ثٮي"، "ٵی يػًة ٝىب٭ٍ اڅپیمیب "ډًٕیٺی ي ٭چڈ الا٭ياى سٖچ٤ ىاٙشٍ ي ٽشجی ؿًن 

 إشبى ٙؼَیبن ٽٍ ىٍ ٕبڅُبی «ډیي ای َٕای اانیَا »سمبډی هًاوىيځبن ىٍ َٕإَ ػُبن ډی سًاوىي ډظبڅی ىیڂَ ثبٙىي ٽٍ ثَ ٵپَ ي ًَه ډَىڇ اطَ ځٌاٍوي ي ٵََىڀ ي ٍٵشبٍ ډَىڇ ٍا َيایز ډی ٽىىي ثَای ومًوٍ سٞىیٴ َىَډىياوٍ
 ٵٮچی ی٤ ىٍ َٙإیمب ٝيا ي یي َمبن ٥ًٍ ٽٍ ا٥لا٫ ىاٍ"ٽَى، ٽٍ ایٚبن هًى ایه ډ٫ً١ً ٍا ىٍ وبډٍ ای ٽٍ ثٍ ٍئیٔ ٝيا ي ٕیمب وًٙشٍ اوي سبییي ٽَىٌ اوي  ایَان ػًاوبن ٍا ػبىي ډیػمًٍُی إلاډی اثشيایی اوٺلاة ثَای ىٵب٫ اُ 

ٍ يیىؼبوت اډیُىی یډٖشمَاً اٹياڇ ثٍ دو٘ َٕيىَب   إز ي ۱۳۵۸ ي ۱۳۵۷ ٕبڃ [َٙای٤ ډمچپز ىٍ]هًاويٌ ٙيٌ ډشٮچٸ ثٍ...  [ثَای اوڂیوشه ػًاوبن]  َٕيىیه ایي ډٖشل٢َڅیػىبثٮب. ٽىيډی  «ډیي ای َٕای اانیَا» َٕيى یٌْ ث
  . ثچٍ اي َڈ ػبىيځَ إز."... وياٍىوی ٽىًی٤ ثٍ َٙا٥ی اٍسجبَیؾ

历史记载了波斯哲学家阿布·纳萨尔·穆罕默德·伊本·穆罕默德·法拉比和他前往沙姆游历纳塞尔宫殿的故事（法拉比在政治哲学、形而上学、伦理学和逻辑学领域都颇有建

树。他是哲学家，也是科学家、宇宙学家、数学家和音乐家。阿尔·萨赫拉祖里（公元 1288 年）著有法拉比的早期传记，据传记记载，法拉比生长于一个波斯家庭）。据

记载，法拉比可以控制人的心理，他可以让人失声痛哭、随后破涕为笑、最后又酣然入睡。法拉比曾写过一本有关音乐的书，名为 Kitab al-Musiqa（《音乐之旅》）。

在书中，法拉比讲述了音乐的哲学原理、自然特性以及音乐所带来的影响。书中他还论述了“理解力”的重要性，并进一步阐述了音乐对灵魂的治疗作用。因此，我也相信

他是一位伟大的设计师和白魔法师，因为他不仅在音乐和命理学方面颇有研究，还写了很多关于关于超级厉害的隐形生物，形而上学和炼金术的书。 

世界各地的歌手不仅可以在思想上影响人们，也可以引导文化的发展和影响人们的行为。例如 Mohammad Reza Shajarian 的艺术民谣，在革命后的几年里可以神奇地引

导青年们捍卫伊朗;他通过写信给 IRIB(伊朗国家广播公司)获得了批准（信件里的部分内容如下），“正如你所了解的，最近广播和电视频频播放我的爱国赞美诗。这个爱

国的赞美诗与 1978 年和 1979 年有关，不适合现在的情况。”没错，他也是魔术师。 

 

For instance, It has been mentioned in the historical texts about the Persian philosopher Abu Nasr Muhammad ibn Muhammad Farabi (who wrote in the fields of political 

philosophy, metaphysics, ethics and logic. He was also a scientist, cosmologist, mathematician and musician who was known for his dominance over metaphysics; Al-

Shahrazuri who lived around 1288 A.D.  had written an early biography stating that Farabi hailed from a Persian family)  and the story is related to the time when he traveled 

to Sham.  He could control all the people in the social gathering (party) to cry first then to laugh, and at the end to sleep. As Farabi wrote a book on music titled Kitab al-

Musiqa (The Book of Music) he presented philosophical principles about music, its cosmic qualities, and its influences. He also wrote a treatise on the meanings of the 

intellect, which dealt with music therapy and discussed the therapeutic effects of music on the soul. Therefore I also believe he was a great designer and a great white 

magician as he had dominance on music and numerology, also he has written many books related to superpower invisible beings, Metaphysics and Alchemy. 

All singers around the world can be another example which can effect on people's minds, also can lead the cultures and people's behaviour. For instance artistic ballad of 

Mohammad Reza Shajarian that in the years after revolution could magically lead youth to defend Iran; He has approved this by a letter written to the chief of IRIB “As you 

know recently the radio and television broadcasts my patriotic hymn frequently. You know this patriotic hymn is related to 1978 and 1979 and is not appropriate for current 

situation.”  Yes, he is also magician.  
 

www.takbook.com



 

 

ٍ ىاٍان ىٍ . ي سًَڈ ٍا اُ ٥َیٸ ٥َف َبیٚبن ایؼبى ډی ٽىىي #ډَىڇ آن َب ٍا ٥َاف ه٦بة ډی ٽىىي$ایه ػبىيځَاوی ٽٍ . كبڃ اػبٌُ ىَیي ثیٚشَ ىٍثبٌٍ ٥َاكبن ٝلجز ٽىیڈ 54 ٥َاكی َبی ػبىيی آن َب، َىَ ػبىي ٍا ثَای ٽمټ ثٍ َٕډبی
ایه ٥َاكبن، ٥َاكبن ػبىي . آن َب ډَٞٳ ٽىىيځبن ٍا ثَای ٍٵشه ثٍ ډٲبٌُ َب ٽىشَڃ ډی ٽىىي ي آن َب ٍا سىُب ثَای اوشوبة ډلًٞڃ ٥َاكی ٙيٌ هًى وبهًإشٍ ي وبهًىآځبٌ َيایز ډی ٽىىي. ثيٕز آيٍىن دًڃ ثیٚشَ سٲییَ ىاىٌ إز

آن َب . إشٶبىٌ ډی ٽىىي ي ثٍ و٪َ ډی ٍٕي آن َب ٍا ٽبډلا َیذىًسیِڇ ٽَىٌ اوي #ډَٞٳ ٽىىيځبن$ ي ٽىشَڃ ثَىٌ َبی ډيٍن سًَڈ آٵَیىیایه ٍيُ َب آن َب اُ َىَ ي َمـىیه ٵه آيٍی ثَای اوؼبڇ .  ډی ثبٙىيسًَڈ آٵَیىبنَٖشىي، آن َب 
اډَيٌُ ٥َاكبن، .  َٕډبیٍ ىاٍی ي سًڅیي ٽىىيځبن آن َب ٍا ٽىشَڃ ډی ٽىىي، ىٍٕز ډبوىي ىيٍان ثبٕشبن ٽٍ ٙبَبن ثَای ٽىشَڃ ډَىڇ اُ ػبىيځَان إشٶبىٌ ډی ٽَىوي آن،یټ ٹٶڄ وبډَئی ثَ ًَه ٙبن ىاٍوي ٽٍ ثب ثٌَُ ځیَی اُ

ٍ َب ي ىاو٘ ډٮىبٙىبٕی ٥َاكی ي دبٍاډشََبی ىیڂَ ىاٍوي ٽٍ  ىٍ ایؼبى ََ ٽبلای ىاٍای سًَڈ ٽمپٚبن ډی ومبیي ، ي ډُمشَ اُ َمٍ ایىپٍ ىٍٻ ي  إشٶبىٌ اُ  اٙشیبٷَىََبی هلاٹبوٍ هبٍٷ اڅٮبىٌ ای َمَاٌ ثب ىٍٻ ٍيٙىی اُ وٚبو
٘ َبیی ػبىيیی سجيیڄ ٽىىي ٕڂَا ٥َاكی اكٖب آن َب ٍا ثٍ إشبىان َمپبٍی سجيیڄ ٽَىٌ إز، ي ایه ٵَٝز ٍا ثَای آن َب ایؼبى ډی ٽىي ٽٍ ٽبلاَبیی ٍا ٥َاكی ٽىىي ٽٍ ډی سًاوي ًَه ډٚشَیبن ٍا ٽىشَڃ ٽَىٌ ي ٥َف َب ٍا ثٍ ومبی

 .ٽٍ اُ و٪َ ثَٞی ٹبو٬ ٽىىيٌ ثبٙىي
 . ٙبن ٍا َٝٳ ثٖیبٍی ډلًٞلار ډی ٽىىي ٽٍ كٺیٺشب ویبُی ثٍ هَیي آن َب وياٍوي ىٍ ثبُاٍ ډٚبَيٌ ډی ٽىیڈ ٽٍ ډَٞٳ ٽىىيځبن دًڃ. ډب ډی ثیىیڈ ٽٍ ثبُاٍَب دَ اُ ډلًٞلاسی َٖشىي ٽٍ یټ وٶَ آن َب ٍا ٥َاكی ٽَىٌ إز

ىیيځبٌ سؼَثی ىٍ ډًٍى ولًٌ هَیي ډَٞٳ ٽىىيځبن ثیبن ډی ىاٍى ٽٍ ډَٞٳ ٽىىيځبن ىٍ ثٮ٢ی اُ ډًاٹ٬ ثَ إبٓ سٞمیڈ ځیَی ٽبډلا ٭ٺلایی هَیي ومی ٽىىي، ىٍ ډٺبثڄ آوُب ځبَی سىُب ثَإبٓ هیبڃ دَىاُی ي َیؼبوبر ي 
ىٍ ایه ډًٍى ٥َاف ثب ٥َف هًى اكٖبٕبر ٭ب٥ٶی ٹًی ٍا ىٍ ثیىىيٌ هچٸ ډی ومبیي سب یټ هَیي ثی ثَوبډٍ ٍا ٽٍ ثَ ََ ځًوٍ سٶپَ ٭ٺلایی ؿیٌَ ځَىیيٌ ٍا ثًػًى . اكٖبٕبر هچٸ ٙيٌ س٤ًٕ ٥َاف، ډجبىٍر ثٍ هَیي ٽبلا ډی ٽىىي

 #٥َاف$ي ایه ُډبوی اسٶبٷ ډی اٵشي ٽٍ اٵَاى ىٍ ډٮَٟ وٚبوٍ َب ي ٭لائڈ ٥َاكی ٙيٌ س٤ًٕ ػبىيځَ . كبڅز ٭ب٥ٶی ډِثًٍ ډٖشٺیمب ډىؼَ ثٍ ثَيُ یټ ٍٵشبٍ ٙيٌ  ثی آن ٽٍ ٙوٜ ثٍ ٥ًٍ ػيی ىٍثبٌٍ هَیي ٵپَ ٽَىٌ ثبٙي. آيٍى
 .ٹَاٍ ډی ځیَى ي آوُب ٍا اُ ٥َیٸ كًآ ي ځیَويٌ َبی٘ ىٍیبٵز ډی ٽىي ، ثٍ آن سًػٍ ډیپىي ي ىٍ وُبیز ثَ إبٓ ىاٙشٍ َبی سؼَثی ىٍ ٵپَ ي ًَه آن ٍا سٶٖیَ ٽَىٌ سب ډٮبویٚبن ٍا ٽٍ ٍٵشبٍٗ ٍا ٽىشَڃ ډیپىي ىٍٻ ومبیي

上文中谈论了魔法师，那么“设计师”和“魔法师”之间又有什么联系呢？这些魔法师（通常人们称之为“设计师”）通过设计作品制造幻象。玄妙的地面设计已经脱离了魔法艺术本身，进而成为

了资本家的挣钱方式。设计师通过巧妙的设计，让消费者不由自主地走进商店并选中设计师计划中的那款产品。这些设计师事实上就是在设计魔法，他们俨然就是“魔法师”。这些设计师使

用艺术和科技制造幻象，从而操控现代社会的奴隶们（消费者），而消费者们似乎已经被完全催眠了，他们的大脑被一把无形的大锁锁住，任由设计师操控，不由自主地消费，为资本家和

生产商带来利益。在古代，国王通过法术控制百姓；在现代，设计师凭借高超的创新能力、对符号的清晰理解、对语义的深刻认识、以及熟练掌握设计产品相关的每一个参数，来控制消费

者的行为。更重要的是，设计师敏锐的设计理念使其成为合作中的掌控者，他们可以通过别出心裁的设计来控制客户的想法，并给普通的产品设计赋予神秘的魅力以牢牢吸引客户的目光。 

市面上，不同的设计师设计出来的产品琳琅满目。而消费者总是不知不觉地买下一些并非真正需要的东西。 实验表明，消费者购物时并不是完全理性的。相反，他们的购物通常是基于情

感、冲动、感觉、以及设计师给他们制造出来的美好幻想（霍尔布鲁克和赫希曼，1982）。这样，设计师的设计就会在受众身上产生一系列的无意识反应行为，即让这种非计划型的购物想

法占据大脑从而控制消费者进行意外消费。这种情感状态直接促使消费者进行消费，而这种冲动型消费基本没有经过深思熟虑。魔术师（设计师）设计出来的产品深深催眠了消费者并刺激

着他们的感觉，让他们对产品产生兴趣。在这些经验的基础上，设计师就可以把产品理念解读并传递给消费者，从而控制消费者的消费行为。 

Now let‟s talk more about designers. These magicians (which people call as designers) make illusion through designs. Their ground magic designs have changed the art of magic to help capitalist to earn 

more money. They control consumers to go to the shops and lead them just to select their designed product involuntarily and unconsciously. These designers are designers of magic, they are illusionist. 

These days they use art as well as technology to do illusions and control the modern slaves (consumers) whom they seem to mesmerize completely. They have an invisible lock on their minds which 

controls them, benefiting the capitalist and the manufacturers. Like in the ancient time, kings used to control people through magicians, today designers have remarkable creative skills with a clear 

understanding of signs and knowledge of design semantics and the parameters involved in each product illusion, More importantly, their keen design sensibilities make them a master collaborator, allowing 

them to design products that can control the minds of clients and transform designs into magical stunts which are visually compelling. 

We see that the markets are full of products which somebody designed. In the market we see consumers spend their money for many products which they really do not need to buy.  

Experimental viewpoint are talking about the ways consumers  buy things without being based on a perfectly logical decision; instead they purchase goods only based on the  emotions, excitation,  

feelings and fantasy created by  designer (Holbrook & Hirschman, 1982).  In this case designers create a strong mindless reactive behavior in the viewers with his design to make an unplanned shopping 

which can dominant any rational thinking. Such emotional state directly leads consumers for the occurrence of a behavior in which consumers seriously think about buying. This happens when consumers 

are hypnotised by signs designed by magician (designer) and excites their senses, making them pay attention to the product and at the end based on these experiences he interprets and perceives meanings 

which control their behavior. 
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ٽٍ هًى ایه ىٍٻ ویِ ثَ إبٓ سٶٖیَی إز ٽٍ ٥ی آن ثیىىيٌ . ایه اُ ٥َیٸ ٕبُډبن اىٍاٽی ًٍٝر ډی ځیَى ٽٍ ٵَایىيی إز ٽٍ هَیياٍ ىٍ ػُبن ىیياٍی هًى اٙپبڃ ي ٭لائمی ٍا ىٍیبٵز ٽَىٌ ي آوُب ٍا ىٍٻ ډی ومبیي 55
 هَیياٍ اُ وٚبوٍ َبی وُٶشٍ ثَ ٥َف ػبىيیی ډلًٞڃ إز ٽٍ اي ٍا ىٍ ٍإشبی هًإز ي ٵَډبن ٥َاف َيایز ډی " اىٍاٻ ًَىی"سًػٍ ىاٙشٍ ثبٙیي ٽٍ .  سؼَثیبر ي هب٥َار ي اوش٪بٍاس٘ ٍا ډَيٍ ٽَىٌ سب ثٍ ډلَٻ ډٮىب ىَي

كبڃ ٥َاكبن اُ ٥َیٸ ثپبٍځیَی وٚبوٍ َب ډی . ىٍ ایه ٍإشب ٹَاٍ ىاىن إشٶبىٌ ٽىىيځبن ىٍ ډٮَٟ ٭لائڈ ي وٚبوٍ َب إز ٽٍ ډٮبوی ػبىيیی ٍا ثٍ ٵَى اوشٺبڃ ىاىٌ، ٍٵشبٍ آوُب ٍا ٽىشَڃ ډی ٽىي. ٽىي، وٍ ياٹٮیز ي ٽیٶیز ډلًٞڃ
 #ػبىيځَ $ثىبثَایه ٥َاف . ثبٙي سب هَیياٍ ٍا ډؼبة ثٍ هَیي ومبیي #ػبىيی ٕیبٌ$یب ٱیَ ياٹٮی  #ػبىيی ٕٶیي$ ا٥لا٭بر ډَسج٤ ثب ډلًٞڃ ثٍ ډَٞٳ ٽىىيٌ ومبیىي ي اڅجشٍ ایه ا٥لا٭بر ډیشًاوي ياٹٮی ءسًاوىي ډجبىٍر ثٍ اوشٺبڃ ي اڅٺب

ٽٍ ثٍ ځٶشٍ ػًَبن يين ایىپٍ َٙٽشُب ثٍ ٽمټ ٥َاكبن، ډَٞٳ ٽىىيځبن ٍا ٙپبٍ ٽىىي ډمپه إز ٱیَ . ثَای ٽىشَڃ ََؿٍ ثُشَ ډَىڇ  اُ څلب٧ ٭ب٥ٶی  ي ٍٵشبٍی ثبیي ٵُمی اُډٮبوی ډٚشَٻ وٚبوٍ َبی ځًوبځًن ىاٙشٍ ثبٙي
  .اهلاٹی ثبٙي

ایه ٭لائڈ ي وٚبوٍ َب ثٍ ځًوٍ ای ثیه ٵَیڈ َبی ٵیچڈ ٹَاٍ .  ډی ٽَىٌ إزء ٍا ثٍ آوُب اڅٺب"ٽًٽبٽًلا ثىًٙیي" سمبٙبځَان یټ ٵیچڈ ٕیىمبیی ىٍ ویًػَٕی آډَیپب ىٍ ډٮَٟ ٭لائڈ ي دیبډُبیی ٹَاٍ ځَٵشىي ٽٍ ثیبن 1957ىٍ ٕبڃ 
ډًٍٕٖ ای ٽٍ ایه دیبڇ ػبىيیی ٍا ٥َاكی ٽَىٌ ثًى اى٭ب ومًى ٽٍ ٵَيٗ ٽًٽبٽًلا ثٍ ٥ًٍ ؿٚمڂیَی . ځَٵشٍ ثًىوي ٽٍ َٕی٬ وٚبن ىاىٌ ٙيوي ي ثیىىيځبن ثٍ ًٍٝر آځبَبوٍ آوُب ٍا ډشًػٍ وٚيوي ٽٍ ىٍ ډٮَٟ دیبڇ ٹَاٍ ځَٵشٍ اوي

ىٍ ایه ډ٦بڅٮٍ، هَیياٍان ٵَيٙڂبٌ ٍٕ . سًاوٖشٍ ٍٵشبٍ هَیياٍان ٍا ىٍ ٵَيٙڂبٌ ٽىشَڃ ومبیي #ػبىيځَ$ ي آَىڀ ٕبُ س٤ًٕ ډًٕیٺیيانىٍ ډًٍىی ىیڂَ سلٺیٺبر وٚبن ىاىٌ ٥َاكی ٵَڇ ٙىیياٍی ډًٕیٺیبیی . اٵِای٘ یبٵشٍ إز
 38ډلایمشَ وًاهشٍ ٙي هَیياٍان ثَ ډجىبی ډٺیبٓ ٍيُاوٍ  هَیياٍان ثٖشٍ ثٍ ځبڇ ډًٕیٺی سىي یب ٽىي كَٽز ډی ٽَىوي ي ُډبوی ٽٍ ډًٕیٺی. كبڅز ثيين ډًٕیٺی ، ډًٕیٺی ثب ځبڇ ٽىي ي ډًٕیٺی ثب ځبڇ سىي ٍا سؼَثٍ ومًىوي

  .وپَىويٽىىيځبن ىٍثبٌٍ آځبَی ٙبن اُ ٍٵشبٍٙبن ي ډًٕیٺی ًٕاڃ ٙي، َیؾ سٶبير ډٮىبىاٍی كبٽی اُ ایه ٽٍ ډًٕیٺی آوُب ٍا ػبىي ٽَىٌ ي ٍٵشبٍٙبن ٍا ٽىشَڃ ٽَىٌ ډٚبَيٌ  يٹشی ٽٍ اُ ډَٞٳ. ىٍٝي ثیٚشَ هَیي ٽَىوي

设计师通过产品设计来控制消费者的这一过程是通过消费者感官组织发生的。在这个过程中，消费者陷在设计师设计出的视觉世界中，并在此接收和感知设计出来的图文符号以及其背后的

含义。当消费者的过往经历、回忆、期待以及欲望被唤醒时，便会给这种幻象赋予意义，并主动回应。值得注意的是，消费者的“主观感知”来自于产品中被巧妙设计并植入的产品标志，这

种主观感知促使消费者按照设计师的计划行动。也就是说，消费者的行为是在设计师营造出来的主观感知的基础上，并非基于客观实际和产品的质量（汤姆等，1987）。给消费者展示特意

设计的符号和标志，可以把设计师的理念和含义传递给消费者，进而控制他们的行为。设计师运用设计符号并冒着商业风险把产品的信息传递给消费者，这些信息有些是真实的（被白色魔

法美化），有些是虚假的（被黑色魔法伪装），但是最终目的都是为了促进消费者的消费行为。因此，为了更好地控制消费者的情感经历和实际行为，设计师（魔法师）需要深刻了解不同

符号的特殊含义和其大众化的意义（鲍恩和迈纳，2008）。约翰·文曾经表示，公司利用设计师控制消费者进行商业交易，这种行为不太符合商业道德。 

1957 年，在新泽西州，观众在电影中看到了一条有关“畅饮可口可乐”的信息，这种暗示性的信息诱导观众购买可乐。这些标志隐藏在电影的帧与帧之间，很少有观众会发现广告的存在。但

是这些信息确实非常快速又清晰地展示在了观众面前，并给观众带来了一定的暗示和影响。可乐公司设计了这种具有魔法效力的信息，并表示可口可乐的销量确实因此大幅度增长（鲍恩和

迈纳，2008）。另有调查表明，作曲家（魔术师）谱写的音乐也可以操控消费者在商店内的行为。在测试中，消费者会处在三种不同的音乐环境中：1）消费者购物时没有音乐，2）购物

时伴有缓慢的轻音乐，3）购物时伴有快音乐。实验表明，消费者的步伐会根据音乐节奏的快男而发生改变。当背景音乐为慢节奏时，消费者会比平时的购买量多 38%。当询问消费者是否

了解他们的行为和音乐之间的关系，他们表示看不出有什么明显的迹象表明音乐可以通过自身魅力控制消费者的行为（米利曼，1982）。 

This happens through perceptual organization which is a process in which buyers in his visual world receive signs and perceive them. This perception is also based on his interpretation when the viewer reviews his past experiences, 

memories, expectations and desires to give meaning to motivated signs. One should pay attention that „subjective perception‟ of buyer out of planted signs on magical design of product leads buyers to what the designers expect; and 

not based on objective reality and quality of product (Tom et al., 1987). This way of putting users in front of exposed signs and symbols of design transfers the magical meaning to the viewers mind and controls their behavior. Now 
these designers using signs venture, transfer and induct information of the products to buyers; and these information can be real (used by white magic) or fake(used by black magic) to  convince a buyer to purchase. Therefore for 

better control of people in terms of the emotional and behavioral experiences, designers (magician) must have a good understanding of different signs and their common meaning (Mowen & Minor, 2008). Related to this Johan Ven 

mentioned, that through this kind of deal, companies use designers to hunt down consumers which might be unethical.  In 1957, film audience in New Jersey were exposed to signs and messages that implied them to „drink Coca 
Cola‟ inducing the audience to buy this product. These signs have shown between film frames which none of viewers would consciously notice but have been exposed to the message displayed very fast. The Institute has designed 

this magical messages claimed that the sale of Coca-Cola had considerably increased (Mowen & Minor, 2008). In another case, research showed the music designed by music composers (magician) had been able to control the 

behavior of shoppers in the store. In this study, three kinds of melodic scale were tested on buyers 1) without music, 2) music with slow step 3) music with fast step. The buyers were walking slow and fast depending on the step of 

the music. When the music scale was to be played based on slow step, the buyers were buying 38% more daily. When they questioned the consumers relating to their understanding about their behavior and the music; no significant 

and meaningful difference could not be seen implying that music could control their behavior through its magic  (Milliman, 1982).  
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َُٕډیىی ٽٍ ٕیٖشڈ َٕډبیٍ ىاٍی اُ ََ ٍيٗ ىٍٕز ي وبىٍٕز ٕٮی ىاٍى ٵٺیَ ٍا . ٕشی وبڇ ډىبٕجی إزٍٽٍ ثي.  وبډیي"َُٙ ٙی٦بن ٍُى"ډبٽٖیڈ ځًٍٽی، وًیٖىيٌ ډٮبَٝ، دٔ اُ ډٖبٵَسی ٽٍ ثٍ آډَیپب ىاٙز ایه َُٕډیه ٍا  56
 هٞچز ٙی٦بن إز ٽٍ ػُبوی دَ  اڅجشٍي. ػبًثٍ َبیی َمـًن كجبة ٍا سًڅیي ډیپىىي ٽٍ ډجىبی ػبىيی ٕیبٌ ىاٍى ي ٙی٦بوی. َٖشىي #ٙی٦بن ٍُى$ىاٍاوی ٽٍ ىٍ دی دًڃ ي ٥لا َٕډبیٍ . ٵٺیَسَ ي َٕډبیٍ ىاٍ ٍا َٕډبیٍ ىاٍسَ ومبیي

سمبڇ ػبًثٍ َبیی . ډلًٞلاسی ٍا ٥َاكی ډیپىىي ٽٍ یټ سًَڈ ایؼبى ډیپىي # سبٍیټٍيويٌ ىٍ ٍاٌ $ي ٕیبٌ ٍي #ًٍٝر$ایه ٥َاكبن ٕیبٌ ٍي  . "ٽٴ ٍيی آة"ثٍ سٮجیَ ُیجبی ٹَآن . ٍُٷ ي ثَٷ ي ٍوڀ ي څٮبة ىاٍ ي ثی ثىیبن ثیبٵَیىي
 : ډًلاوب ػلاڃ اڅيیه ډلمي ثچوی ٍيډی ډی ځًیيدبٍٕی ٙب٭َ ي ٵیچًٖٳ  . إزٽٍ ایه ٥َاكبن هچٸ ډیپىىي يَڈ آڅًى إز ي ثٮي اُ ډيسی إشٶبىٌ ٽىىيٌ ډشًػٍ ډیًٚى ٽٍ ٩بََ ډلًٞڃ ثب ثب٥ه یپی وجًىٌ

  ." َٕ دىُبوٖز اويٍ ٝي ٱلاٳ  ،  ٩بََٗ ثب سٖز ي ثب٥ه ثَ هلاٳ"
ډچز آډَیپب .  ډه َیؾ ډچشی ٍا َٕاٯ وياٍڇ ٽٍ ثٍ اوياٌُ ډَىڇ آډَیپب ٭بٙٸ دًڃ ثبٙىي ي دًڃ ؿىیه ػبیڂبٌ ډُمی ىٍ ٹچجٚبن ىاٙشٍ ثبٙي" وًیٖي ډی"ىډًٽَإی ىٍ آډَیپب"اڅپٖی سًٽًیڄ ،ػبډٮٍ ٙىبٓ ٵَاوًٖی، ىٍ ٽشبة 

 . "ډؼمً٭ٍ ای اُ ًٕىاځَان إز

当代作家马克西姆·高尔基，游历了美国之后，称这片土地为“黄色魔鬼城”。实际上，“魔鬼城”是形容美洲大陆的最确切的名

字。这个资本主义国家为了谋求财富，通过正当手段和非法勾当敛取钱财（黄色魔鬼，指黄金），使得贫者更贫、富者更

富，创造出一个充满黄金的虚假世界也是这个魔鬼最常做的事。正如《古兰经》里美妙的隐喻，这种充满黄金的虚假世界

都是“水面上的泡沫”。追求这些黑暗面的人设计出来的作品，则会创造出具有蒙蔽性的假象。他们所创造出来的假象都是模

糊的，因为随后消费者便会意识到，产品的真实品质并不像它看起来那样美好。莫拉维·贾拉鲁丁·鲁米曾写道：        

 

“这是隐藏百年的秘密，看似金玉其外，实际早已败絮其中”。 

 

亚历克西斯·托克维尔是法国外交家、政治科学家、历史学家，他在《论美国的民主》中写道：“我从没见过哪个民族像美国

人那样热爱金钱，在美国，财富甚至可以控制人心。美国是一个充满商人的地方。 

 

Maxim Gorky, contemporary author, after travelling to the U.S., called the land as „the city of the yellow devil‟. That is truly the right 

name. The country with its capitalist system tries to use many right/wrong tricks to make the poor poorer and the rich richer who seek 

wealth (yellow Devil). Of course, it is the character of the devil that creates a fake world full of glitter and paint; According to the 

beautiful term of Quran „bubbles on the water‟, these dark followers design products that create illusions. All of the attractions that 

they create are misty and full of illusion; and after a while consumers  notice the product appearance is not of the same quality or real. 

Speaking on this the Persian philosopher Mewlana Jalal ad Din Muhammad Balkhi (Rumi) says,  

 

“It is a magical hidden secret under hundred covers. From outside it looks good, but from inside the situation is quite contradictory”. 

 

Alexis de Tocqueville, French diplomat, political scientist, and historian mentions in his book „De la democratie en Amerique‟ that, “I 

have not seen any nation where people love money like American, where money rules people‟s hearts. The American nation is the 

country of businessmen.   
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، لاډٍٖ، ثًیبییثَٞی،  ىٍ ایىؼب سًَڈ ٥َاكی ثَ ٍيی ډَٞٳ ٽىىيځبن ثٖیبٍ ډًٵٺیز آډیِ إز، ؿَا ٽٍ آن َب ډٮمًلا َىَ، ٭چڈ ي ٍياوٚىبٕی ٍا ىٍ َڈ آډیوشٍ ي یټ ٥َاكی ډىلَٞ ثٍ ٵَى ایؼبى ډی ٽىىي ٽٍ ٙیًٌ َبی اىٍاٻ 57
 .سًَمبر ثٍ ؿبڅ٘ ډی ٽٚىيهچٸ  ٍا ثبډَٞٳ ٽىىيځبن ٙىیياٍی ؿٚبیی ي 

سًَڈ ٥َاكی ډَٞٳ ٽىىيځبن ٍا ثٍ هَیي ٽبلایی ٽٍ اي كٺیٺشب ومی ىاوي ؿیٖز ى٭ًر ډی ٽىي، كبڃ آوپٍ . ثٍَٕی ٍٵشبٍ ډَٞٳ ٽىىيٌ وٚبن ډی ىَي ٽٍ ىٍٻ ډَٞٳ ٽىىيٌ اٱچت ثٍ ٙير ثب ٽیٶیز ياٹٮی ډلًٞڃ ډشٶبير إز
ایه سًَمبر ډَٞٳ ٽىىيځبن ٍا ىٍ ىویبیی . ىٍ ایىؼب ډَٞٳ ٽىىيځبن ومی سًاوىي ٽٚٴ ٽىىي ٽٍ ؿڂًوٍ ٭چڈ ي ٍياوٚىبٕی ىٍ دٔ ََ ٥َاكی ثٍ ایٶبی وٺ٘ ډی دَىاُوي. آوـٍ كٺیٺشب اسٶبٷ ډی اٵشي ٍډِځٚبیی سًَڈ ٥َاكی إز

َ َب ٍا اُ دبی ډَىڇ ثبُ ٽَىٌ  ي آن. ایه و٫ً ٕلَ ي ػبىي ي سًَڈ اُ آٱبُ ٭َٞ َٕډبیٍ ىاٍی ثًىٌ إز. ىٍيٱیه ٱ٥ًٍ يٍ ډی ٕبُوي ٽٍ ډَٞٳ ٽىىيٌ ىٍ ًَه هًى ىاٍى  . ٍا ثٍ ًَه َب آيیوشٍ اوي َبىٍ ياٹ٬ آن َب ُوؼی
ثَای ډظبڃ ډب ډمپه إز ىٍ ډیبن اثََب ًٍٝر آىڇ ثجیىیڈ یب هًىډبن . اُ وٺ٦ٍ و٪َ ٭ٞت ٙىبٕی، سًَڈ ثٍ یټ كًٌُ ٭چمی سجيیڄ ٙيٌ ٽٍ سلٺیٺبر ي ډ٦بڅٮبر ُیبىی ىٍثبٌٍ آن ثٍ يیٌْ ىٍ ُډیىٍ ٥َاكی ثَٞی اوؼبڇ ٙيٌ إز

 .ٍا ډشٺب٭ي ٽىیڈ ٽٍ یټ ٙجق ىیيٌ ایڈ
ٍ اوي. سًَڈ، ٭چڈ ي ٍياوٚىبٕی ََ یټ وٺٚی ىٍ ٵَیت ډَٞٳ ٽىىيځبن ایٶبء ډی ٽىىي ایه وٚبن ىَىيٌ یټ . وٚبن ىاىٌ ٙيٌ ٽٍ ََ ٍٕ ایه ډًاٍى ثٍ ًٍٝر ػياځبوٍ یب ثٍ ًٍٝر سَٽیجی ىٍ ٥َاكی ډلًٞڃ ډًٍى إشٶبىٌ ٹَاٍ ځَٵش

ً َبی ثَػٖشٍ ٵَیت ډی ىَي، ىٍكبڅی ٽٍ . سًَڈ ٍيان ٙىبٕبوٍ إز ٽٍ ىاوٚمىيان ٭چًڇ ٭ٞت ٙىبٕی ىٍ ٕبڅیبن اهیَ ډؼٌية آن ٙيٌ اوي ي آن ٍا دبٍیييڅیب وبډیيٌ اوي دبٍیييڅیب ُډبوی إز ٽٍ ًَه ډَٞٳ ٽىىيٌ اي ٍا ثٍ ىیين اڅڂ
 .ایه َمبن ؿیِی إز ٽٍ ثب٭ض ډی ًٙى ډب ىٍ ډیبن اثََب ًٍٝر آىڇ ثجیىیڈ. ىٍ ياٹ٬ َیؾ اڅڂًی ٹبثڄ سًػُی يػًى وياٍى

 

在美国，设计师创造出来的幻想大有用武之地。通常，消费者通过视觉、感知、嗅觉、触觉、味觉和听觉来想象产品，而美国的设计师把艺术、科学、心理学和设计品融合在一起，大大提

高了消费者对产品的信服度。通过消费者的行为来看，不管消费者感知到的是什么，总会和产品的实际品质存在差距。这种错觉是设计师有意设计出来而诱导消费者购买商品，至于错觉的

背后隐藏着什么，是无从得知的。消费者们并不明白在每一个设计的背后科学和心理学是如何相互作用的，因此这些被设计出来的假象才会让消费者沉浸在脑中的虚假世界里。自从资本主

义萌芽，这种魔法和假象便被解开枷锁，肆无忌惮地深入人们的脑海中。 

神经学家认为，幻象是很有价值的研究领域，尤其是视觉设计这一方面值得深入研究。我们可能会在天空的云朵中看到人脸，但是潜意识里却告诉自己我们看到了鬼。 

在欺骗消费者的时候，幻象、科学和心理学都发挥了各自的作用。三者分别从不同的角度影响消费者的认知；同时，三者相结合形成特殊的设计品，也会对消费者产生巨大影响。幻象实际

上是一种心理上的幻觉，多年来精神学家致力于这个领域，并称这种现象为“空想性错视”。空想性错觉是指消费者的脑内活动诱导他们看到重要的模式，而事实上并不存在所谓的重要模

式。这也就是为什么我们有时候看到的云会像人脸（实际上云并不像人脸）。 

Here the illusion of design is so successful on consumers. Since they usually blends art, science, and psychology into unique design that will challenge the way consumers think through visual, perceptual, 

aroma, touch, taste and audio illusions. Going through consumer behavior shows that whatever consumer perceives is often radically different from the reality of product quality. The illusion designed 

invites consumers to buy the product but he does not determine what is truly happening to decode the illusion of design. Here consumers cannot uncover how science and psychology are at work behind 

each design. These illusions will immerse consumers in a fake world that consumer has in his mind. This kind of Magic and illusion has been around since the capitalism start to open the chain from the 

legs and put it on the mind of people.  

 

From a neuro-scientific point of view, illusions have become a well-studied and researched area, especially in the field of visual design. We might see faces in the clouds, or convince ourselves that we‟ve 

seen a ghost.  

 

Illusion, science and psychology each play a role in deceiving consumers. Each of these three has been showcased either individually, or as a combination through product design. This represents a 

psychological illusion which neuroscientists have become fascinated with in recent years called Pareidolia. Pareidolia is when consumer mind tricks him into seeing significant patterns, when in actual fact 

there are no significant patterns to be found. This is the reason we see faces in the clouds.  
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ځبَی ايٹبر ډب اكٖبٓ َٕډب ٍا ثیٚشَ اُ آن ؿیِی . ډب ُډبوی ٽٍ ًٌٍ ای اكٖبٓ َٕډب ډی ٽىیڈ څجبٓ ځَڇ ډی دًٙیڈ، كشی اځَ ًَای ثیَين ُیبى َڈ َٕى وجبٙي. Read,1972#$اٹياډبر ٍيُډٌَ ډب ثٍ اكٖبٕبر ډب ډَسج٤ َٖشىي  58
 #.Visser,2006 $ؿٍ ٭ًاډچی ثب٭ض ډی ًٙى ٽٍ ډب اكٖبٓ َٕډب ٽىیڈ كشی ُډبوی ٽٍ ًَا ياٹٮب َٕى ویٖز؟ ثيين ٙټ ثَهی اُ ٭لائڈ ًَای َٕى ثٍ ډب ډىشٺڄ ٙيٌ اوي. ٽٍ ىډبی ياٹٮی ًَا وٚبن ډی ىَي ډشًٍٞ ډی ًٙیڈ

ٍ َبی وًٙیيوی َٕى ثٍ ٥ًٍ هبٝی ثَای اوشٺبڃ اكٖبٓ َٕډب ٥َاكی ٙيٌ اوي ٥َاكبن اُ ډٮىبٙىبٕی ثَای سٶٖیَ ٭لائڈ ي ومبىَب إشٶبىٌ ډی  ٽىىي ي ډٮىی ٍا ثٍ ا٭مبڃ ي اٙیبء ىٍ َٙای٤ ي ثبٵز . ډلًٞلاسی ؿًن یوـبڃ ي ثٖش
ثَای یټ ډلًٞڃ ي سًڅیي دبٕن َبی ډىبٕت ثٍ ٍا ایه ډ٦بڅٮٍ ډٮىبٙىبٕی ٥َاكبن ٍا ٹبىٍ ډی ٕبُى سَٽیت ډىبٕجی اُ ٭ىبَٝ ثَٞی ثَای ثَٹَاٍی اٍسجب٣ ثب یټ ٹبڅت ډٮىبیی ٕبُځبٍ #. Mick,1986 $هبٝی اهشٞبٛ ډی ىَىي

ٽٖبوی ٽٍ ډٮىبٙىبٕی ٍا ىٍٻ ډی ٽىىي ٹبىٍوي ډلًٞلاسی ٍا ٥َاكی ٽىىي ٽٍ ډىبٕت ویبُډىيی َبی ٵیِیًڅًّیپی ډَٞٳ ٽىىيځبن ثبٙي، آن َب َمـىیه سٞمیمبر اكٖبٕی ٽٍ ٍيی ١ٍبیز ډٚشَی سبطیَځٌاٍ . آن دیيا ٽىىي
 #.Boulding,1956 $َٖشىي ٍا ویِ ثٍ كٖبة ډی آيٍوي

Crilly ای ثب ٭ىًان ٍ س١ًیق ىاىٌ ي ثیبن ډی ٽىي ٽٍ ؿڂًوٍ وٺ٘ ډىج٬ « دبٕن ډَٞٳ ٽىىيٌ ثٍ ىاډىٍ ثَٞی ىٍ ٥َاكی ډلًٞڃ: ىیين ؿیَِب» ىٍ ُډیىٍ ډٶًُڇ یپذبٍؿٍ ؿبٍؿًة هًى ثَای ډَٞٳ ٽىىيٌ، ایه ډٖئچٍ ٍا ىٍ ډٺبڅ
ٍ َبی ػبىيیی ډٮىبیی ي ومبىیه دبٕن َبی ٙىبهشی ثَای ٥َاكی سبطیَ ، ٽٍ Crilly et al.,2004# $ىاٍوي ثَٞی هبٍػی ي سٮبډڄ ډیبن ٙىبهشی ي دبٕن ٭ب٥ٶی، ىٍ یټ ٵَآیىي اٍسجب٥ی ډیبن ٥َاكی ي ډَٞٳ ٽىىيٌ، ثَ ٍيی ػىج

ىٍ هچٸ ٭لائڈ ػبىيیی ٽمټ  #ػبىيځَ/ سًَڈ آٵَیه$ؿىیه ٽبٍی ډٖشچِڇ يػًى ََ ىي دبٍاډشََبی ٵیِیپی ي ٍيان ٙىبٕی إز ٽٍ ثٍ ٥َاف  .ایه ویِ ىٍ ُډیىٍ ٥َاكی ثَ إبٓ ډيڃ اٍسجب٥ی ٽلإیټ ٙبوًن سًٕٮٍ یبٵشٍ إز
ٍ َبی ٵپَی ډب، اكٖبٕبر ي سٲییَار ٍٵشبٍی ډب ډی ثبٙي  #.Reeve,2005 $ٽَىٌ ي ٭چز ٱبیی اوڂیٌِ ي ٍٵشبٍ ثَځَٵشٍ اُ ډلَٻ َبی ایؼبى ٙيٌ ُیٖشی ي اػشمب٭ی ٍا ىٍثَ ىاٙشٍ ي سٮییه ٽىىيٌ هًإش

 

人类的日常行为和情绪是相连的（里德，1972）。不管室外是否真的寒冷，只要我们感觉到冷，就会穿上保暖的衣服。有时候，人们想象出来的低温比真正的气温还要低。是什么因素让明

明不冷的我们感觉到冷呢？毋庸置疑，有时我们看到了一些代表“寒冷”的标志从而臆想出来的寒冷，会带给我们一种“冷”的错觉（维瑟，2006）。冰箱和冷饮包装是专为传递寒冷的感觉而

设计的产品。设计师使用语义来解释符号，并赋予动作和物体以实际含义，这种含义会随着情景和语境的不同而改变（米克，1986）。语义研究可以使设计师找到视觉元素的正确组合方

式，以便产品传达出和语义一致的含义，并做出适当的回应。设计师了解了语义之后，便可以设计出符合消费者心理需求的产品，并把影响消费者满意度的情感因素也考虑在设计中（博而

丁，1956）。 

在一个集成概念的框架背景下，不同消费者的反应不尽相同。关于这个问题，克里利在他的论文《看事物：消费者对世界领域的产品设计的反应》中进行了论述。在文章中，克里利解释了

在设计师和消费者的交流过程中外部视觉源的作用，以及认知反应和情感反应之间的互动。克里利还强调了在对设计的认知反应中，语义和象征方面的作用十分重要（克里利等，2004）。

克里利的这篇文章建立在在香农的经典通讯模型的基础上，并发展至情景设计的领域。这篇文章包含了物理参数和心理参数，设计师（魔术师）在创造魔法符号的时候可以参考这篇论文。

这篇文章也阐述了动机和行为源自于生物赋予和社会习得，而这种动机和行为也促使人们的欲望、感觉和行为发生改变（里夫，2005）。 

Our everyday actions are linked to emotions (Read,1972). We put on warm clothes when we feel a chill even if it‟s not really cold outside. Sometimes, we imagine the feeling of cold more than the reality 

of the actual temperature. What are the factors that make us think we are cold when we are not? Undoubtedly some signs of cold are being transmitted (Visser, 2006). Products like refrigerators and cold 

drink packages are specifically designed to convey the feeling of cold. Designers use semantics to interpret signs and symbols and assign meaning to actions and objects within particular circumstances and 

contexts (Mick, 1986).The study of semantics enables designers to find the right combination of visual elements to communicate a consistent semantic frame for a product and produce appropriate 

responses to it. Those who understand semantics are able to design products that fit consumers‟ physiological requirements and also take into account the emotional decisions that influence customer 

satisfaction (Boulding,1956). 

Which Crilly within the context of an integrated conceptual of his framework for consumer response has explain this issue in the paper „Seeing Things: consumer response to the visual domain in product 

design,‟ that how the role of external visual source and the interaction between cognitive and affective response in a process of communication between the design and the consumer emphasizes on the 

magical semantic and symbolic aspects of cognitive response to design (Crilly et al., 2004), which has been developed in the context of design based on Shanon's classical communication model. It entails 

both physical parameters and psychological parameters that help designer (Illusionist/ magician) in the creation of the magical sign, and holds the ultimate cause of motivation and behavior derived from 

biologically endowed and socially acquired impulses that determine our desires thoughts, feelings and behaviors changes (Reeve, 2005).    
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ؽیٍْ دسک ها اص یک ًؾاًَ تصشی. ؽکل 59 图.感知视觉符号的方法                                                                                                     چاسچْب اتتذایی تشای طشاحی تَ ػٌْاى یک سًّذ استثاطی: ؽکل 图.设计在通讯过程中的基础框架              

Figure. The way we perceive a visual sign.                                                                                                                              Figure. Basic framework for design as a process of communication (Crilly et al., 2004). 
 

 

  
 

 

 
 .ي سًٕٮٍ یبٵشٍ إز (1997)اٹشجبٓ دیيا ٽَىٌ  Mono ، ایه ډيڃ ىٍ ُډیىٍ ٥َاكی س٤ًٕ 1984ډيڃ ٍيوي اٍسجب٥ی ٙبوًن . ٙپڄ

图.香农（1948）通信系统模型。莫诺尔（1997）在从设计学的角度将该模式进一步发展 

Figure. Shannon's (1948) Model of the communication process. This has been extended and adapted by Mono (1997) in the context of Design. 
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چاسچْب پاعخ هصشف کٌٌذٍ تَ داهٌَ تصشی دس طشاحی هحصْل: ؽکل 60  

图.消费者对产品设计中视觉领域的反应框架 

Figure. Framework for consumer response to the visual 

domain in product design (Crilly et al., 2004). 
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ٍ َبی اػشمب٭ی ي ٵََىڂی، يياٽى٘ ىيڇ : ، ٵَایىي سٶٖیَ ي ٍډِځٚبیی ډلشًای ډٮىبیی ػبىيیی ډلًٞلار، ٙبډڄ ىي ياٽى٘ ډوشچٴ إزGriffin  $1999#ثىب ثٍ ځٶشٍ 61 ياٽى٘ ايڃ ثَ إبٓ سؼبٍة ځٌٙشٍ ي ياثٖشٍ ثٍ ُډیى
٭لايٌ ثَ ایه، اكٖبٕبر هچٸ ٙيٌ ثب ٭لائڈ ػبىيیی ثٍ ٥ًٍ وِىیپی ثب ٍياوٚىبٕی اوٖبوی ىٍ اٍسجب٣ َٖشىي؛ ي دبٕن َبی . ثىبثَایه ډٮىبی ػبىيیی ثَإبٓ وشبیغ ځَٵشٍ ٙيٌ اُ سؼَثیبر ٹجچی سٶٖیَ ډی ًٙى. اكٖبٕی ثًىن إز

ٗ َبی ډَٞٳ ٽىىيځبن ىٍ ٍاث٦ٍ ثب ٭لائڈ ػبىيیی ډًٍى و٪َ ثٍ ػَیبن ىٍآډيٌ اوي ٗ َب، وڂَ ٗ َب$ سؼَثیبر ځٌٙشٍ Griffin  (1999). هًىٽبٍی ډی ثبٙىي ٽٍ س٤ًٕ اٵپبٍ، ٭ٺبیي، اٍُ ٗ َب ي وڂَ ي اكٖبٕبر ٍا  #اٵپبٍ، ٭ٺبیي، اٍُ
 ٙبن اوؼبڇ ډی ىَىي؛ ي ثٖیبٍی اُ  ډَىڇ ٭مڄ یبىځیَی ٍا اُ ٥َیٸ سؼَثیبر ي ٵََىڀ. ایه ىي اٍسجب٣ وِىیپی ثب َميیڂَ ىاٙشٍ ي ََ یټ ومی سًاوي ثيين ىیڂَی ډًطَ ياٹ٬ ًٙى. ثٍ ىي ىٕشٍ ياٽى٘ ډوشچٴ سٺٖیڈ ډی ٽىي

 ;Piaget,1990 $ډلَٻ َب ثَای یټ ٵَى ثبڅٰ ډی سًاوي ثَإبٓ اسٶبٹبسی ثبٙي ٽٍ ىٍ ىيٍان ٽًىٽی ثَای اي ٍم ىاىٌ اوي، ٍيوي یبىځیَی اي اُ ايان ٽًىٽی آٱبُ ٙيٌ ي یټ ٵَآیىي ىائمی إز ٽٍ هیچی ُيى آٱبُ ٙيٌ إز
Reeve,2005.#َب ویِ ىٍ ٥ًڃ ُډبن سٲییَ دیيا ډی ٽىىي ٗ ٍ َبی ډوشچٴ ډشٶبيرایؼبى ٙيٌ دبٕن ٭ب٥ٶی ي ياٽى٘ ثٍ سًَڈ .  ٭ٺبیي، وڂَٗ َب، ثبيٍَب ي اٍُ  ډی ثبٙي س٤ًٕ ٭لائڈ ػبىيیی ډلًٞڃ، ثَای اٵَاى ثب دیٚیى

$Demirbilek&Sener, 2003.# 
ىلایڄ ډوشچٶی ډی سًاوىي ٕجت ًٙوي ٽٍ . ډوب٥جبن ثَای یټ ډلًٞڃ هبٛ ثٍ ٥ًٍ ؿٚمڂیَی، ثٖشٍ ثٍ يیْځی َبی هبٛ ي ػِئیبر ٥َاكی آن سٲییَ ډی ٽىىي. يیْځی َبی ډلًٞڃ وٺ٘ ډُمی ىٍ اوشٺبڃ ډٮىب ثبُی ډی ٽىىي

ٗ َبی اي هچٸ ٽىىيٌ دبیڂبٌ ٭ب٥ٶی ثَای سٞمیڈ ځیَی َٖشىي. ایه ىلایڄ ډی سًاوىي وڂبٌ، اكٖبٓ ي یب ٝيای یټ ډلًٞڃ ثبٙىي. ډَٞٳ ٽىىيٌ ثب یټ ډلًٞڃ اٍسجب٣ ثَٹَاٍ ٽَىٌ یب وپىي  ثبيٍَبی ډَٞٳ ٽىىيٌ ي وڂَ
$Mowen& Minor,2008.#ُډبوی ٽٍ .  إشٶبىٌ اُ ا٥لا٭بر ٽٍ سىُب ثَځَٵشٍ اُ یپی اُ كًآ ثبٙي، سًٞیَ ٽبډڄ ٍا ثٍ ډَٞٳ ٽىىيٌ اٍائٍ ومی ىَي ي ایه اډَ ډی سًاوي ثٍ ٥َاكبن ثَای هچٸ سًَڈ ثَای ډَٞٳ ٽىىيٌ ٽمټ ٽىي

اُ آوؼب ٽٍ ََ كٖی ډىلَٞ ثٍ ٵَى إز، ٥َاكبن اُ ایه ډٖئچٍ ثَای ایؼبى سًَڈ إشٶبىٌ . یټ ډَٞٳ ٽىىيٌ ٕٮی ډی ٽىي ثب ؿٚمبو٘ ثٚىًى، إشٚمبڇ ٽىي، ثـٚي یب څمٔ ٽىي، سىُب ډی سًاوي ایه اكٖبٕبر ٍا ډشًٍٞ ًٙى
ډب ډی سًاویڈ سًٍٞ ٽىیڈ ٽٍ ٽیټ سب ؿٍ اوياٌُ هًٗ ٥ٮڈ ي هًٗ ثًإز، اډب ثبٍُٕی ثَٞی . ډظلا ومی سًان ثب ىیين یټ ٽیټ ٥ٮڈ آن ٍا ؿٚیي. ؿَا ٽٍ ىٍٻ سمبڇ ياٹٮیز سىُب ثب إشٶبىٌ اُ یټ كٔ اډپبن دٌیَ ویٖز. ډی ٽىىي

 .ثٍ سىُبیی ومی سًاوي ثَای سٮییه ٥ٮڈ ٽیټ، ػبیڂِیه كًآ ىیڂَ ًٙى« وڂبٌ ٽَىن»یٮىی َمبن 

解读产品的神奇性语义层的过程包含两种反应（格里芬，1999）：第一种反应是在过去经历的基础上，依赖于社会和文化背景；而第二种反应则关乎感情。解读者对产品含义的解读通常和

解读者的过往经历相关联；此外，这些符号所带来的情感和解读者的心理活动紧密相关。消费者看到物体的标志，便会自动引发的自身的想法、信仰、价值观和态度。格里芬把人的过往经

历（想法、信仰、价值观和态度）和人的感情分成两种不同类别的反应，这两种反应紧密相连，共同作用。人们从过往经历和文化背景中学习：许多成年人的行为动机都可以追溯到其幼时

的经历，人从幼儿时期便开始学习，并且这种学习过程会一直持续下去（皮亚杰，1990；里夫，2005）。人的想法、态度、信仰和价值观会随时时间的迁移而改变。不同的人来自不同的

背景中，对产品内涵的理解和反应也会因文化不同随之产生差异（德尔米布莱克和塞纳，2003）。 

产品的特性在传达意义上起到重要作用。对于一个特定产品，观众态度的急剧变化取决于产品的特性和设计细节。消费者会因为不同的原因与产品产生共鸣，比如产品的外观、触感或声音

触动消费者，消费者才有可能购买产品。消费者的信念和态度为决策提供了情感基础（鲍恩和迈纳，2008）。片面的信息无法让消费者全面认识一个产品，但设计师就是利用消费者这种

“不全面”的认识，为消费者制造出幻象。当消费者只能用眼睛看，无法去听、去闻、去尝、去感受的时候，他们就只能依靠想象。仅靠眼睛观看一块蛋糕，不可能了解到这块蛋糕是什么味

道。我们可以想象这个蛋糕的口感和味道，但是单一的视觉观察无法取代其他的感觉，也无法凭借视觉来判断蛋糕是否可口。 

According to Griffin (1999), this process of interpreting and decoding the products‟ magical semantic content involves two different reactions. The first one based on past experiences and dependent on social and cultural 

background, and the second reaction being emotional. Magical meaning is then interpreted based on associations drawn from prior experience. Furthermore, created emotions by magical sign are closely related to human 
psychology; and are automatic responses triggered by thoughts, beliefs, values and attitudes that consumers have associated with the magical sign of object. Griffin (1999) is separating past experiences (thoughts, beliefs, values, 

and attitudes) and emotions into two different categories of reactions. These are closely related and cannot function without each other. People learn through their experiences and their culture; which many of the motivational 

impulses of an adult can be traced to events that took place in childhood, and its learning process starts very early in childhood which is an ongoing process (Piaget, 1990; Reeve, 2005). People‟s thoughts, attitudes, beliefs, and 
values can change over time. The emotional response/ reaction to illusion, triggered by a magical sign of product varies for people with different backgrounds (Demirbilek & Sener, 2003). 

Product features play an important part in transmitting meaning. The audience for a particular product changes dramatically depending on specific features and design details. The consumer may or may not connect with a product 

for a variety of reasons. It may be the look, feel or sound of a product. Consumer beliefs and attitudes create an emotional base for decision-making (Mowen & Minor, 2008). Using the information from only one sense does not give 
the consumer the whole picture and it can help designers to create an illusion for consumers. When consumers try to hear, smell, taste or touch with their eyes they can only imagine; since each sense is unique, designers uses this 

point to make illusion. As it is not possible to tell the reality just by (using one sense) looking at a piece of cake, how it will taste. We can imagine how good it will taste or smell, but visual inspection alone will not replace the other 

senses in determining if the cake is tasty. 
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ٹ٦ٮبر ٥َاكی ايڅیٍ ثيوٍ ٵًلاى ٍوڀ ٙيٌ ثًى، اډب ىٍ ٥َاكی ثٮيی ثٍ ٍيٽ٘ ٥لا . اډب ٥َاكبن ٩بََ ََ ىي هًىٍي ٍا سٲییَ ىاىٌ اوي C63#ٽلآ $ډظبڃ ُیَ وٚبن ډی ىَي، ََ ىي هًىٍي ىاٍای ٥َاكی ي ډيڃ یپٖبوی َٖشىي،  62
ٍوڀ ىٍهٚبن ي ثبُسبة ثُشَ ٵچِ اٍُٙمىي ٥لا ىٍ . ډًاى ٥لایی ٥َُ وڂبٌ ثٍ هًىٍي ٍا سٲییَ ىاىٌ إز. ایه سٲییَ سبطیَ ډظجشی ثَ ٍيی ىٍٻ اُ ډبٙیه ځٌاٙشٍ إز. ډب ډی سًاویڈ سبطیَار ٥َاكی ػبىيیی ٍا ثجیىیڈ. سٲییَ ٽَىٌ إز

ډب ىٍ ایىؼب ثب ىي ثَىاٙز ډشٶبير اُ اكٖبٓ ي اىٍاٻ ثَای سًٝیٴ سٶبير   .كٺیٺز یټ اكٖبٓ َٕ٭ز ي ٱَيٍ ٍا ایؼبى ٽَىٌ ٽٍ ىٍ ایه ُډیىٍ ثُشَ اُ ٵًلاى ٍوڀ ٙيٌ ثًىٌ، َمـىیه اكٖبٓ اٵَٖىځی ٍا ویِ ٽبَ٘ ىاىٌ إز
 .ډیبن ایه ىي ٍيثَي َٖشیڈ

اكٖبٓ ثَای َمٍ یپٖبن إز، ىٍ كبڅی ٽٍ اىٍاٻ ىٍ اٵَاى ډوشچٴ ډشٶبير إز؛ اكٖبٓ ثَ إبٓ سؼَثیبر ځٌٙشٍ سٲییَ . اكٖبٓ ؿیِی إز ٽٍ ؿٚڈ ډب آن ٍاډی ثیىي، ىٍ ډٺبثڄ اىٍاٻ آن ؿیِی إز ٽٍ ډٲِ ډی ثیىي
اځَ ایه ډ٫ً١ً ٍا ىٍ سلٺیٺبر اٍُیبثی ٽىیڈ، وشبیغ وٚبن ډی ىَىي؛ یټ ډَٞٳ ٽىىيٌ ومی سًاوي سىُب . ومی ٽىي، ىٍ كبڅی ٽٍ اىٍاٻ ډمپه إز سٲییَ ٽىي ي آوـٍ ډب اكٖبٓ ډی ٽىیڈ ي آوـٍ ىٍٻ ډی ٽىیڈ َمیٍٚ یپٖبن ویٖشىي

یپی اُ ٽیټ َب ډٞىً٭ی ثًىٌ ي اُ ؿًة، ٵًڇ ي ّڅٍ ٕیچیپًن ٹَډِ ٕبهشٍ ٙيٌ إز، ىٍ ډٺبثڄ ىیڂَی ياٹٮی ثًىٌ ي اُ هبډٍ، . ىٍ ایه سلٺیٺبر ىي ٽیټ وٚبن ىاىٌ ډی ًٙوي. ثب إشٶبىٌ اُ ىیين، یټ ډلًٞڃ ٍا ٽبډلا ىٍٻ ٽىي
ٗ َبی سٞبىٵی ثٍ . ّڅٍ آوبوبٓ ياٹٮی ٕبهشٍ ٙيٌ إز  . وٶَ وٚبن ىاىٌ ٙيٌ ي و٪َ آن َب ىٍثبٌٍ ایىپٍ ٽياڇ یټ هًٙمٌِ سَ ي هًٍىوی سَ إز دَٕیيٌ ٙيٌ إز490ایه ىي ٽیټ ثب إشٶبىٌ اُ ٍي

اٵَاى ډًٍى . ُډبوی ٽٍ ٭چز ایه اوشوبة اُ آوبن دَٕیيٌ ٙي، ىٍ ػًاة ا٭لاڇ ٽَىوي ٽٍ ّڅٍ سًر ٵَوڂی ٩بََ ٽیټ ٍا هًٙمٌِ سَ ٕبهشٍ إز. ٽیټ ډٞىً٭ی ٍا ثٍ ٭ىًان ٽیټ هًٙمٌِ سَ اوشوبة ٽَىوي #اُ اٵَاى" 95$ وٶَ 464
 .ډ٦بڅٮٍ ثٍ ٥ًٍ ډظجشی ثٍ ډٺياٍ ّڅٍ ي ٍوڀ ٹَډِ آن ياٽى٘ وٚبن ىاىوي

 .ُډبوی ٽٍ ثٍ آن َب اػبٌُ ىاىٌ ٙي ََ ىي ٽیټ ٍا څمٔ ٽىىي، ٙڂٶز ُىٌ ي ًٙٽٍ ٙيوي، ُډبوی ٽٍ ٵُمیيوي ٽیټ ډٞىً٭ی ثٖیبٍ ٕٶز سَ ي ٕجټ يُن سَ اُ ٽیټ ياٹٮی إز

举个例子，下面两辆汽车型号相同（C63），车型和外观设计也相同，但是设计师给每辆车的外表进行了修改。原始车的车身材质是涂漆钢，改装后的车身变成了镀金材质。这种设计的神

奇作用就显而易见了，车身材质的改变为汽车带来了良好的效应。从外观上来看，这辆改装车就变得非常惹人注目。镀金车身的奢华外表和稀有材质让消费者产生错觉，误以为改装车在速

度和其他性能上都要优于原始车（涂漆钢材质的汽车），而实际上，二者除了外观以外并无任何差别。 

这个问题可以从“感觉”和“知觉”两个方面来解释，“感觉”和“知觉”之间有什么区别呢？“感觉”是指眼之所见，“知觉”是指脑之所想；不同的人对同一事物的感觉相同，而知觉却因人而异；感觉

不会因既往经历而改变，但知觉会个人经历不同而有所变化；通常，我们所感觉到的东西和我们知觉中的概念不会完全相同。正如研究结果所示，当消费者只看到事物的一个方面时，是无

法做出全面的判断的。对此我们做了一个实验：我们给随机抽取的 490 名受试者展示了两块蛋糕（一块是用木头、塑料泡沫、红色硅胶做成的仿造蛋糕；另一块是真正的奶油蛋糕，并涂有

菠萝酱），受试者需要选出“可以吃的蛋糕”和“更好吃的蛋糕”。 

在 490 名受试者中，有 464 名受试者（95%）认为仿造蛋糕更美味。当问其原因时，大多数受试者表示：仿造蛋糕上的草莓酱看起来更鲜艳，所以这块蛋糕更好吃。显然，大量的果酱和

鲜艳的颜色更为吸引人。 

当受试者触摸蛋糕时，很震惊的发现那块看起来很好吃的蛋糕竟然是仿造蛋糕，摸起来很硬，也比真蛋糕要轻。  

An example below shows, both cars have the same design and model number (C63 Class) but the designers have changed the expressions for each car. The original material for the body was painted steel, 

but the redesigned was gold-plated. We can see the effect of magical design. This change had a positive effect on the perception of the car. The look of the car was enhanced by the gold material. The 

lustrous quality and greater reflectivity of the precious metal expressed the feeling of speed and pride better than the painted steel and reduced the feeling of depression. 

Here we are facing with two different ideas of sensation and perception, to describe the difference between these two; sensation is what our eyes see, perception is what our brain sees; sensation is the same 

for everyone, while perception is different for everyone; sensation does not change based on past experience, while perception can; and what we sense and what we perceive are not always the same. To see 

this issue in our research the result shows; based on sight alone, a consumer cannot fully know a product. We showed two cakes (a fake cake made out of wood, plastic foam and red silicon jelly and a real 

cake with cream and real pineapple jelly), to 490 subjects found using randomized methods. We asked them which cake is more delicious and edible.  

464 people (95%) selected the fake cake as being more delicious. When asked why, most of them said the strawberry jelly made the cake look more delicious. Subjects reacted positively to the quantity of 

jelly and its red color.  

When they were allowed to touch the cakes, they were surprised and shocked to find that the fake cake was very hard and much lighter in weight than the real one.  
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.، سّکؼ طلایی(تالا ّ عوت ساعت)فْلاد سًگ ؽذٍ هاسّى . ؽکل                   63 (پاییي)ّ ظاُش تذًَ تا فْلاد تا سّکؼ طلا  (تالا)ظاُش تذًَ تا فْلاد سًگ ؽذٍ . ؽکل                                                            

图.绛紫色涂漆钢（顶部和右侧），镀金钢                                                                               图.涂漆钢车体（上）镀金钢车体（下） 

Figure.  Maroon Painted steel (top and right), Gold plated steel.                                                          Figure. Expressions of body with painted steel (top) expressions of body with gold plated steel (bottom). 

 
 

 
.(عوت ساعت)،  آهاس اًتخاب (چپ)کیک ُا : ًوْداس کیک ُای ّاقؼی ّ هصٌْػی. ؽکل                      (پاییي)ّ ّاقؼی  (تالا)ًوْداس ؽواتیک تشای کیک هصٌْػی : ًظش افشاد پظ اص لوظ. ؽکل                                     . 

图. 真假蛋糕选择统计表：蛋糕（左）选择数据（右）                                                                  图.受试者触摸蛋糕后的意见：仿造蛋糕示意图（上）真蛋糕示意图（下） 

Figure. Diagram of the real and fake cake: Cakes (Left) statistic of selection (Right).                                Figure. User‟s opinion after touch: schematic diagram for fake cake (top) for real cake (bottom). 
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 .آن َب َمـىیه ٵُمیيوي ٽٍ ّڅٍ اُ لإشیټ ٕبهشٍ ٙيٌ إز ي سمبډی اٵَاى ٍای ٙبن ٍا سٲییَ ىاىوي 64
 

ثب إشٶبىٌ اُ ىاو٘ ډٮىبٙىبٕی، ٥َاكبن ٭لائڈ ي ومبى َبی ډٞىً٭ی ىٍ ډلًٞلار ٹَاٍ ډی ىَىي ي ثیبن ٭ب٥ٶی ډلپمی ٍا اُ ٥َیٸ سًَڈ ٥َاكی هچٸ . ٭لائڈ سًَڈ آډیِ ي ومبىَب، اكٖبٕبر ډَٞٳ ٽىىيٌ ٍا َيایز ډی ٽىىي
 .ډی ٽىىي

ډب ثٍ ایه ډ٫ً١ً ىٍ ثو٘ ٹجچی اٙبٌٍ . ٽٍ ثیىىيٌ اُ ٥َیٸ ؿٚڈ، ځًٗ، ثیىی، ُثبن ي دًٕز ىٍیبٵز ډی ٽىي، ثب اي اٍسجب٣ ثَٹَاٍ ډی ٽىي #٥َاكی$ یټ ډيڃ ثَای ډٮىبٙىبٕی دیٚىُبى ډی ٽىي ٽٍ ىٍ آن ٭لائمی ٵَىیىبوي ى ٕبًٍٕ
سًڅیي ٙيٌ اوي ي وٚبوڂَ آن ؿیِی إز ٽٍ  #ډىج٬$سمَٽِ ډی ٽىي، ٽٍ اُ ډىج٬ ي ډيڅًڃ  #، ٵَڇ ومبىَب، ٥َف$ي ٭لائڈ  #ٽچمبر، ٭جبٍار، ٝياَب$ٽَىیڈ ي ځٶشیڈ ٽٍ ٭چڈ ډٮىبٙىبٕی ٭چڈ ډ٦بڅٮٍ ډٮبوی إز ٽٍ ثَ ٍاث٦ٍ ډیبن ىاڃ َب 

 #.Krippendorff,2006 $ىلاڅز ثَ آن ىاٍوي
 

同时他们也发现，果酱实际上是橡胶。所有的受试者在摸过蛋糕后都改变了选择，认为另一块蛋糕（真蛋糕）更好吃。 

幻象和符号引导着消费者的情感。设计师灵活运用语义学的知识，把人造标志和符号植入商品中，从而通过设计出来的幻象持续地调控消费者的情感表达。 

费尔迪南·索绪尔研究了一种语义模型，这个模型可以通过人体的感觉器官（眼睛、耳朵、鼻子、舌头、肌肤）把符号（设计）和接收者连接起来。上一章节中提到，语义学是一门研究“含

义”的学科。语义学研究的是信号物（词语、词组、声音）、从源头和符号义（符号源）处产生的符号（标志、设计、形状）、以及它们所暗指的含义（克里彭多夫，2006）。 

 
 

They also realized that the jelly was made of rubber. All subjects changed their vote.  

 

The illusion signs and symbols guide consumer‟s emotions. Using a knowledge 

of semantics, designers insert artificial signs and symbols in products to create 

consistent emotional expression through the illusion of design.  

 

Ferdinand de Saussure suggested a model for semantics which connects the sign 

(design) viewer receives through eyes, ears, nose, tongue and skin. We mentioned 

this in the last section that semantics is the study of meaning. It concentrates on 

the relationship between signifiers (words, phrases, sound), signs (symbols, 

design, form) which has been generated from the source and signified (source) 

and implies what they signify (Krippendorff, 2006). 

 

 

 

 

 

 

 
. ساتطَ هیاى ػلائن ّ هٌثغ سا  اسائَ هی دُذفشدیٌاًذ د عاعْسهذل هؼاًی . ؽکل  

图. 费尔迪南·索绪尔德语义模型（展示符号和符号源的关系） 

Figure. Semantic model of Ferdinand de Saussure shows relation between Sign and source. 
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# 1: ډب َمـىیه ډی سًاویڈ ایه ٥َاكبن ٍا ثٍ ىي ىٕشٍ سٺٖیڈ ٽىیڈ. اوؼبڇ ډی ىَىي ي ٕٮی ډی ٽىىي ډَٞٳ ٽىىيځبن ٍا ٽىشَڃ ٽىىي #٭لائڈ$ٕلَ ي ػبىي ٍا اُ ٥َیٸ ٥َاكی  #ػبىيځَان$َمبوىي ىيٍان ثبٕشبن، اډَيٌُ ویِ ٥َاكبن  65
ٍ ىاٍی ٽمټ ډی ٽىىي سب دًڃ ډَٞٳ ٽىىيځبن ٍا ثٍ ػیت ثِوي #2 ٙبن ىٍ ٍاٌ هیَ إشٶبىٌ ډی ٽىىي ي  ٥َاكبوی ٽٍ اُ ػبىيی ٕٶیي دیَيی ٽَىٌ ي اُ ٹيٍر . ٥َاكبوی ٽٍ اُ ػبىيی ٕیبٌ ي سبٍیټ دیَيی ٽَىٌ ي ثٍ ٕیٖشڈ َٕډبی

ثىبثَایه، آوُب ډٖئًڃ ىاو٘ ډٮىبٙىبٕی ٥َاكی ډی ثبٙىي ٽٍ ىٍ ډيٍٍٕ ډی آډًُوي ي سىُب . اځَ ؿٍ ىاو٘ ي ٹيٍر ثٍ ىٕز آډيٌ ډٚبثٍ إز اډب ٍاٌ  َبی إشٶبىٌ اُ ٹيٍر ډشٶبير إز ي ایه ىي ځَيٌ ایه ځًوٍ اُ َڈ ػيا ډی ًٙوي
 . ډی ثبٙي٥َاكبنډَٞٳ ٽىىيځبن ثَ ىيٗ ډلًٞلار  اهلاٹی ډٖئًڅیز ؿڂًوڂی إشٶبىٌ اُ ایه ىاو٘ ثَای اُ و٪َاُ آن ىٍ ٍإشبی هًثی إشٶبىٌ ډی ٽىىي ي 

像古代法师一样，现代的设计师（魔法师）也通过设计（符号）来表演戏法，或试图控制消费者。这些设计师可以分成两类：一类是使用白魔法的设计师，也就是通过正当手段使用力量；

另一类是黑暗系的设计师，为了谋取钱财，不择手段地控制消费者。尽管这两类设计师的学识和技能相似，但因为他们使用方法不同，因此有“黑白两道”的分别。不管是黑是白，所有的设

计师在学生时代都学习过设计语义学，他们需要将这些专业知识以合理的方式运用到实际中。从伦理的角度，设计师也需要为消费者的感受承担相应的责任。 

Like ancient era today also designers (magicians) perform magic through designing (sign) and try to control consumers.  We can also divide these designers into two categories     1- designers who follow 

the white magic and use the power in a good way and      2- designers follow the black or dark magic to enable manufacturers dupe consumers of their money. Although the knowledge and achieved power 

is similar but the ways in which they use their power is different as it is divided into two groups. Therefore, they are responsible for the knowledge of design semantics which they learn in schools and use it 

only for good purpose and ethically they are responsible for using this knowledge for their consumers.  

Table. Relation between ancient magic and modern magic. ساتطَ هیاى جادّی تاعتاًی ّ جادّی هذسى.  جذّل 表.古代法术和现代魔法的联系 

In the past 

   دس گزؽتَ
过去 

Now 

    صهاى حال
现在 

Kings      ؽاُاى           国王 Capitalism and manufacturers    عشهایَ داسی ّ تْلیذکٌٌذگاى   资本主义和生产商 

Use 
کشدى اعتفادٍ    

 使用者 

Magicians    جادّگشاى     魔法师 Designers    طشاحاى      设计师 

To control  
  تشای کٌتشل

 操控对象 

People     هشدم       民众 Consumers        هصشف کٌٌذگاى        消费者 

In society  
  دس جاهؼَ 

 在社会中 
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66 Figure. How magic can mesmerize consumers. .چگًَْ جادّ هی تْاًذ هصشف کٌٌذگاى سا هغحْس کٌذ.  ؽکل          图.魔术如何蒙蔽消费者 
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 ي ىٍ وشیؼٍ یپی ٍا اوشوبة ډی ٽىي؛ اډب  اويیٚیيٌٕذٔ اي ثٍ ډِایبی ډلًٞڃ.  ُیبىی ٍيثَي ډی ًٙى ٽٍ ډٚبثٍ اٝڄ َٖشىيوبډَٱًةثَای ډظبڃ ُډبوی ٽٍ یټ ډَٞٳ ٽىىيٌ ثَای هَیي یټ آثمیًٌ اوجٍ ثٍ ډٲبٌُ ډی ٍيى، ثب ډلًٞلار  67
 :الار ُیبىی ډ٦َف ډی ًٙىًٕىٍ ایىؼب 

 ډَٞٳ ٽىىيٌ ٽياڇ ډلًٞڃ ٍا اوشوبة ډی ٽىي؟ ٽياڇ یټ ٭لائڈ ٹبو٬ ٽىىيٌ سَی ىاٍى؟
ٗ َب، سؼَثیبر ځٌٙشٍ ي هب٥َار ٙوٞی ډی ثبٙي آیب ډمپه إز یټ ٽبلا ٍا كٺیٺشب ي سىُب ثب وڂبٌ ٽَىن ثٍ آن ىٍ ٵَيٙڂبٌ ثٚىبٕیڈ؟ آیب ډَػ٬ ثَٞی ثٍ اوياٌُ ٽبٵی ثَای . سٞمیڈ ځیَی اٱچت ثَ دبیٍ ثبيٍَبی ٙوٞی ي وڂَ

ٍ اوي، ثبُ َڈ سؼَثٍ ډی ٽىىي یب ایىپٍ ایه اكٖبٓ اُ ىٕز ډی ٍيى؟  ػبیڂِیه ٽَىن كًآ ىیڂَ ٽٶبیز ډی ٽىي؟ دٔ اُ ثَىن یټ ٽبلا ثٍ هبوٍ، آیب ډَٞٳ ٽىىيځبن َمبن اكٖبٓ هًثی ٍا ٽٍ َىڂبڇ هَیي ىٍ ومبیٚڂبٌ ىاٙش
 آیب ډَٞٳ ٽىىيٌ ډی سًاوي ډلشًیبر ٍا ثـٚي؟ هیَ

اډب . اي ثَإبٓ ؿٍ دبٍاډشَی ٽبلا ٍا اوشوبة ډی ٽىي؟ ثَ إبٓ دبٍیييڅیب، یٮىی ایىپٍ ًَه ډَٞٳ ٽىىيٌ اي ٍا ٵَیت ىاىٌ ي اي آثمیًٌ اوجٍ ٍا ډی ثیىي ي ًَه اي ثب٭ض ډی ًٙى آن ٍا هًٙمٌِ سًٍٞ ٽىي؛ ىٍ وشیؼٍ اوشوبة اوؼبڇ ډی ًٙى
 .آیب ډَٞٳ ٽىىيٌ ډی سًاوي اوشوبة هًى ٍا ٽىشَڃ ٽىي؟ دبٕن ٩بََا ډىٶی إز: ًٕاڅی ٽٍ ایىؼب ډ٦َف ډی ًٙى ایه إز

 آیب اوشوبة ثَ إبٓ اوشوبة وبهًىآځبٌ اي إز؟ ثچٍ، ٹ٦ٮب: ًٕاڃ
 ؿٍ ٽٖی ًَه ډَٞٳ ٽىىيٌ ٍا ٽىشَڃ ډی ٽىي؟ ٥َاف

 اي ؿ٦ًٍ ایه ٽبٍ ٍا اوؼبڇ ډی ىَي؟ ثب إشٶبىٌ اُ ىاو٘ ډٮىبٙىبٕی ٥َاكی ىٍ ٥َاكی ػبىيیی 
 

举个例子，一个消费者进店买一杯芒果汁，路过一个摆满了标有“也带我走吧”的商品区，此时消费者就会开始考虑这些商品有什么亮点，接着便可能从中挑选一个。 

这么多商品中，消费者会选择哪个呢？通常，标志引人入胜的商品会得到消费者的青睐。 

消费者作出的决定通常受到个人信仰、态度、过往经历和私人回忆的影响。仅仅是在商店里看看这个商品，就可以真正了解它的优劣吗？视觉真的可以替代其他一切感官吗？把商品带回家

后，消费者的感受和他在商店看到的感受一样吗？ 

消费者可以尝尝商品的味道吗？消费者的选择不是基于某些参数，而是基于空想性错视的引导。消费者的大脑诱导他看到这款商品，甚至在没有品尝的情况下就选择它。但是问题在于，消

费者真的可以控制自己的选择吗？很显然，答案是否定的。 

那么，这是消费者的潜意识选择吗？如此看来，的确是这样的。 

那又是谁在控制消费者的大脑思想呢？操控者，便是是商品的设计师。 

你可能会问，设计师是如何做到远程控制消费者的大脑选择的？很简单，如上文所说，设计师通过设计语义学的知识控制了消费者的取向。 

 

For example, when a consumer goes to a shop to buy a mango juice, he comes across a number of me-too products. Then he thinks on the benefits of the product and subsequently selects one; but there are 

many questions here: 

Which one product will the consumer select? The one which has more compelling sign. 

Decision-making is often influenced by personal beliefs and attitudes, past experiences and personal memories. Is it possible to really know a product simply by looking at it in a store?  Is visual reference 

powerful enough to replace all the other senses? After taking a product home, do consumers experience the same good feeling they had the day they left the showroom? 

Can consumer taste the content? No 

Based on what parameter he selects? Based on the pareidolia when consumer mind tricks him into seeing and even for that matter tasting delicious mango, the consumer selects a product, but the question 

arises whether the consumer can control his choice? The answer apparently is negative. 

Whether the choice is based on his sub conscious choice? Surely Yes 

Who controls the mind of consumer? Designer 

How does he do so? By using the knowledge of design semantics in his magical design 
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تحت کٌتشل دس هی آّسًذ؟ (دس ُشم عشهایَ داسی)ّ تْلیذکٌٌذگاى، هصشف کٌٌذگاى سا  (جادّگشاى)چگًَْ طشاحاى . ؽکل 68               

图.设计师（魔法师）和生产商如何控制消费者（在资本主义金字塔的范畴内） 

Figure. How designers (magicians) and manufacturers control consumers (under the pyramid of capitalism).  
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.چگًَْ عیغتن عشهایذاسی هشدم سا تا اعتفادٍ اص طشاحی کٌتشل هی ًوایذ. ؽکل.                                               سدکذاهیک ػلائن جادّیی هتقاػذ کٌٌذٍ تشی تشای کٌتشل کشدى هصشف کٌٌذگاى تشای اًتخاب یک هحصْل تذّى چؾیذى دا. ؽکل 69  

图. 资本主义通过设计来控制人们。                                                                            图.在不品尝的情况下，哪一种标志更有吸引力，更能控制消费者的选择？ 

Figure.  How capitalism control people through design.                                                         Figure. Which one has more compelling magical sign to control consumers to select the product without tasting it? 
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70 Figure.  Reality is not the same as appearance of design. 图. 现实与外表不同。 .ّاقؼیت آى چیضی ًیغت کَ طشاحی ظاُش ًؾاى هی دُذ. ؽکل  
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.اعتفادٍ کٌٌذٍ خْدسّ تؼلت سّیاسّیی تا کیفیت تذ هحصْل ّ خذهات اقذام تَ ًاتْد کشدى خْدسّ خْد ًوْدٍ تا اػتشاض خْد سا تَ جِاى ًؾاى دُذ. ؽکل 71  

Figure.  Chinese Lamborghini owner destroyed his car in protest of bad service and not having good quality as appearance talks in Qingdao, because he felt his consumer rights had been violated.图.销毁质量不合格的产品。 
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ایه اډَ سىُب ثٍ یټ َٙٽز ډلييى . ثَای ډظبڃ ډب ډی سًاویڈ ثٍ ٥َاكبن َٙٽز ډًسًٍ ٕیپچز َبٍڅی ىیًیيًٕن اٙبٌٍ ٽىیڈ ٽٍ اُ ٝيای ډٞىً٭ی ثَای ایؼبى سًَڈ ىٍ اهشیبٍ ىاٙشه ٹيٍر ثیٚشَ ىٍ ډًسًٍ إشٶبىٌ ٽَىٌ اوي 72
ٍ َبی ػمٮی ډی دَىاُى ٍ ای ٱیَاهلاٹی ثٍ اٱًا ٽَىن ډَىڇ اُ ٥َیٸ سجچیٲبر ىٍ ثیٚشَ ٍٕبو ٍ ىاٍی ثٍ ځًو آن َب ثَای ډَٞٳ . ومی ًٙى، اډب ثیٚشَ ایه ډًاٍى ىٍ آډَیپب ىیيٌ ډی ًٙوي، ُیَا آډَیپب ػبیی إز ٽٍ ىٍ آن ٕیٖشڈ َٕډبی

ٍ َبی ُويځی ډَٞٳ ٽىىيځبن ٍا سلز ٽىشَڃ ٹَاٍ ډی ىَىي اډَيُ ىٍ ػُبن  .ٽىىيځبن سًَمبسی ٍا ایؼبى ډی ٽىىي سب آن َب ٍا ډؼجًٍ ٕبُوي ثٍ ثبُاٍَب ٍٵشٍ ي ډلًٞلار ٱی١ََيٍی ٍا هَیياٍی ٽىىي ي ثٍ ایه ٙیًٌ سٺَیجب سمبډی ػىج
آوُب ىٍ هبوٍ ََ ٵَى ياٍى ډی ًٙوي  ي سٺَیجب ىٍ سمبڇ .  اوي َمبوىي ىيڅز آډَیپب ي اوڂچیٔ ٵَیت ٽبٍاوٍ ٭مڄ ٽىىيوشًاوٖشٍيڅی َیؾ یټ اُ آوُب . هًاَي َيایز ومبیىي ىيڅشُب اُ ٍٕبوٍ إشٶبىٌ ډی ٽىىي سب ډَىڇ ٍا آوڂًوٍ ٽٍ ډی

ایه ٥َاكبن ٕٮی ډی ٽىىي ثب ٍٕبوٍ ثٍ ډَىڇ ثڂًیىي ؿڂًوٍ ٵپَ ٽىىي ي ایىُب ٵٺ٤ . ٍا ٙپڄ ډی ىَىي... ٹيٍر ٥َاكی ٍٕبوٍ ٕبهشبٍ ًَىی ََ َُٙيوي ٍا ؿٍ دیَ یب ػًان ي ٵٺیَ یب طَيسمىي ي . ٕب٭بر ثیياٍی ٽبٍ ډی ٽىىي
ایه ٥َاكبن ٍٕبوٍ ىٍ سُیٍ اهجبٍ ي ثَوبډٍ َب ٽٍ ثٍ ډَىڇ وٚبن ډی ىَىي، َڈ ٩َاٵز ي َڈ ډُبٍر ٍا ا٭مبڃ ډی ٽىىي ي سمبڇ اډپبوبر ىٹیٸ سپىیټ َبی . ایىُب سًَڈ آٵَیىىي. ؿیَِبیی ٍا ډی ځًیىي ٽٍ سبطیَ ځٌاٍ ثبٙي، وٍ كٺبیٸ ٍا

 VOAثَای ډظبڃ ىٍ هجَی ٽٍ س٤ًٕ  ٙجپٍ سچًیِیًن ٝيای آډَیپب  .دیَٚٵشٍ ي إشٶبىٌ اُ ىاو٘ ٍياوٚىبٕی، ٵپَ ي ٭ٺیيٌ ډب ٍا ٍَجَی ډی ٽىىي، سب ػبیی ٽٍ ډب ٍا ثب ٵبٽشًٍَبی ٕیبٕشی ي اٹشٞبىی هًىٙبن َمبَىڀ ٽىىي
 ىيڅز ایَان ثٍ ٽبٵی وشُب ىٕشًٍ ىاىٌ سب إشٶبىٌ ٽىىيٌ ٹجڄ اُ إشٶبىٌ اُ "ىٍ ایه هجَ ځًیىيٌ ډی ځٶز.  ىيڅز ایَان ٍا ثي وٚبن ىَي"إشٶبىٌ ایىشَوز ىٍ ٽبٵی وز"دو٘ ډیٚي ځًیىيٌ ٕٮی ىاٙز ثب اٍائٍ هجَی ډَسج٤ ثب 

ىٍ آن ُډبن ٽٍ ډه ایه ىي هجَ ٍا اُ ایه ٍٕبوٍ . "ٍا ػَیمٍ ډی ٽىي  دچیٔ ىٍ ایَان ثٍ ډىبُڃ ډَىڇ ډی ٍيى ي آوشه ډبًَاٌٍ آوُب ٍا ػم٬ ٽَىٌ ي ىاٍويٌ آوشه ډبًَاٌٍ" ي یب ىٍ هجَی ىیڂَ "ایىشَوز ٽبٍر ٙىبٕبیی اٍائٍ ومبیىي
 ٕبڅٍ هبٍع ثَځٚشٍ ثًىڇ ي ىیيڇ ٽٍ ٕبیَ ٙىًويځبن سلز سبطیَ ایه هجَ ٹَاٍ ځَٵشىي ٽٍ ؿَا ىٍ ٽبٵی وز ٽبٍر ٙىبٕبیی ډی هًاَي، ؿَا ډبًَاٌٍ َب ٍا ػم٬ ډی ٽىىي؟ څجوىيی ُىڇ ي ځٶشڈ ځًڃ ایه ٍٕبوٍ 4ٙىیيڇ، سبٌُ اُ ٕٶَ 

 ٕبڃ دی٘ ډٚبَيٌ ٽَىیڈ ٽٍ ىٍ َىي، ىٍ ٽبٵی وز َب ايڃ ٽبٍر ٙىبٕبیی ډی ثیىىي ي ثٮي اػبٌُ إشٶبىٌ اُ ایىشَوز ٍا ډی 4َب ٍا ووًٍیي، ډی هًاَىي ٙمب ٍا ىٍ ٍإشبی ډىبٵٮٚبن ٽىشَڃ ومبیىي ي ثٍ آوُب ایه ٍا ځٶشڈ ٽٍ ډب 
ىٍ سمبڇ ٽًٍَٚبیی ٽٍ ٹبوًن ٕٮی ىاٍى اډىیز ثَای َُٙيويان ٵَاَڈ ومبیي ایه ٽبٍ ٍا اوؼبڇ ډی ىَىي سب ایىشَوز اثِاٍ ًٕ إشٶبىٌ وًٚى ي َمـىیه إشٶبىٌ اُ ډبًَاٌٍ ویِ ىٍ سمبډی ٽًٍٚ ثب ٹبوًن ي ثب كٖبة ي ٽشبة ډمى٫ً . ىَىي
 .  إز

举个例子，哈雷哈维森摩托车公司的设计师在摩托车上安装人工合成的声音，从而制造一种发动机马力更强的假象。并不只有哈雷公司这样做，可以说美国的大部分公司都会这样。在资本主义制度

下，公司大多会投入大量的媒体广告费来吸引消费者的目光。这些公司通过设计制造假象，蒙蔽消费者，促使他们购买非刚性需求的产品。实际上，这种被营造出来的假象除了可以控制消费者的购买

情况，也影响到他们生活中的方方面面。在现代社会中，全世界的政府都会通过媒体影响人们的生活方式，但是没有哪个国家的政府会像美国和英国政府那样操控消费者的购买情况。他们挨家挨户、

整日整夜地宣传，让群众信服他们的言论。无论老幼、无论贵贱，每一个公民都会受到媒体的影响。借助媒体，设计师可以控制人们的想法和对商品的态度，进而促使消费者去购买产品。设计师营造

出商品美好的假象，因此消费者不会考究其真实性能。这些媒体设计师让伎俩和艺术相结合，利用先进的科技和对人类心理的掌控，巧妙地设计新闻和节目。当观众在媒体上看到这样的信息时，观众

的想法便会按照设计师的计划中那样发展，而这个发展走向也是在政治和经济因素所奠定的基础上的。 

比如说，电视新闻《美国之声》中，新闻播报员播报有关“伊朗咖啡厅网络的不良管理”的新闻时说道：“伊朗政府下令，在任何一个咖啡厅内，居民要使用网络时必须出示身份证”。《美国之声》的另

一条报道描述道：“伊朗警察闯入民居，没收卫星信号接收器并对居民予以处罚”。听到这两条新闻的时，我已经在印度生活了 4 年，我发现这两条新闻使得印度人误认为伊朗政府是独裁专制的政府。

然而，这两条新闻能在印度传播并非偶然，因为新闻的传播也肩负着一定的目的和利益。在印度的网咖中，用户也需要先提供身份证件然后才能使用网络。世界上几乎所有国家都以保护社会安全为职

能，所以很多国家都会控制网络的滥用，也会限制居民非法持有卫星，从而减少网络的不安全因素给国家和公民带来损害。 

For instance, we can mention the designers of Harley Davidson Motorcycle Company which has instilled artificial sound to create an illusion of possessing more power in the engine. This is not just confined to one company but we 

can state most cases in the US , where the systems of capitalism works unethically to tempt the people through advertisement in most mediums; they create illusions for them for going to markets to buy unnecessary products and 

this controls almost all aspects of their life. Today globally, governments use media to influence people the way they want to; but none of them manipulate consumers like those of the US and UK Governments. They enter into the 
homes of most people throughout the day inducting whatever they want into the minds of the people. The power of media design‟ form the mental structure of every citizen whether young or old, financially weak or wealthy. These 

designers with media manipulate people how to think and they just say things that are impressive and that will sell. Not dealing much with reality, they create illusions. These media designers use all skills and elegance together 

precisely to prepare news and programs that people see; they lead to thoughts and beliefs through the use of all facilities of advanced techniques, using knowledge of psychology to guide people in the same direction that is laid 
down by their economic and political factors. For instance, in the TV news, Voice of America (VOA); the announcer was trying to project that Iran has bad governance in relation to the use of internet in cafes. In the news the 

announcer said, "The Iranian Government has ordered consumers to provide their ID card before they use internet at any cafe", or in another news they quoted that, "Iranian police visit people's homes to confiscate satellite antennas 

and impose penalty on them". Having heard these two news from VOA, it was after a 4 year stay in India that I realized that audiences formed a view from these two news and considered the Government coercive and autocratic. 

However these news were entirely propaganda based to fulfill their aim and benefits. Even in India in the Net cafe‟s, service providers check the identification cards and then they allow the people to use the internet. In all countries 

that are trying to provide secured societies for the citizens to control any misuse of internet and also control illegal possession of satellite for the security of the countries.  
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ؿًن آڅًىځی یټ ٱٌای ډٖمًڇ ثٮي اُ ؿىي ٍيُ اُ . يٹشی ٭چز ٍا ػًیب ٙيڇ، ځٶشىي ډمى٫ً إز  ي اڅلٸ ثبیي ډمى٫ً ثبٙي.  ٕبڃ ٽٍ ىٍ َىي ثًىڇ ويیيڇ ٽٖی ػُز آوشه هًى ٍا ثَ ٍيی ٙجپٍ َبی هبٍػی سى٪یڈ ومبیي4ىٍ ایه  73
ٽٍ ایه ىٍ ىویبی ډٖمًڇ ٍٕبوٍ  ىیيٌ ډی ًٙى ي ٽًٍَٚبیی ٽٍ ډَىڇ سلز ٽىشَڃ ایه ٍٕبوٍ . ثين هبٍع ډی ًٙى يڅی آڅًىځی یټ ٵپَ ایؼبى ٙيٌ س٤ًٕ یټ ٍٕبوٍ ډمپه إز ثَای یټ ٭مَ ٵَى ي ػبډٮٍ ٍا ىؿبٍ ډٚپڄ ومبیي

ډڂَ ایه ٍٕبوٍ َب ومی ىاوىي ٽٍ ىٍ ثیٚشَ ٽًٍَٚب اٍائٍ ایىشَوز ډى٣ً ثٍ اٍایٍ ٽبٍر . ًٕاڅی ٽٍ ایىؼب ډ٦َف ډی ًٙى ایه إز. ىٍ اوش٪بٍٙبن ووًاَي ثًى... َب ٹَاٍ ډی ځیَوي، كبڃ ي ٍيُی ثُشَ اُ َٙای٤ اډَيُ ًٍٕیٍ ي څیجی ي 
 دٔ ؿَا ایه ٍا ډوٶی ډی ٽىىي ي ٵٺ٤ ایَان ٍا ایىڂًوٍ وٚبن ډیيَىي؟  .  ٙىبٕبیی إز ي یب ىٍ ثیٚشَ ٽًٍَٚب ډبًَاٌٍ َڈ ډمى٫ً  ډی ثبٙي؟ ػًاة ایه إز ٽٍ ډی ىاوىي

ثَای $ثٍ ٭جبٍسی ىیڂَ ثؼبی ایه ٽٍ ىيڅز آډَیپب اُ ویَيی دچیٔ ىٍ ىاهڄ آډَیپب . ػىجٍ ٍٕبوٍ ای وياٍى ي ٵٺ٤ ػىجٍ ٽىشَڅی ي َيایز ٽَىن ډَىڇ ٍا ىاٍى #ىيڅز َب$ایه ځًوٍ إشٶبىٌ اُ ٍٕبوٍ س٤ًٕ  ٥َاكبن ي ٝبكجبن ٍٕبوٍ 
َٕثبُان ثی ػیٌَ ي ډًاػجی ٽٍ ٍٕبوٍ آوُب ٍا ډٖن ٽَىٌ سب . إشٶبىٌ ٽىي ي ػبوٚبن ٍا ثٍ ه٦َ ثیىياُوي، اٹياڇ ثٍ ٕبهشه َٕثبُ ډؼبوی ډی ٽىي# ثَای ډٺبٝي ًٙڇ ي ىهبڅز ٽبٍاوٍ$ي ویَيی اٍس٘ ىٍ هبٍع اُ آډَیپب  #ٽىشَڃ ډَىڇ

ٽٍ آډَیپب ثيين دیبىٌ ٽَىن كشی یټ َٕثبُ ىٍ آن ... َمبوىي اسٶبٹبر ٍهياىٌ ىٍ ًٍٕیٍ، ډَٞ، څیجی، سًؤ ي $ىٍ ٍإشبی ډىبٵ٬ آن ٍٕبوٍ اٹياڇ ثٍ كَٳ ُىن ي سلَیټ ىیڂَان ي یب ىٍ ٦ٕق ثبلاسَ اٹياڇ ثٍ ػىڀ ثب ىيڅز هًى ٽىي 
 .  #.َُٕډیه َب سًاوٖز اډىیز آن ٽًٍَٚب ٍا وبثًى ٽىي

. ایه ډًٹیز َب ٍا ٕبُډبوُبی ا٥لا٭بسی َمـًن ٕیب ي ایىشچیؼىز َٕيیٔ  ٍٹڈ ډیِوىي. َٖشىي ي ومی سًاوىي ډیبن ډًٹٮیز َبی ٱیَ ياٹٮی ي ياٹٮی ٵَٷ ثڂٌاٍوي...  سمبڇ ډَىڇ سلز سبطیَ اڅٺبء َبی ٍٕبوٍ َبی آډَیپب ي اوڂچیٔ ي 
اُ و٪َ ډبڅی ثٍ ځًوٍ ای سبډیه ډی ٽىىي ٽٍ ایه ٥َاكبن ىٍ ٍاٌ ػبىيی ٕیبٌ ٹيڇ ثڂٌاٍوي ي اُ ٹيٍر ػبىيیی هًى إشٶبىٌ ٽىىي ي ٍٕبوٍ ٍا ثَای اَياٳ ًٙڇ آوُب َيایز ٍا آوُب ثٍ ٥ًٍ ډٖشٺیڈ ي ځبَی ٱیَ ډٖشٺیڈ ٥َاكبن 

ٕشبٍځبن ي وًیٖىيځبن َبڅیًيى ډًٍٚر َبیی ثب ٕبُډبن ٕیب ىاٍوي سب دیبڇ َبی ډًٍى ویبُ ٕبُډبن ٕیب ٍا ىٍ ٵیچڈ َبی هًى ثڂىؼبوىي ي آوُب ٍا ثيیه ًٍٝر ثٍ ": ٍُ ىايیشًٖن، ٍيُوبډٍ وڂبٍ إپبسچىيی ىٍ ایىجبٌٍ ډی وًیٖي. ومبیىي
 .  "ډَىڇ آډَیپب اڅٺب ومبیىي

在印度生活的四年间，没有任何一个印度居民会在外部设备上私自改变天线的方向。在印度，居民不得私自更改天线方向。原因很简单，食物中毒可以医治，但是人心“中毒”就难以治疗

了。如果民众私改天线，收听到了与国家政府言论不吻合的新闻，导致民众质疑政府，那么整个社会的安定就会受到影响。现在利比亚和叙利亚的不安定局面，就是因为民众受到了媒体的

影响。不过，当《美国之声》在播报伊朗的新闻时，是否知道世界上很多国家都会要求民众先出示身份证件然后才能在公共场合使用网络？是否知道禁止居民私自使用卫星接收器的国家不

在少数？对于这些，《美国之声》肯定了然于胸，但是当他们播报伊朗的这则新闻时，刻意隐瞒了这些事实。 

这种媒体是官方（政府）以及设计师用来控制民众的工具。也就是说，美国和英国政府不依靠武装力量控制民众，也不与其他国家发生武力冲突（为了避免人身危险），因为武装斗争和武

力镇压不仅耗费巨大，也无法保证自身的生命安全。相反，英美政府采取媒体控制，让媒体向民众传播政府的功绩。通过媒体的舆论效应，政府甚至可以发动更高规模的国际冲突。举例来

说，美国没有发动一兵一卒，就引得叙利亚、埃及、利比亚、突尼斯等国家动荡不安。 

所有人都受到了美国媒体和英国媒体的舆论引导的影响，民众也无法自行判断新闻内容的真伪。实际上，中情局和智能服务平台都在默许这种事情的蔓延。这些政府职能部门直接或间接地

资助设计师，从而实现自己的不齿目的。苏格兰记者罗斯·戴维森说：“好莱坞的明星和编剧都会充当中情局的‘传播员’，通过他们的影视作品，向美国民众传递中情局的观点”。 

 

In that last 4 years of being in India, it has been observed that no one changes the direction of antenna on the external media; when questioned, they told it is forbidden to do so; and of course it must be 

forbidden. Because the poison of food will be treated, but the poison of media even after years may create problems for the viewers and his society for a long time. For instance the situation in Syria or 

Libya has detoriated due to such influential media. It raises a question whether VOA was aware that many countries have ordered consumers to provide their ID card before they use internet cafe? Also in 

most countries having a satellite for accessing to the external media is forbidden? VOA is surely aware of this yet hey keep this hidden and just talk about Iranian government. 

This use of media by media owners (Governments) and designers is designed to control the people. It means, US and UK instead of using police to control their people inside their country and also instead 

of using army force in other countries (for the purposes making involvement treacherous), which may be costly and also unsafe for them, try to find free soldiers created by media who talk about their 

benefits or even in a higher level of action lead to war with their Government (in case of making outside involvement treacherous). The same as problem in Syria, Egypt, Libya, Tunisia … that US created 

without sending even one soldier to their country.    

All people are under the influence of the American and British media inductions; and are not able to distinguish the difference between real and fake situations. These issues happen under the advice of CIA 

and Intelligent Service.  They directly and sometimes indirectly support designers financially to lead these designers to fulfil their ominous goals. Rose Davidson, Scottish journalist says, “The stars and 

writers of Hollywood consult the CIA to make the CIA‟s deliver their messages through their movies to the American people”.   
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Figure. TV controls people.图.被电视控制了的人们  
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آن َب ایه ثلا ٍا سىُب َٕ ډَىڇ هًىٙبن ویبيٍىٌ اوي ثچپٍ ىٍ وٺب٣ ډوشچٴ ىویب ػىڀ ي ىٍځیَی ثٍ ٍاٌ . ډب ډی ثیىیڈ ٽٍ ٍٵشبٍ ډَىڇ آډَیپب سلز ٽىشَڃ ىيڅز َبیٚبن ٹَاٍ ىاٍى ٽٍ ثٍ ٍاكشی اُ ػبىيی ٥َاكی إشٶبىٌ ډی ٽىىي 75
ٍ اوي سب ثب ایه ٙیًٌ ډلًٞلار و٪بډی ٙبن ٍا ثٍ ٵَيٗ ثَٕبوىي ٍ ای ياومًى ډی ٽىىي ٽٍ ٽًٍَٚبی ٝچق ٥چجی ؿًن ایَان ي ؿیه، ٽًٍَٚبیی ه٦َوبٻ َٖشىي ي ثٍ ایه ٥َیٸ ډلًٞلار . اوياهش آن َب ثب إشٶبىٌ اُ سَٵىيَبی ٍٕبو

 . ٕیٖشڈ َبی َٕډبیٍ ىاٍی ي ٵَاډبًٕوَی َٖشىي ډی ثیىیڈوٚبن ىَىيٌ آن  ٽٍ ٍيیٍا ثَ  #ٍيف دچیي$ثٍ ایه سَسیت إز ٽٍ ډب ٭لائڈ ػبىيیی ََڇ ي ؿٚڈ ٙی٦بن . و٪بډی ٙبن ٍا ثٍ َمٖبیڂبن آن َب ثٍ ٵَيٗ ډی ٍٕبوىي

美国政府通过简单的戏法设计，就可以控制美国民众的想法和行为。政府非但并没有向美国群众坦白自己的恶行，还在世界其他地方引发战争，然后向战争地区大量出售军用设备以谋取钱

财。美国政府通过媒体，把伊朗和中国这样的和平国家渲染成危险地带，并把军事武器卖给伊朗和中国的周边邻国。通过这种方式， 

我们也看到了金字塔的魔力符号和金字塔顶端的恶魔之眼（神魔），而恶魔之眼的背后便是资本主义和共济会机制了。 

We see that the behavior of the American people are under the control of their governments who simply use the magic of design. Not confide to their people alone, they also make war in most places to sell 

their military products. They depict peaceful countries like Iran and China as dangerous countries using tricks of media. They sell military products to some of their neighbors. That‟s way we see the 

magical sign of pyramid and an eye of devil (daemon) on its top which represents capitalism and freemasonry systems. 

 

                                                              Figure. Pyramid of capitalism. ُشم عشهایَ داسی.  ؽکل 图.资本主义金字塔 
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جذیذ ی داسیَُشم عشها. ؽکل 76 图.新资本主义金字塔 Figure. New Capitalist Pyramid 
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ثٍ ایه سَسیت ثیٚشَ ایه ٥َاكبن اُ . ٽٍ ؿیِی ثٍ ػِ ٵَیت ًَٙمىياوٍ ي ډبََاوٍ ویٖز، ٭مچی ٱیَ اهلاٹی ډی ثبٙي #ثَوبډٍ سچًیِیًوی/ ٽبلا / ثب إشٶبىٌ اُ اػَا $ثَهی ػبىيځَان ىویبی ډيٍن ثَایه ثبيٍوي ٽٍ ٥َاكی، یٮىی سًَڈ  78
 .ایه اهشلاٳ و٪َار ٩بََا آٙشی وبدٌیَ ٕجت ثَيُ ىٍځیَی َبیی ډیبن ٥َاكبن ٙيٌ إز. ي سًٝیٶبر ډٚبثٍ ىيٍی ډی ػًیىي «  سًَڈ آٵَیىبن»ثٍ وٶ٬  «  ػبىيځَ»ا٦ٝلاف 

١ٍبیز ډَٞٳ ٽىىيٌ ثٍ سىبٕت سٮياى . آن َب َمـىیه ویبُ ىاٍوي ىٍ ٍيوي ایؼبى اٍُٗ ډٚبٍٽز ىاٙشٍ ثبٙىي. آُډبی٘ ٽیټ وٚبن ىاى ٽٍ ډَٞٳ ٽىىيځبن ثَای ایؼبى یټ ٍاث٦ٍ ډٖشٺیڈ ثب ٽبلا لاُڇ إز ياٹٮب آن ٍا ثٚىبٕىي
ََ ؿٍ ثیٚشَ ډَٞٳ ٽىىيځبن ثب ډلًٞلار ىٍ سٮبډڄ ثبٙىي، آن ٍا ىیيٌ، څمٔ ٽَىٌ ي ثًی آن ٍا إشٚمبڇ ٽىىي، سؼَثٍ اكٖبٕی ياٹٮی سَ ي ثُشَی هچٸ . اٵِای٘ ډی یبثي #ځیَويٌ َب$كًآ هبٍػی ډًٍى إشٶبىٌ ىٍ اوشوبة ايڅیٍ 

 .هًاَي ٙي، ىٍ ٱیَ ایه ًٍٝر آن َب ډمپه إز ٵَیت سًَڈ ٍا ثوًٍوي
ىٍ ایه ُډبن ډَٞٳ ٽىىيٌ ٽًٙ٘ . ىٍ ایه كبڅز إشٶبىٌ ٽىىيٌ ثٍ ٭چز ىاٙشه ویبَُبی ٱیَ طبثز  ي سٲییَ دٌیَ ٍي ثٍ سى٫ً ٥چجی ډی آيٍى. ثبٙي ٥َاكی ډلًٞڃ ثب ٵَڇ طبثز ومی سًاوي ویبَُب ي آٍُيَبی إشٶبىٌ ٽىىيٌ ٍا ػًاثڂً

سٲییَ ىاىن ډلًٞڃ ي سى٫ً ٥چجی ډمپه إز ٍيٙی ثَای اٵِای٘ سلَیټ اُ ٥َیٸ آيٍىن یټ ډلًٞڃ ػيیي ثٍ ػبی ډلًٞڃ ٹيیمی ثٍ ُويځی ثبٙي، ٭بډچی ٽٍ . ډی ٽىي ٽٍ ثب هَیي یټ ډلًٞڃ ػيیي یپىًاهشی ٍا اُثیه ثجَى
ایه اسٶبٷ ٍا ثًػًى ډی آيٍوي ي اڅجشٍ سلمیڄ ٽَىن یټ ٵَڇ طبثز ثب إشٶبىٌ اُ ٹيٍر ٕبهز يَڈ ي هیبڃ ىٍ إشٶبىٌ ٽىىيٌ  #٥َاكبن$ٽٍ ػبىيځَان ډيٍن إز يا١ق . ثٍ ٽذیشبڅیِڇ ٽمټ ډی ٽىي سب ثیٚشَ ػیج٘ ٍا دَ دًڃ ومبیي

يڅی ثب ځٌٍ اُ ډيٍویِڇ ي ٹيڇ ځٌاٍىن ىٍ دٖز ډيٍویِڇ، ٥َاكبن ثب اٍائٍ ي ٥َاكی ٵَڇ سٲییَدٌیَ، ایه اډپبن ٍا ثَای إشٶبىٌ ٽىىيځبن ٵَاَڈ ٽَىٌ سب آوُب ویِ ىٍ ٵَایىي ٥َاكی ىهبڅز ومبیىي ي ثوٚی اُ ٽبٍ ٥َاكی . اهلاٹی ویٖز
  .  سب ََ ؿٍ ٽٍ ََ ٍيٌُ ډی هًاَىي ٍا ٥َاكی ٽىىي ي وٍ ٥َكی ٍا ثَای َمیٍٚ ثٍ آوُب ىیپشٍ ي سلمیڄ ومبیىيثيَیياػبٌُ . ٍا ثَ ىيٗ ثپٚىي، سب ٵَڇ ٍا ثب ىٍ و٪َ ځَٵشه آٍُيَبی ػيیي ََ ٍيُٙبن سٲییَ ىَىي

 

现代社会中，有一些魔术师认为在表演、产品或电视节目中设计幻象，虽不像那些专业的骗局一样恶劣，但仍然有违职业道德。这类设计师大多刻意避免自己被冠上“魔术师”、“制幻师”这

样的称号。显然，这种想法和其他的设计师是大相径庭的，因此在设计师的领域中也存在不可调和的矛盾分歧。 

前文中，蛋糕实验已经证实，消费者在认识一个产品时，需要把它和他们已经熟知的事物联系起来，他们也需要参与到价值创造的过程中来。随着初始选择时受众感官接触的增加，消费者

的满意度也会等比例增长。消费者通过视觉、触觉和嗅觉等多种方式接触一个商品，他们对这个商品会更佳满意。否则，若没有真实的接触，消费者对于这个商品的认识始终是通过一种不

真实的假象幻想出来的。 

在现代主义时期，设计品和设计师无法按照既定的模式和规格来满足消费者的诉求，当消费者的诉求改变时，他们对产品的希冀也会随之迅速改变。为了让自己与众不同，消费者会购买新

的、别致的产品。因此，让消费者放下手中已有的、毫无特色的产品的方法之一，就是提高产品的别致性，从而提高消费者的满意度进而刺激其消费。现代的魔术师（设计师）正是抓住了

消费者的“不从众心理”，才让资本家们有机会大肆敛财。到了后现代主义时期，为了更进一步提高消费者的满意度，设计师允许消费者亲自参与到产品的设计中来，让消费者按照自己的心

愿设计产品，消费者自己来决定他们手中使用的产品是别具一格的还是与千篇一律的（文科特山，1973）。 

 

Some modern magicians believe that it is unethical to design an illusion (performance/product/TV-program) that claims to be anything other than a clever and skillful deception. Most of these designers 

therefore eschew the term „magician‟ in favor of „illusionist‟ and similar descriptions. These apparently irreconcilable differences of opinion have led to some conflicts among designers.  

The cake experiment demonstrates that consumers need to have a direct connection to a product to really know it. They also need to participate in the process of value making. Consumer satisfaction levels 

rose proportionally with the number of external senses (receivers) used in the initial selection. The more customers interact, see, touch and smell a product, better real emotional experience will be created. 

Otherwise they may deceive through an illusion. 

We know that in the modern era, design of designers cannot answer to the desires of consumers with a fixed form, when consumers look for rapid changing products due to changeable desires.  Consumer‟s 

try to buy new products to overcome monotony of fixed form. Buying new product and its diversity may create a method to satisfy consumers stopping the use of bored and monotonous products. This 

factor helps capitalists to collect more money in their pockets; which is clearly what modern magicians (designers) do. In this way dictating a fixed form design using the power of illusion is not ethical. But 

moving on to post modernism, designers can solve this issue by letting consumers participate in the process of design and perform some part of design task for every day desires. Let them design whatever 

they like to have every day and not dictate a fixed design for the entire life of a product (Venkatesan, 1973).  
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وٺبٙی ٭ميسب سٺچیيی اُ ػُبن هبٍع ویٖز ثچپٍ ثیٚشَ سَسیجی اُ اٙپبڃ ي ٍوڀ ثَ »:  دیٚىُبى ىاى19 ىٍ ٹَن Whistler.  كَٽبر ؿٚڈ َىڂبڇ ډٚبَيٌ ډلًٞڃ ىائمب ٹٖمز َبی ډُڈ ٍا ډيو٪َ ىاٍوي
ىٍ . ثب ایه كبڃ ؿٚڈ ډٮمًلا كَٽز َمًاٍی ىٍ ډیيان ثیىبیی وياٍى. اي ثَ ایه ثبيٍ إز ٹٖمز َبیی ٽٍ كَٽز ؿٚڈ ثیىىيٌ ٍا ثٍ هًى ػچت ډی ٽىىي ىٍ سَٽیت ډُڈ َٖشىي« .ٍيی یټ ٦ٕق ٝبٳ إز

٘ َبی وبځُبوی اوؼبڇ ډی ىَي ٽٍ ثٍ آن َب  ځٶشٍ ډی ًٙى « هیَځی»إز ٽٍ ثٍ آن « ؿٚڈ طبثز»كَٽز ىیڂَی ٽٍ ډوًٞٛ ؿٚڈ ډی ثبٙي ُڃ ُىن یب . ځٶشٍ ډی ًٙى« ٕبٽبى»٭ًٟ یټ َٕی ػُ
$Haber&Hershenson,1973; Young&Sheena,1975.# اُ آوؼبیی ٽٍ ا٥لا٭بر یټ ډلَٻ ثَٞی سىُب ىٍ څل٪بر آٱبُی ي ُډبوی ٽٍ ؿٚڈ ٍيی سًٞیَ ٥َاكی ډًٍى و٪َ طبثز ٙيٌ إشوَاع 

٘ َبی وبځُبوی»ډی ًٙوي، ٕیٖشڈ ثیىبیی اوٖبن َیؾ ا٥لا٭بسی اُ َىڂبډی ٽٍ ؿٚڈ ىٍ كبڅز  ثَای دیيا ٽَىن ٹٖمز َبی ډُمی ٽٍ ؿٚڈ ثیىىيٌ ٍا .  (Jacob,1995)ٹَاٍ ىاٍى ثٍ ىٕز ومی آيٍى « ػُ
 ي ډی سًاوي ٍىدبی ؿٚڈ َبی (Bednarik et al., 2005)سبث٘ وًٍ ډبىين ٹَډِ ثٍ ؿٚڈ طجز ٽَىٌ  ثٍ هًى ػچت ډی ٽىىي، اثِاٍی ٥َاكی ٙيٌ ٽٍ كَٽبر ؿٚڈ ٍا اُ ٥َیٸ دَىاُٗ ثبُسبة وبٙی اُ

ٗ َبی آوبڅیِ ثَٞی ٥ج٬ ٭چمی دیيا ٽىىي1960سىُب اُ ُډبن  .ثیىىيځبن ٍا ٍىیبثی ٽىي ٗ  ٍىیبثی ؿٚڈ ثٍ هًثی ي ثٍ #.Yarbus,1967 $ ثًى ٽٍ سًٕٮٍ ٵىی ىٍ اثِاٍَبی ٭چمی ٕجت ٙي ٍي  اډَيٌُ ٍي
ٍا ىٍ سًػٍ ثَٞی ثٍ سبییي « هیَځی»ډ٦بڅٮبسی ٽٍ ىٍثبٌٍ اهشٞبٛ سًػٍ ثَٞی ٽبٍثَان َىڂبڇ سپمیڄ آُډبیٚبر اوؼبڇ ٙيٌ اوي، اَمیز . ٭ىًان اثِاٍی ثَای آوبڅیِ ثَٞی ىٍ ٥َاكی ثٍ طجز ٍٕیيٌ إز

ٍ اوي« ؿٚڈ طبثز»اٍسجب٣ ډیبن . ٍٕبويٌ اوي  آوـٍ اُ ایه سلٺیٺبر ي ٕبیَ ډ٦بڅٮبر ثٍ ىٕز #.Just&Carpenter,1976; Rayner,1998 $ي ٵَآیىي َبی ٙىبهشی ویِ ثٍ ٥ًٍ يیٌْ ډًٍى ثٍَٕی ٹَاٍ ځَٵش
كَٽز ؿٚڈ، ډٖیَی إز ٽٍ ؿٚڈ ثٍ َىڂبڇ وڂبٌ ٽَىن ثٍ یټ ٙی ډشٚپڄ اُ اػِا،  آن ٍا . Bednarik et al., 2005# $آډيٌ ایه إز ٽٍ ؿٚڈ ي سًػٍ ثَٞی اٍسجب٣ ثٖیبٍ وِىیپی ثب َڈ ىاٍوي

ٍ َبی . ىوجبڃ ډی ٽىي ٘ َبی ډوشچٴ ٙی ٍا اُ ٥َیٸ ٍاث٦ٍ ډًڅٶ ایىپٍ ؿڂًوٍ ؿٚڈ ثَ ٍيی یټ ٙی كَٽز ډی ٽىي ډی سًاوي ثٍ هچٸ يكير ىٍ ٹٖمز َبی ډوشچٴ آن ٙی ٽمټ ٽَىٌ ي ایه ډی سًاوي ثو
 #.Bradley,2013 $ډوشچٴ ثُڈ ډشٞڄ ٕبُى

观察一个产品时，人的目光会不停流转以寻找这个产品的重要信息。惠斯特（19 世纪）表示：“绘画并非简单地临摹外界的样子，而是把形状和颜色重新排列在平面

上。”惠斯特认为，画面的构图对于人的目光注视点有很大的影响。然而，人的目光并非简单地平稳地在视野范围内流转，人在看东西时，目光会突然跳动，这种目光

跳动便是“跳阅”。相对地，长时间注视某一点则被称作“凝视”（哈伯和赫汉森，1973；杨和希娜，1975）。由于眼睛是第一时间接触到新物体器官，所以视觉刺激下产

生的信息仅存在于接触物体的初始阶段。当目光流转在设计师设计出来的图像上时，人类的视觉系统无法在跳阅中获取有效信息（雅各布，1995）。为了研究人在看物

体时目光在哪些位置停留，研究员设计出了一种“眼动仪”，即通过红外线反射来追踪人的目光移动痕迹（巴德纳利克等，2005）。 

20 世纪 60 年代起，科学仪器的发展给视觉分析法提供了科学依据（亚布斯，1967）。发展至今，“目光追踪法”已然成为设计学中视觉分析的方法之一。让受试者完成

试验任务，然后研究他们的在完成任务的过程中目光停留的位置，研究结果显示，“凝视”对于人集中注意力十分重要，特别是当把眼睛的注视过程和认知过程联系起来

研究时，目光的“凝视”作用就更重要了（贾斯特和卡朋特，1976；雷纳，1998）。根据这些研究结果推测，眼球运动轨迹和视线的注意力紧紧相连（巴德纳利克等，

2005）。眼球运动轨迹即眼睛观看物体构图时的运动轨迹。人的眼光在物体的哪个部位停留、在不同部位停留时间的长短等，这些信息可以帮助设计者构图，并把各种

有效信息和相关联的组件结合在一起（布拉德利，2013） 

The movements of the eyes constantly seek important locations when viewing the product. Whistler (19th century) suggests that: “Painting is not primarily an imitation of the external world, but rather, an arrangement 

of shapes and colors on a flat surface.” He believes that those locations on which viewer‟s eyes move are important in the composition. However the eye does not generally move smoothly on the visual field. Instead, it 

makes a series of sudden jumps, called Saccades, along with creation of a fixed attention which is called Gaze (Haber & Hershenson, 1973; Young & Sheena, 1975). Since information from a visual stimulus is 

extracted only during the beginning, when an eye is fixed on the image of the investigated design, human visual system does not extract any information during eye jumps (Jacob, 1995), to find these important 

locations eye-tracker required in design research creates a device that registers the movements of eyes through the processing of reflections from infrared light shone to the eyes (Bednarik et al., 2005) which  can track 

the foot print of the respondents eyes. 

It was only since 1960s that technical development involving scientific instruments have given visual analysis methods a scientific temper (Yarbus, 1967). Today eye-tracking method is fairly well established as a 

means for visual analysis in Design. Studies investigating the allocation of visual attention of users completing experimental tasks have confirmed the importance of gaze in visual attention. Particularly, the link 

between eye fixations and cognitive processes has been investigated (Just & Carpenter, 1976; Rayner, 1998).   From these and other studies a general assumption has been derived that eye and visual attention are 

tightly linked (Bednarik et al., 2005). Movement is the path the eye follows when looking at a composition. How the eye travels through a composition can help create unity in the composition and it helps tie the 

composition together through the relationship of various components (Bradley, 2013).  
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ځبَی ايٹبر . كَٽبر ٭ىبَٝ ًٍٝر، ثیبن ٽىىيٌ اكٖبٕبر اوٖبن یب كیًاوبر ثَای وب٩َان َٖشىي، كَٽبر ؿٌَُ ډٮمًلا ثٍ ٥ًٍ ډٖشٺیڈ ثٍ اكٖبٕبر ډَسج٤ ثًىٌ ي ثیٚشَ ايٹبر ویِ ٱیَاٍاىی َٖشىي
ډب َمیه . ؿٌَُ اوٖبن ي كیًان، اكٖبٕبر ٱچ٦ی ٍا ثَيُ ډی ىَىي ٽٍ ایه ٍا ډيیًن ٙپڄ ٕبهشبٍی طبثز ؿٚڈ َب، څت َب، اثَيَب، ٍوڀ ي ثیىی َٖشىي ٽٍ ډی سًاوىي وشبیغ ثیبوی ثی ٙمبٍی ىاٙشٍ ثبٙىي

 .ډٖئچٍ ٍا ىٍ ٥َاكی هًىٍي ي ُډبوی ٽٍ ډبٙیه یټ ٥َاكی طبثز ىاٍى ٙبَي َٖشیڈ
ًٌٍ ای . سٲییَار ََؿىي وبډلًٖٓ ىٍ ایه ٭ىبَٝ ثٍ َڈ دیًٕشٍ ډی سًاوي ډىؼَ ثٍ اوشٺبڃ ثیبوی ثب ډٮىبی ٽبډلا ډشٶبير ًٙى. ، ؿٚڈ َب، ثیىی، څت َب ي ٱیٌَ إز ًٍٝر ډشٚپڄ اُ ٭ىبَٝ ثٍ َڈ دیًٕشٍ

 .اوٺجبٟ ثیىی، ؿَه٘ څت َب، ثبلا ٍٵشه اثَيَب، ٽٚیيځی ًٍٝر ي ٱیٌَ ډی سًاوي ډى٪ًٍَبی ډوشچٴ ي ډشٶبيسی ٍا ثَٕبوي
اي ىٍ ډ٦بڅٮبر هًى ډي٭ی ٙيٌ ٽٍ یټ ٍاث٦ٍ اػشمب٭ی ثَ إبٓ اٵپبٍ ي . یټ ډَػ٬ ډُڈ ىٍ ډ٦بڅٮبر ډَث٣ً ثٍ كبلار ؿٌَُ ي اكٖبٕبر إز Izard  (1997)  ډ٦بڅٮٍ ػبډ٬ اوؼبڇ ٙيٌ س٤ًٕ

ثىبثَایه اي ډی ځًیي ثٍ و٪َ ډی ٍٕي ا٥لا٭بر ٙٶبَی، . َمَاٌ ثب ٕیڂىبڃ َبی ٭ب٥ٶی ٽٍ ٱیَٙٶبَی َٖشىي يػًى ىاٍى ي َٝٵب ثَ إبٓ كبلار ؿٌَُ ډی ثبٙي #ٽٍ ثٍ ٥ًٍ ٙٶبَی اٍسجب٣ ىاٍوي$اكٖبٕبر 
٘ َبی اػشمب٭ی ي ٍياث٤ ثبٙىي؛ ي یټ ثیبن ػيیي ؿٌَُ ډی سًاوي وشیؼٍ سٲییَ اڅڂًی ثَٞی ؿٌَُ ىٍ ځٌٍ ُډبن ثبٙي  .ٱیَٙٶبَی ي ومبىَب ثو٘ ٥جیٮی اُ ثََڈ ٽى

 
یټ ٭مچپَى اٍسجب٥ی ثَهی اُ . كبلار ؿٌَُ اُ ٥َیٸ ٭مچپَى اوٮپبٕی كَٽبر ٭٢لار ًٍٝر ثَ ٍيی دًٕز ًٍٝر اوؼبڇ ډی ځیَوي ٽٍ ٙپڄ ؿٚڈ َب، څت َب، اثَيَب، ثیىی، ٍوڀ ي ٱیٌَ ٍا سٲییَ ډی ىَىي

 .اكٖبٕبر ىاهچی ٍا وٚبن ډی ىَي

人和动物的面部表情体现了他们的内心世界，面部表情受到情绪的直接影响。通常，这种影响是潜意识的、不受人或动物主观控制的。由于眼睛、嘴唇、眉毛、肤色和

鼻子的固定结构，人会表现出无数表情，有时人和动物的表情也会传递出错误的内心情感。由于汽车也有固定的设计，所以这个观点在汽车设计中也是成立的。 

组成人的面部表情的元素有眼睛、鼻子、嘴唇等器官。这些固定元素的微妙改变也会使得整个表情信息的传递出现差别，比如，动动鼻子、抿抿嘴唇、挑挑眉毛、脸上

随便动一下等等，都会传递出含义不同的指示信息。 

伊泽德在 1997 年做过一个详尽的研究，这个研究对后人研究面部表情和情绪的领域有很高的参考价值。研究中，伊泽德指出，社会关系是建立在共享想法和感受的基

础上（多为语言交流）；与此同时，非口语化的情绪信号是完全建立在面部表情的基础上。因此，伊泽德表示，口头消息、书面信息和符号都是社会交流和社会关系的

自然组成部分，新的情绪可以看作是面部表情随时间改变而带来的结果。 

面部表情是反映在皮肤表层的肌肉变化，是眼睛、嘴唇、眉毛、鼻子、肤色等器官改变时的映射。表情的社交功能是表达内在情绪的一种方式。 

The movements of face elements expresses the feelings of the humans or animals to observers, expressions are directly related to emotion and most of the time it is involuntary. Sometimes, human and 

animal faces falsely express emotions, owing to the fixed structural form of eyes, lips, eyebrows, colour and nose resulting in myriad expression. We see the same in automobile design where car has a 

fixed design. 

 

The face comprises affixed elements – the eyes, nose, lips etc. Subtle changes in these fixed elements, lead to a whole gamut of expressions conveying different meaning – a twitch of the nose, a turn of the 

lips, raised eyebrows, a scrawl on the face and so on, all are expressions signifying different meanings.  

 

The exhaustive study undertaken by Izard (1997) is an important reference in the study of facial expression and emotions. From his studies he opines that a social relationship is based on shared thoughts 

and feelings (which are verbally communicating) along with emotional signals which are nonverbal and is purely based on facial expression. Therefore he states that the information in verbal, non verbal 

and symbols appears to be a natural part of social interactions and relationship; and new expression can be a result of changing visual pattern of face over time. 

 

Facial expressions are motions of the muscles reflected on the skin that changes the form of eyes, lips, eyebrows, nose, colour and so on. A communicative function expresses some internal feelings.  
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 ویِ ډٮشٺيوي ٽٍ كبلار ؿٌَُ یټ ُثبن هياىاىی Duchenne  (1862, 1990) ي  Bell  (1806) . ٽٍ اكٖبٕبر ىٍ یټ ٦ٕق ثٍ ډىِڅٍ ٵٮبڅیز ٭ٞجی ٭٢لاوی ًٍٝر َٖشىي(1971)ډٮشٺي إز  Izardثٍ َمیه ٭چز  81
ډَسج٤ ثًىٌ، ثَ ایه ثبيٍوي ٽٍ كبلار ؿٌَُ ىٍ اٍسجب٣ ثب اكٖبٕبر ډی ثبٙىي « كبلار ًَىی»ثٍ « ثیبوبر ؿٌَُ» ویِ ثب اٙبٌٍ ثٍ ىاٍيیه ٽٍ ډٮشٺي ثًى Russell&Miguel   (1997). هچٸ ٙيٌ ثَای ثیبن اكٖبٕبر إز

$Izard,1997; Knutson,1996.# 
 َىڂبڇ ٝلجز ىٍثبٌٍ سٶبير َبی ٵََىڂی Paul Ekman  (1993)ایه ىٍكبڅی إز ٽٍ . Ekman,1972; Scherer and Wallbott,1994# $! َٖشىي یب هیَ؟ػُبویىاوٚمىيان ثٍَٕی ٽَىٌ اوي ٽٍ آیب كبلار ؿٌَُ اوٖبن 

ډه ثی٘ اُ یټ دبٕن ثَای !  َٖشىي یب ىٍ ٵََىڀ َبی ډوشچٴ ډشٶبير ډی ثبٙىي؟ػُبویَىڂبډی ٽٍ ډه ډ٦بڅٮٍ هًى ٍا ىٍثبٌٍ كبلار ؿٌَُ آٱبُ ٽَىڇ سىُب یټ دَٕ٘ ىٍ ًَه ىاٙشڈ ي آن ایه ثًى ٽٍ آیب كبلار ؿٌَُ : ډی ځًیي
 . ي َڈ ډوًٞٛ ٵََىڀ َبی ډوشچٴ ثبٙىيیپٖبن ػُبوی ثبٙىيًٕاڅڈ دیيا ٽَىڇ ي ٵُمیيڇ كبلار ډوشچٴ ؿٌَُ ډی سًاوىي َڈ ثٍ ًٍٝر 

ایه كبڃ اكٖبٕبسی ډبوىي ٙبىی ٙجبَز َبیی ٍا ىٍ ٵََىڀ َبی ډوشچٴ وٚبن ډی ىَىي ي ثىبثَایه ډی سًاوىي ثٍ ٍاكشی   ثب#.Jack et al., 2009 $ََ ؿىي كبلار ؿٌَُ ثیىىيځبن اُ ٵََىڀ َبی ډوشچٴ ډی سًاوي ډشٶبير ثبٙي
 َٖشىي، اډب ثَهی اكٖبٕبر َٖشىي ٽٍ ثیبن آن َب ٽبډلا اُ یپيیڂَ ىٍ ػُبن یپٖبن #ٙبىی، ٱڈ، هٚڈ، وٶَر، سٮؼت، ي سَٓ$ ثَ ایه ثبيٍ إز ٽٍ ٙ٘ اكٖبٓ إبٕی Izard (1980). س٤ًٕ ثیىىيځبن ٹبثڄ ٙىبٕبیی ثبٙىي

ثَای ډظبڃ ډَىڇ ّاده ثٍ ؿٚڈ َب سًػٍ ډی ٽىىي، اډب سًػٍ . ایه ثيان ډٮىی إز ٽٍ ډَىڇ ٕیڂىبڃ َبی ًٍٝر ٍا ثٍ ٙپڄ ډشٶبيسی سٶٖیَ ډی ٽىىي. ثَای ډظبڃ ثیبن اكٖبٕبر ثیه ډَىڇ ّاده ي آډَیپب ډشٶبير إز. ډشٶبير َٖشىي
 ثب اٙبٌٍ ثٍ ډَىڇ ّاده ډی ځًیي ٽٍ ډَىڇ ّاده ىٍ ٍاث٦ٍ ثب اكٖبٕبر ډىٶی اُ Matsumoto  (1992).  ٭يڇ سٚبثٍ كبلار ؿٌَُ ډیبن ٵََىڀ َبی ډشٶبير ډًَٕڇ ویٖز#.Yuki et al., 2007$آډَیپبیی َب ٍيی ىَبن إز 

ٔ اڅٮمڄ وٚبن ډی ىَىي  .ثب ایه كبڃ ٭يڇ سٚبثٍ ثیبن ػٖمی اكٖبٕبر ىٍ ډیبن ٵََىڀ َبی ډوشچٴ ثٖیبٍ آٙپبٍسَ إز. ٹجیڄ هٚڈ، وٶَر، سَٓ ي ٱڈ وٖجز ثٍ ډَىڇ آډَیپب ثٖیبٍ آٍاڇ سَ ي هًوَٖىاوٍ سَ ٭پ

对此，伊泽德表示赞同并表示：在同一层次上，情绪是面部的神经性肌肉运动。贝尔和迪谢纳分别在 1806 年、1862 年以及 1990 年表示，面部表情是上帝赋予人类的特殊语言，上帝创造

这种语言是为了让人们表达内心情感。然而，罗素和米格尔在 1997 年发表的文章中表示：根据达尔文的理论，表情和“意识状态”相关，即面部表情与内心情绪相关（伊泽德，1997；克努

森，1996）。 

科学家们曾研究过人类的表情是否具有普遍性（埃克曼，1972；谢勒和塔尔博特，1994）。保罗·埃克曼在谈论到文化差异时表示：“当我开始研究面部表情的时候，我只有一个问题：面部

表情是普遍的，还是会因文化差异而有所不同。经过研究，我得到的答案并不唯一：表情分为各种各样，既有普遍性，又因文化而异。” 

然而，受试者的面部表情会因文化不同而存在差异（杰克等，2009）。像“开心，幸福”这样的情绪，在不同的文化中的表现也都相似，因此尽管受试者来自不同文化中，不难辨别出他们的

开心情绪。1980 年，伊泽德对此作出了阐释：六种基础情绪具有普遍性（开心、悲伤、愤怒、厌恶、惊讶以及恐惧），除此之外，其他的情绪会因为文化不同而产生较大差异。这就表

示，不同人对面部表情的解读不同。比如，面对面说话时，日本人会注视着对方的眼睛，而美国人则关注对方的嘴形（尤琪等，2007）。不同文化中，面部表情的区别也不尽相同。1992

年，松本指出，在面对负面情绪时（如愤怒、厌恶、恐惧和悲伤），日本人的反应相对镇静，而美国人的反应则比较强烈。但是，文化差异所带来的肢体语言的差异就比较明显了。 

 

To this Izard (1971) concurs and states that emotion at one level is the neuromuscular activity of the face. Bell (1806) and Duchenne (1862,1990) believe that facial expressions are God-given language 

created for the expression of emotion whereas Russell & Miguel (1997) refer to Darwin who believe that expressions were related to „states of mind‟ and facial expressions are associated with emotions 

(Izard, 1997; Knutson, 1996). 

Scientists have examined if human facial expressions are universal (Ekman, 1972; Scherer and Wallbott, 1994).Talking about cultural differences Paul Ekman (1993) says: „When I began my study of facial 

expressions, I just had one question, are they universal or culture specific. I found more than one answer; different aspects of expression are both universal and culture specific.‟ 

However facial expressions of the viewers can be different for different cultures (Jack et al., 2009). Emotions like happiness are found similar between varying cultures hence it is easily identifiable by the 

viewers. Izard (1980) believes that the six fundamental emotions (happiness, sadness, anger, disgust, surprise, and fear) are universal, but some expressions differ completely from the other. For example 

expression of emotions differs between Japanese and Americans. This means that people read facial signals differently, say for instance people in Japan focus on the eyes, but in USA people focus on the 

mouth (Yuki et al., 2007). This dissimilarity between the expressions of face is not common between different cultures. Referring to Japanese people, Matsumoto (1992) points out that the reactions of 

Japanese people to negative emotions such as anger, disgust, fear and sadness are much more composed than those of the Americans. However in terms of bodily expression dissimilarity is more apparent 

among different cultures.  

www.takbook.com



 

 

ٽبٍ، ىاډىٍ ٙپڄ ثَٞی ایؼبى آن َب ي ٽبٍثَىَبی آن َب ثَای ٥َاكی ؿٌَُ اسًډجیڄ َب ٍا ډًٍى ثٍَٕی ٹَاٍ ىاىٌ اوي وٍ اُ ٥َیٸ ډ٦بڅٮٍ ىٹیٸ كبلار ؿٌَُ هًىٍيَب ىٍ ایه سلٺیٸ ډلٺٺبن ډلٖه ػٮٶَویب ي دَيٵًٍٖ ٍايی ډًٽبٙی دً 82
ٍ َبی ٵبُی  #ٝٶَ ي یټ$سب ډٚوٜ ًٙى ٽٍ آیب ٥َاكی ؿٌَُ اسًډجیڄ ثبیىَی ځَا   ډَٞٳ ٽىىيځبن ډی ثبٙي؟ #ثب ثی وُبیز كبڅز$ثًىٌ یب ثَإبٓ هًإش

 :آزمایش
ًٍٕ، ثٍ ډى٪ًٍ ثٍَٕی دبٕن ډَٞٳ وي ى ٕبډلاك٪بر ٵًٷ، ىٕشًٍاڅٮمڄ ځٖشَىٌ ای ثَای سييیه یټ آُډبی٘ سؼَثی ثَای ایه دْيَ٘ سٚپیڄ ډی ىَىي ٽٍ ډب ٍا ثٍ إشٶبىٌ اُ یټ ؿبٍؿًة و٪َی ثَ إبٓ ډيڃ ډٮىبٙىبٕی ٵَىیىب

ٍ  َبی ثَٞی ىٍ ٙپڄ اسًډجیڄ ډی سًاوي اُ ٥َیٸ یټ آُډبی٘ ډًٍى آوبڅیِ  ي . ډَسج٤ ډی ٕبُوي« ًٍٝر ډلًٞڃ»ٽىىيځبن ثٍ ٙپڄ ډلًٞڃ ًٕٷ ډی ىَىي ٽٍ كبلار ؿٌَُ ٍا ډٖشٺیمب ثٍ  ډ٦بڅٮٍ ياٽى٘ ډَٞٳ ٽىىيٌ ثٍ ىاډى
ٍ َبی ډٮىبٙىبٕی ډلًٞڃ ٍا سلز دْيَ٘ ٹَاٍ ىاىٌ ي دبٕن اكٖبٕی ثیىىيٌ ثٍ یټ ىٕشٍ اوشوبثی اُ اٙپبڃ اسًډجیڄ ٍا ډًٍى اٍُیبثی ٹَاٍ ډی ىَي ایه سلٺیٺبر ثٍ ډب ٽمټ هًاَي ٽَى ٽٍ یټ ډيڃ . اٍُیبثی ٹَاٍ ثڂیَى ٽٍ ػىج

ډيڅی ٽٍ ثشًاوي سٶبير َبی اىٍاٽی ډَٞٳ ٽىىيځبن ىٍ ثَاثَ یټ ٙپڄ ثَٞی طبثز اُ یټ يٕیچٍ وٺچیٍ ٍا ډٺبیٍٖ ي سٶٖیَ ٽىي، سب ثجیىیڈ ؿڂًوٍ ډَٞٳ ٽىىيځبن ډشٶبير كبلار ؿٌَُ یټ ٥َاكی اسًډجیڄ . ًَىی ثٍ ىٕز آيٍیڈ
ٗ َبی آډبٍی ي سپىیټ  .یپٖبن ٍا ډی ثیىىي هچٸ ډٮىب اُ ٥َیٸ آوبڅیِ كبلار اكٖبٕی ډَٞٳ ٽىىيٌ سب ثیبوبر ثَٞی .  ډًٍى آوبڅیِ ٹَاٍ ثڂیَوي ٽٍ دبٕن َب ٍا ډًٍى اوياٌُ ځیَی ٹَاٍ ډی ىَىيRGTوشبیغ ډی سًاوىي ثب إشٶبىٌ اُ ٍي

آُډبیٚڂَان يیْځی َبی آُډبی٘ ډَث٥ًٍ ٍا ىٕشپبٍی ٽَىٌ ي ٕذٔ وشبیغ ثٍ ىٕز آډيٌ اُ كَٽبر ؿٚڈ ٍا ثَای دیيا ٽَىن ٹٖمز َبی ثَػٖشٍ ؿٌَُ اسًډجیڄ ډَسج٤ ثب ىٕشپبٍی . ؿٌَُ ي ًٍٝر اٵَاى ډًٍى اٍُیبثی ٹَاٍ ډی ځیَى
. ٵََىڂی ٍا ثٍ َيٳ ٕبهز یټ ډيڃ ًَىی ثَای ډَٞٳ ٽىىيځبن َىيی ي ایَاوی إشوَاع ٽىىي-سب ثٍ ایه سَسیت اُ ایه دْيَ٘، یټ ىیيځبٌ ډیبن. اوشِا٭ی سًٞیَی ؿٌَُ ػچًیی هًىٍيَبی اوشوبثی ډًٍى إشٶبىٌ ٹَاٍ ډی ىَىي

ىٍ ایه سلٺیٺبر ٽًٍَٚبی َىي ي ایَان اوشوبة ٙيٌ اوي ُیَا ٽٍ آن َب ٵََىڀ َبی ډٚبثُی ىاٍوي ي ثىبثَایه سٶبير َب ډی سًاوىي ثَای آُډبی٘ ډیبن ٵََىڂی ډب ډٮىبىاٍ ثبٙىي، ؿَا ٽٍ اځَ ٵََىڀ َبی ٱیَډٚبثٍ ٍا اوشوبة ٽىیڈ، 
 .سٶبير َب ډیبن آن َب ثٖیبٍ يا١ق هًاَي ثًى

经过了对汽车外表的详细研究，莫森·加法尼亚和拉维依·莫卡什·普纳卡教授研究了可视化窗口形成的范围和汽车外表设计的应用，目的在于探讨汽车的外表设计时候具有二元化，以及汽车

的外表设计是否以满足客户需求为基础。 

实验: 

上文中的研究可以作为广泛的指导方针，对接下来的实验研究具有指导作用。根据指导纲领，我们可以将费迪南德·索绪尔的语义学模型作为理论框架，将面部表情与“产品表面形态”直接联

系起来，以此来评测消费者对产品形态的反应。本研究是消费者对汽车车身视觉领域的反应研究，可以通过实验来评估和分析产品语义学领域和用户对既定汽车形态的情绪反应。实验结果

可以帮助我们归纳出一个心智模型，用于比较消费者对于既定汽车视觉形态的知觉，并研究消费者如何解读固定汽车设计的表达形式。 

实验结果的分析会用到数据分析法和 RGT 技术。消费者面对研究所选定的汽车外表时会产生一系列的反应。通过分析消费者与这些视觉形态之间的情感联系来考察创新的意义。实验者通

过操控研究中的实验特点，结合消费者视线轨迹的调查结果，从跨文化的角度，以创造印度和伊朗消费者心智模型为目的，来研究汽车外表的局部设计的重要性。该实验选择了印度和伊朗

作为实验对象，因为这两个国家具有大体相似的文化背景，又存在一定的文化差异，这种明显的文化差异将对本跨文化实验具有重要意义。 

Through detailed study of car facial expressions in this research, the researchers Mohsen Jaafarnia & Professor Ravi Mokashi Punekar examine the scope for visual form generation and their application for 

design of car faces to see whether a car face design is binary oriented or is it based on Fuzziness consumers‟ desires. 

Experiment: 

The above considerations form  broad guidelines for formulating an empirical experiment for this research which lead us to use a theoretical framework based on Ferdinand de Saussure‟s model for 

semantics, to evaluate consumers‟ response to product form, which co-relates only the facial expression directly to the „product face‟. The study of consumer response to the visual domain in car forms can 

be analyzed and assessed from an experiment that enquires into aspects of product semantics and emotional response of the viewer to a selected set of car forms. This leads us to extract a mental model that 

could use in the comparison of consumers‟ perception of the fixed visual form of the vehicle, to see how consumers read the expression of fixed car design.  

The results can be analyzed using statistical methods and RGT technique that measure responses. The creation of meaning is examined through analysis of consumers‟ emotional associations to visual 

expressions of human faces; vis a vis the selected car faces. Experimenters manipulate with the features of the investigated experiment and then use the result of eye-movements to find significant locations 

on car face related to the manipulation for visual abstraction of selected car front faces, to derive a cross-cultural perspective from the survey for purpose of making consumers‟ mental model of India and 

Iran. In this research Iran and India have been selected since they have similar cultures, and then differences could be meaningful for our cross-cultural experiment, because differences are obvious between 

dissimilar cultures. 
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 :مًاد ي ريش َا 83
 .ایه آُډبی٘ ىي ثپبٍثَی ىاٍى. ًٍٕ ثٍ ٭ىًان ثوٚی اُ ایه سلٺیٺبر ىٍ ٍاث٦ٍ ثب ډ٦بڅٮٍ اٙپبڃ ډبٙیه ډًٍى إشٶبىٌ ٹَاٍ ځَٵشٍ إزوي ى ٕبثَإبٓ ډٶًُڇ كبلار ؿٌَُ، ډيڃ ډٮىبیی ٵَىیىب

ىٍ ایه ثپبٍثَی يػًى ډ٦بثٺز یب س٢بى ىٍ ډٺبیٍٖ ثب ثیبن ٙپڄ ثَٞی ؿٌَُ #. ډٮَٳ ٭لائڈ$ي ثیبن ٙپڄ ثَٞی ؿٌَُ هًىٍي # ډٮَٳ ډيڅًڃ$ػٖشؼًی ٍاث٦ٍ ډیبن سٞبيیَ ياٹٮی ثیبن كبلار ؿٌَُ اوٖبن  #1  ٙمبٌٍثپبٍثَی
 . وٚبن ىَي ٍاؿٌَُ اسًډجیڄ ډی سًاوي یټ ٍاث٦ٍ ډ٦بثٺز ثب ثیبن كبلار ؿٌَُ ثَٚی. اسًډجیڄ ډًٍى اٍُیبثی ٹَاٍ ډی ځیَى

اوؼبڇ ٙيٌ ي ثَای دیيا ٽَىن ٹٖمز َبی ثَػٖشٍ ثَ ٍيی ؿٌَُ اسًډجیڄ ىٍ ٍاث٦ٍ ثب ثپبٍثَی إشٶبىٌ ٙيٌ ىٍ # ٽٍ ایىؼب ىٍ ثپبٍثَی ىيڇ ډٮَٳ ډيڅًڃ إز$ٍىیبثی ؿٚمی ىٍ ثیبن ٙپڄ ثَٞی ؿٌَُ هًىٍي  #2ثپبٍثَی ٙمبٌٍ 
 . ىٍ ٽىبٍ یپيیڂَ ثَای سُٖیڄ ډيڃ ًَىی ٽبٍثَ اوؼبڇ ډی ځیَى2 ي 1ىٍ دبیبن ٹَاٍ ىاىن وشبیغ كبٝچٍ اُ ثپبٍثَی                .ډًٍى ٕىؼ٘ ٹَاٍ ځَٵز #ډٮَٳ ٭لائڈ$« ٽچیي ځَاٵیپی»اوشِا٫ إشوَاع ٙيٌ 

研究方式和所需材料 

在面部表情概念的基础上，选取费迪南德·索绪尔的语义学模型作为研究方法的一部分，并将该模型应用到汽车的外表设计上。该实验分为两部分。 

实验 1:人的实际面部表情（代表符号义）与汽车外表的视觉表达（代表符号）之间存在相互关系，旨在研究这种“相互关系”与汽车外表的视觉表达存在对应关系还是对比关系。初步推测，

汽车外表的视觉表达与人的面部表情存在“对应关系”。 

实验 2：对汽车外表的视觉形式表达（在实验 2 中代表符号义）进行实现轨迹追踪分析，并与“图形键”的抽象态结合（代表符号），并根据视线轨迹分析结果判定汽车外表易引起关注的部

分。最终目的是将实验 1 的结果、实验 2 的结果以及实验 1 和实验 2 的综合分析结果相结合，从而设计出更精准的用户心智模型。 
تکاستشی دّم تشاعاط یک چاسچْب هؼٌایی تشای سدیاتی چؾوی ّ تکٌیک ُای اعتخشاج. ؽکل                                         آس جی تی  اّل تش اعاط چاسچْب هؼٌایی دس ساتطَ تاتکاستشی. ؽکل                                                                                      

图.实验 1 建立在 RGT 相互关系的语义学框架基础上                                                                                                 图. 实验 2 建立在视线轨迹追踪的语义学框架和提取技术的基础上 

Figure. First manipulation based on semantic framework for co-relation of RGT.                                                                 Figure. Second manipulation based on semantic framework for eye-tracking and abstraction techniques. 

                                                                      
Method and material :Based on the concept of facial expression, the semantic model of Ferdinand de Saussure has been used as a part of this research related to the study of car forms.  The experiment has two manipulations. 
Manipulation 1- Co-relation was sought between real images of human facial expression (represents the Signified) and 

the visual form expression of the car face (represents the Sign), it is evaluated for correspondence or contrast against 

the visual form expression of the car face. Car face could show a co-relation corresponding to a human facial 
expression. 

Manipulation 2- Eye-tracking was done on the visual form expression of the car face (here in second manipulation 

represents the Signified) and evaluated for finding significant locations on car face relating to the manipulation used in 
the abstraction of extracted „Graphical Key‟ (represents the Sign). 

At the end keeping the related results of manipulation 1&2 besides each other to facilitate the user‟s mental model. 

 

2 ّ 1تشکیة ُش دّ تکاستشی . ؽکل   图. 实验 1 与实验 2 的结合分析 Figure. Combination of both 1st and 2nd manipulations. 
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٘ َبی اي س٤ًٕ . ثٍ ومبی٘ ثڂٌاٍى #ىاڃ$ٍا ثَای یټ ډؼمً٭ٍ ٭جبٍار  #ډيڅًڃ$ثَای ایه ثپبٍثَی اُ یټ ډيڃ ىهشَ َىيی ػًان هًإشٍ ٙي سب كبلار ؿٌَُ   :حالات چُرٌ 84 اي ثیبن ؿٌَُ اكٖبٕی ٍا ثٍ ومبی٘ ځٌاٙز ي ياٽى
ٍا ثٍ ومبی٘ ثڂٌاٍى ي یټ سًٞیَ اُ  #ىاڃ$« ٙبى»ثَای ډظبڃ ډب اُ هبوڈ ډيڃ هًإشیڈ سب كبڅز ؿٌَُ . ثٍ ایه سَسیت ډًٵٸ ٙيیڈ یټ دبیڂبٌ ىاىٌ َبی ثَٞی ثَای ثیبن ؿٌَُ ًٍٝر اوٖبوی ىاٙشٍ ثبٙیڈ. یټ ىيٍثیه ١ج٤ ٙيوي

 .ایه سٞبيیَ َمـىیه اكٖبٕبسی ؿًن ٽميی، ػيی، اډىیز، ه٦َ، وٶَر، ٭لاٹٍ، كمبٹز، ٽىؼپبيی، ډٮمًڅی، ٙڂٶز ُىٌ، آٍاڇ، هٚڈ، ٱڈ ي ٙبىی ٍا ویِ طجز ٽَىوي. ځَٵشٍ ٙي #ثٍ ٭ىًان ډيڅًڃ$ياٽى٘ 
 .ٍيثَيی َڈ ٹَاٍ ىاىٌ ٙيوي سب وٚبن ىَىيٌ ٭ىَٞ سٚبثٍ ي ٹ٦ت َبی سٺبثڄ ثبٙىي RGTډبر ٍيٗ ااكٖبٕبر ډش٢بى ثٍ ٭ىًان یټ ػٶز ىيٹ٦جی ثَای دبٕوڂًیی ثٍ اڅِ

ٍ ای اُ سٞبيیَ ځَٵشٍ ٙيٌ اُ  ٍا ثَای آُډبیٚڂََب دبیڂبٌ ىاىٌ َبی ثَٞی :چُرٌ َای اتًمبیل ایه  سٮياى اُ ٥َیٸ ثلض ي ډٚبيٌٍ ثب ٍٕ . ایؼبى ٽَىٌ اوي www.netcarshow.com  ٭مًډیٵ٢بؿٌَُ هًىٍي اُ ٥َیٸ ډؼمً٭
ٍ ای هًىٍي اوشوبة ٙيوي ٍ ای ٙبن ىٍ ٍاث٦ٍ ثب ٽیٶیز ثیبوی هًىٍي اوشوبة ٽَىوي ٽٍ ىلایڄ اوشوبة آن َب ٙبډڄ ٩بََ ٥َاكی ٙيٌ هًىٍي، ومبی٘ ػىٖی ي ثیبن ٭ب٥ٶی 35ایه اٵَاى . ٥َاف كَٵ  ؿٌَُ هًىٍي ٍا ثَ دبیٍ و٪َ كَٵ

 . ډی ٙيويD1-D5؛ F1-F5؛ H1-H5. G1-G5؛ J1-J5؛ K1-K5؛ L1-L5دبیڂبٌ ىاىٌ َبی ثَٞی ٍا ثَای ؿٌَُ اسًډجیڄ سٚپیڄ ىاىوي ٽٍ ٙبډڄ  # سًٞی5َََ ډؼمً٭ٍ ٙبډڄ $ ډؼمً٭ٍ 7ایه . ثًىوي
. سمبڇ اٵَاى ډًٍى ډ٦بڅٮٍ إٓیبیی ثًىوي. سٚپیڄ ډی ىاىوي #50-18ىٍ ٍىٌ ٕىی $آوبن ٍا ُوبن " 38ي  #54-18ىٍ ٍىٌ ٕىی $آوبن ٍا ډَىان "  62 وٶَ  ثًىوي ٽٍ 126ٽڄ وٶَار ډًٍى اٍُیبثی ٹَاٍ ځَٵشٍ ىٍ ایه دْيَ٘  :اودازٌ ومًوٍ

 .ایَاوی ثًىوي" 52 وٶَ یٮىی 66َىيی ي " 48 وٶَ یٮىی 60 دبٕن ىَىيٌ، 126اُ ډؼم٫ً 

面部表情: 

实验中，一名年轻的印度女模特按照要求，根据一系列的语言表达（信号物）做出相应的面部表情（符号义）。在她做出一系列面部表情时，照相机会拍下她的反应，并在电脑上生成人类

面部表情视觉信号数据。比如，模特按照指令做出“开心”的表情（信号物），照相机就会截取到这个表情瞬间（符号义）。同理，相机还会截取到滑稽、严肃、安心、危机感、厌恶、溺

爱、愚钝、好奇、惊讶、放松、气愤、悲伤、开心等不同表情，以及正常状态下的表情。 

根据 RGT 技术的要求，需要做出对比的情绪以“两极对”的形式出现，即“相似极”和“相对极”。 

汽车外表形态: 

实验者在公共网站 www.netcarshow.com 上收集大众的意见，选取代表性的汽车外表图样，创建了汽车外表的可视化数据库。这些入围的汽车图样是经过三名专业的汽车设计师共同讨论评

估筛选出来的。设计师们按照评判标准，综合评估了候选汽车的款式、性别表征以及情绪表达这三个方面，最终选择了 35 种汽车外表图样。在可视化数据库中，入选图样被分成 7 组（每

组 5 图），并依次表序为 L1-L5， K1-K5， J1-J5， H1-H5，  G1-G5， F1-F5， D1-D5 

样本容量: 

实验研究中，全部受试者均为亚洲人，共计 126 人：其中 78 人为 18-54 岁的男性，约占总数的 62%；剩下的 48 人为 18－50 岁的女性，约占总人数的 38%。整个受试者样本由 60 名

（48%）印度人和 66 名（52%）伊朗人共同组成。 

Facial Expression : For this manipulation a young Indian female model was asked to generate facial expression poles (Signified) for a set of word expressions (Signifier). She acted out a given emotional 

expression and the reaction was captured on camera to create the visual database for human face expressions. For instance, we asked the model to give „happy‟ expression (a Signifier) and the photo-image 

captured the reaction (as the signified). This captured the emotions like comic, serious, safety, danger, disgust, fondness, stupidity, curiosity, normal, surprised, relaxed, anger, sadness and happiness.   

The contrasting emotions have been placed as a bi-polar pair to meet the requirements of RGT technique to represent the element of similarity and contrast poles. 

Car Faces: Experimenters created the visual database for the car face through a selection of images drawn from public domain, www.netcarshow.com. These were shortlisted through discussions and 

consultation with three professional car designers who selected 35 car faces based on their judgment on expressive qualities in car styling, gender representation and emotional expression. These 7 sets 

(each set comprises 5 images) formed the visual database for the car faces series L1-L5; K1-K5; J1-J5; H1-H5; G1-G5; F1-F5; D1-D5.  

Sample Size: The total sample size of the survey was 126 respondents. 78 respondents (62%) were men (age 18-54) and 48 respondents (38%) were women (age 18-50). All the subjects were Asians. Out 

of the total of 126 respondents there were 60 people (48%) from India and 66 people (52%) from Iran. 
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85 Figure. Car face samples. ُای چِشٍ خْدسّ. ؽکل َ ًوًْ 图. 汽车外表图案样本 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
.(سدیف پاییي)دس ّاکٌؼ ُای چِشٍ « تفاّت ُا»ّ  (سدیف تالا)دس ّاکٌؼ ُای چِشٍ « ؽثاُت ُا»: چِشٍ ُای اًغاًی. ؽکل  

图.人类面部表情     相似的面部表情（上） 相反的面部表情（下） 

Figure. Human faces: 'Similarities' face reactions (Top row) 'contrasting' face reactions (Bottom row) 
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 :ابسار ي ريش شىاسی 86
٘ وبډٍ ٘ وبډٍ َيٳ ػم٬ آيٍی ىاىٌ َب ٍا ثب إشٶبىٌ اُ یټ ډظبڃ ثَای وٶَار سلز ډ٦بڅٮٍ س١ًیق ىاىٌ ي ٍيٗ دَ ٽَىن دَٕ٘ وبډٍ ي ػًاة ىاىن ثٍ ًٕالار ٍا ثٍ آن َب وٚبن ىاىٌ ثًى: دَٕ سٖز ٽىشَڃ ىٍ ٵَایىي ػم٬ آيٍی ىاىٌ ي دْيَ٘ اُ . دَٕ

٘ وبډٍ ثب َمبن ٕجټ اوؼبڇ ځَٵز ىٍ ایه  . اسًډجیڄ ٍا  ٍيی ٝٶلٍ ومبی٘ اٍائٍ ىاى5 ًٕاڃ اٝچی اٍائٍ ٙي ٽٍ ََ ًٕاڃ ډؼمً٭ٍ ای اُ 7ٕذٔ . دَٕیيٌ ٙي #ډَث٣ً ثٍ ٕه، ػىٔ، ډچیز ي ٙٲڄ$ ًٕاڃ ا٥لا٭بر ٭مًډی اُ َمٍ 4. ٥َیٸ یټ ياكي دَٕ
اُ اٵَاى سلز آُډبی٘ هًإشٍ ٙي ثٍ ٥ًٍ ٙٶبَی ثٍ ډًاٍى .  سًٞیَ ډش٢بى اُ ؿٌَُ اوٖبن ٍيثَيی َڈ ىٍ ىي اوشُب ثٍ ومبی٘ ځٌاٙشٍ ٙيٌ ثًىوي5 ؿٌَُ اسًډجیڄ ثٍ ومبی٘ ځٌاٙشٍ ٙيٌ ي 5آُډبیٚبر اُ یټ ػييڃ ډٚجټ إشٶبىٌ ٙي ٽٍ ىٍ آن سًٞیَ 

ایه ًٕالار ثَای سمبډی . ثٖشٍ ثٍ اډشیبُ ځَيٌ َبی اڅڂً ډٚوٜ ٙيوي.  ٕمز ؿخ ىٍٙجبَز ىاٙشه ثب ؿٌَُ اوٖبن #3.# ډب آن ٍا ثب ٥َف ٽچی َٕ اوٖبن ومبی٘ ىاىیڈ$ثی ٥َٳ ثًىن  #2ٕمز ؿخ  ىٍ سٶبير ىاٙشه ثب ؿٌَُ اوٖبن #1: ُیَ اډشیبُ ثيَىي
 ثیبن K1-K5ه٦َ، ؛  M4#/ $اډىیز  M3#$ثیبن ٽىىيٌ L1-L5. ثَای اوؼبڇ سٖز ډب يػًى ٍاث٦ٍ ََ َٕی ٍا ثب ىي ٭جبٍر ٵَٟ ٽَىیڈ.  یټ ثٍ یټ سپَاٍ ٙيوي(L, K, J, H, G, F , D) ثیبن كبلار ؿٌَُ اوٖبن ي ؿٌَُ َبی اسًډجیڄ ،َٶز ػٶز

اوِػبٍ ي  M6#/ $٭لاٹٍ  M5#$ثیبن ٽىىيٌ F1-F5ٽىؼپبي؛ M8#/ $اكمٸ  M7#$ثیبن ٽىىيٌ G1-G5ٙڂٶز ُىٌ؛  M10#/ $٭بىی  M9#$ثیبن ٽىىيٌ H1-H5هٚڈ؛  M12#/ $آٍاډ٘  M11#$ثیبن ٽىىيٌ J1-J5. ػيی M2#/ $٥ىِ  M1#$ٽىىيٌ 
 . ډًٍى إشٶبىٌ ٹَاٍ ځَٵشىيRGTهًٙلبڃ ثًى ٽٍ ىٍ دَٕٚىبډٍ M14#/ $ٱمڂیه  M13#$ویِ ثیبن ٽىىيٌ D1-D5ىٍ وُبیز

研究工具和研究方法 

调查问卷：问卷调查的目的是采集数据，向受访者提问，并收集整理受访者的回答。调查问卷上详细解释了每一组问题。收集问卷数据和控制实验的工作由同一个实验员完成，以此来保证实验和问卷的风格一致

性。问卷共分为 4 个基础问题（年龄、性别、国籍、工作），以及 7 个有关五组入选的汽车外表图样的专业问题。 

实验网格分成两部分，一边是 5 幅汽车外表图，另一边是受试者的表情截图。受试者需要一边观看汽车外表图，一边口头打分：1 分代表汽车外表图的表情表达与左侧人脸表情不符，2 分代表部分吻合（访问中

也展示了人体头部轮廓），3 分代表二者基本吻合。根据受访者的评分，实验者对不同组的图样进行标记。在这个 RGT 问卷中，实验研究对象共分为 7 组，使用同一种标记方法：7 个小组依次标记为 L 组，K

组，J 组，H 组，G 组，F 组，D 组。经过测试，初步推断每个小组的实验对象都存在两种表情之间的联系：L 组内，1-5 个研究对象之间的关系涉及到“安全”（标为 M3）与“危险”（标为 M4）；K 组，涉及到“滑

稽”标为 M1）与“严肃”（标为 M2）；J 组，涉及到“放松”标为 M11）与“愤怒”（标为 M12）；H 组，涉及到“普通”（标为 M9）与“惊讶”（标为 M10）；G 组，涉及到“愚蠢”（标为 M7）与“好奇”（标为 M8）；F

组，涉及到“钟爱”（标为 M5）与“厌恶”（标为 M6）；D 组，涉及到“悲伤”（标为 M13）与“快乐”（标为 M14）。 
Tools and Methodology  

Questionnaire:  The questionnaire explained the purpose of data collection with an example to introduce the respondent to the method of filling up with their responses.  The questionnaire had an explanation for each question set. 
Process of data collection and experiment had been controlled by same experimenter through a unit questionnaire with a same style. There were 4 general questions (related to Age, Gender, Nationality and Job), then 7 main 

questions presented each question a set of 5 cars on the screen.  

Using the grid that had all five pictures of car faces, human pictures in sets of two at either end were shown. Subjects were asked to verbally rate (1 for contrast with left human face, 2 for being impartial (we have displayed it with 
outline of human head) and 3 for similarity with left human face). Depending on the rating, pattern groups were marked. This was repeated for all the seven human pairs of expression and all the seven series of car faces (L, K, J, H, 

G, F and D) one by one. For conducting the test, we assumed the existence of relationship of each series with two expressions, L1-L5 express (M3) Safe/(M4) Danger; K1-K5 express (M1) Comic/(M2) Serious; J1-J5 express (M11) 

Relax/(M12) Anger; H1-H5 express (M9) Normal/(M10) Surprise; G1-G5 express (M7) Stupid/(M8) Curious; F1-F5 express (M5) Fondness/(M6) Disgust; D1-D5 express (M13) Sad/ (M14) Happy, to use it in the RGT 
questionnaires.    

                    آساهؼ(M11)- خؾن (M12)تش اعاط چِشٍ اًغاى، تیاى کٌٌذٍ  اص  (Jهجوْػَ )اهتیاص دُی تَ چِشٍ اتْهثیل . ؽکل                 .ساتطَ فشض ؽذٍ. جذّل .                                                                                                                                                                            

图. J 组评分表，该组涉及的情绪：气愤（M12）和放松（M11）                                                表. 关系预测表 

Figure. Rating the car face (set J) based on human face expressions of (M12) Anger-(M11) Relax.       Table. Assumed relationship 

 

No. Car Signifier   No. Car Signifier   No. Car Signifier   No. Car Signifier   
1 L1 Danger 10 K5 Serious 19 H4 Normal 28 F3 Fondness 

2 L2 Danger 11 J1 Anger 20 H5 Normal 29 F4 Disgust 

3 L3 Danger 12 J2 Anger 21 G1 Stupid 30 F5 Fondness 

4 L4 Danger 13 J3 Anger 22 G2 Curious 31 D1 Happy 

5 L5 Danger 14 J4 Relax 23 G3 Stupid 32 D2 Happy 

6 K1 Comic 15 J5 Anger 24 G4 Curious 33 D3 Happy 

7 K2 Comic 16 H1 Surprise 25 G5 Curious 34 D4 Sad 

8 K3 Serious 17 H2 Surprise  26 F1 Disgust 35 D5 Sad 

9 K4 Serious 18 H3 Normal 27 F2 Disgust    
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٘ َبی ٍياوٚىبٕی، ډ٦بڅٮٍ ثَٞی ىٍ ٥َاكی ډلًٞڃ ي ٱیٌَ اُ آن إشٶبىٌ ډی ًٙى: ٍىیبة ؿٚڈ 87 اُ ٥َیٸ اثِاٍ ٍىیبثی ؿٚڈ ډلٺٸ ډی سًاوي كَٽز ډَىډټ . ٍيٗ ٍىیبثی ؿٚڈ یټ ٍيٗ ٭چمی اوياٌُ ځیَی إز ٽٍ ىٍ دْيَ
ثىبثَایه ٍيٗ ٍىیبثی ؿٚڈ ثَای اٍُیبثی سٺب٥ٮی . ٽبډذیًسَ ویِ ىاٍای وَڇ اٵِاٍ ډىبٕجی ثًىٌ ٽٍ ثٍ ٭ىًان ثوٚی اُ ٕیٖشڈ ثَای دَىاُٗ ىاىٌ َب ثٍ ٽبٍ ډی ٍيى. ؿٚڈ ٍا ډًٍى ډ٦بڅٮٍ ٹَاٍ ىَي ي ایه ىاىٌ َب ثٍ ٽبډذیًسَ ىاىٌ ډی ًٙى

ثٍ ٽبٍځیَی ٍىیبة كَٽبر ؿٚڈ ثٍ ډى٪ًٍ ثٍَٕی سمَٽِ سًػٍ ثَٞی َٙٽز ٽىىيځبن ٍيی ؿٌَُ هًىٍي ثٍ ډلٺٸ ىٍ ٕبهز یټ ډيڃ ًَىی ډَٞٳ ٽىىيٌ اُ ٵََىڀ َبی . وشبیغ كبٝڄ اُ ثپبٍثَی ډًٍى إشٶبىٌ ٹَاٍ ډی ځیَى
ٍىیبة ؿٚڈ ثٍ ًٍٝر سټ ؿٚمی ثًىٌ .   اوؼبڇ ځَٵزSMI-I View-X- HEDډ٦بڅٮٍ ٍىیبثی ؿٚڈ ثب إشٶبىٌ اُ یټ يٍّن ٹَاٍ ځیَويٌ ٍيی َٕ ي یټ آیىٍ یټ ٥َٵٍ ي یټ ٕیٖشڈ ٍىیبثی ؿٚڈ  .ډوشچٴ ٽمټ ډی ٽىي

 ىاٍای ىي ٕوز اٵِاٍ ثًىٌ ٽٍ ىاٍای یټ ثو٘ ٹَاٍ ځیَويٌ ثَ ٍيی َٕ ي وڂُياٍويٌ ىيٍثیه َب ي یټ ٕىًٍٖ ډبىين ٹَډِ SMIٕیٖشڈ ٍىیبثی ؿٚڈ .  ََسِ ډی ثبٙي50ي َٕ٭ز ومًوٍ ثَىاٍی آن  #ٍيی ؿٚڈ ٍإز ٹَاٍ ځَٵشٍ$
دٔ اُ ١ج٤ ي ًهیٌَ ىاىٌ َبی يیيئًیی َٙٽز ٽىىيٌ، ډ٦بڅٮٍ كًٌُ ډًٍى سًػٍ . ایه ىٕشڂبٌ ٍا ډی ًٙى ٍيی َٕ ثیىىيٌ ي َمـىیه ډشٞڄ ثٍ یټ څخ سبح ثٍ ډى٪ًٍ ًهیٌَ ٕبُی ي آوبڅیِ ىاىٌ َبی يیيئًیی ٹَاٍ ىاى. ډی ثبٙي
(AOI) ٍثب إشٶبىٌ اُ یټ وَڇ اٵِا Be-gaze 0.3آوبڅیِ.  اوؼبڇ ځَٵزAOI  ٍٗثٍ ٥ًٍ ٍایؼی ىٍ سلٺیٺبر ٍىیبثی ؿٚڈ ثَای سَٕیڈ ډٺب٬٥ ډلَٻ إشٶبىٌ ډی ًٙى ٽٍ ىٍ آن كَٽبر ٵیچشَٙيٌ ؿٚڈ ډبوىي سمَٽِ ډًٍى ٙمب

ٍ ای ویبُ إز. ٹَاٍ ډی ځیَوي آُډًوڂَ اثشيا اُ َٙٽز ٽىىيځبن هًإز ىٍ یټ . ثَای ٽبڅیجٌَ ٽَىن ٭یىټ َبی ٍىیبثی ؿٚڈ، دىغ وٚبوڂَ ىٍ اډَ ٽبڅیجَإیًن ډًٍى إشٶبىٌ ٹَاٍ ځَٵشىي، ؿَا ٽٍ ىٍ ایىؼب ثٍ یټ ٽبڅیجَإیًن دىغ وٺ٦
ٍ ای آٱبُ ٙيٌ ثًى1ٵبٝچٍ  ىٍ ٥ًڃ ٵَایىي ٽبڅیجَإیًن َمـىیه اُ َٙٽز ٽىىيځبن هًإشٍ ٙي ٽٍ .  ډشَی اُ ٝٶلٍ ومبی٘ ٽبډذیًسَی ثبیٖشىي ٽٍ ٹَاٍ ثًى سًٞیَ ډبٙیه ىٍ آن وٚبن ىاىٌ ًٙى ي ٍيوي ٽبڅیجَإیًن دىغ وٺ٦

 .ثٍ دبیبن ثَٕي َٕٙبن ٍا طبثز ي ثَ ٍيی یټ وٚبوڂَ هبٛ وڂٍ ىاٍوي سب ٭مڄ ٽبڅیجَإیًن
ٗ ٙىبٕی ٙبډڄ ډَاكچی ثًى ٽٍ ثب سلٺیٺبر ثىیبىی ىٍ ایه ُډیىٍ ډى٦جٸ ثًىوي  :ٍيٗ ٙىبٕی ٍ ای   -1 .ٍي ٍ ای 14ىٍ اثشيا ډؼمً٭ ٽٍ  #ډيڅًڃ$هچٸ كبلار ؿٌَُ - 2.ثَای اكٖبٕبر ډوشچٴ اوشوبة ٙيوي #ثٍ ٭ىًان ىاڃ$ ٽچم

 . ٽچمٍ ثیبن اكٖبٕی ٍا ثٍ سًٞیَ ىٍآيٍىوي14

视觉轨迹追踪器：视线轨迹追踪是科学研究方法，这种研究方法经常用于心理学研究、产品设计的视觉效果研究等领域。通过眼动仪，研究者可以观察到受试者的视线轨迹，然后把路径数

据输入到电脑中，通过电脑中已安装的专用软件对这些数据进行分析。经过改善，视线轨迹追踪法已成为交叉验证实验结果的一种方式。本实验采用视线轨迹追踪法研究受试者的实现移动

和注意力，从而了解汽车外表设计中哪些部位更具吸引力。根据研究结果，研究者可以设计出符合消费者文化差异的心智模型。 

研究视线轨迹时，受试者需要佩戴头戴式眼动仪，该眼动仪由一个可反射的镜子和 SMI-I View-X- HED 目光追踪系统组成。该型号的眼动仪频率为 50 赫兹，是单眼设置（右眼）的机型。

SMI 眼动追踪系统有两个必不可少的硬件：头戴式摄像头和红外线传感器。受试者可以将眼动仪固定在头上，而眼动仪的后台连接着电脑工作台以储存和分析影像数据。影像数据储存后，

研究者会使用 Be-gaze 0.3 软件对数据进行 AOI 研究（兴趣范围研究）。视线轨迹研究中经常会对 AOI 进行分析，以此来确定吸引视线的具体部分，比如某个固定的数字。眼动仪在使用

之前需要对镜片进行校准。该型号的眼动仪采用的是“五点校准系统”，因此在校准模式下需要用到五个标记物。眼动仪校准的过程中，受试者需要佩戴眼动仪，站在距离电脑屏幕 1 米的距

离进行校准。在校准的过程中，受试者会按照要求保持头部稳定，目光依次锁定在五个标记物。整个过程结束后，校准才算完成。 

研究方法: 1-下述研究方法支持研究的基础命题。         2- 列出表达不同情绪的 14 个词（信号物）。     3-根据 14 个表达情感的词语作出相应的面部表情（符号义）。 

Eye Tracker: Eye tracking method is a scientific method of measurement which is used in research in psychology, visual study in product design etc. Through the use of eye tracking instruments, researcher 

can study the movement of pupil, and this data is fed to a computer which has a tailor made software as part of the system to process the data. Eye tracking method was therefore adapted to cross verify the 

results of manipulations. Employing eye-movement tracker to investigate the visual attention focus of the participants on car faces helps researcher generating the consumer‟s mental model for cultures.   

Eye tracking study was conducted using a head-mounted version with a see-through mirror and the SMI-I View-X- HED eye-tracking system. The eye tracker is monocular (Right eye) with sampling rate of 

50 Hz. SMI-eye-tracking system has two hardware – a head part bearing cameras and IR-sensor which is fixable on the head of viewer, and, a laptop workstation for storing and analyzing the video data. 

After recording and saving the video data of participant, area of interest (AOI) study was carried out using Be-gaze 0.3 software. Analysis of AOI commonly used in eye-tracking research to delineate 

sections of stimulus within which filtered eye movements such as fixations are counted. To calibrate the eye-tracking glasses, five markers were used in calibration mode, as it requires a five-point 

calibration. The experimenter first asked the participant to stay at a distance of 1 meter from computer screen on which the car image was to be shown and the five-point calibration process was started. 

During the calibration process the participant is instructed to hold their head steady and see on a particular marker. The calibration is thus completed. 

Methodology: The methodology followed involved the steps to consistently support the fundamental research proposition.    1-  Initially the set of 14 words (as signifier) for different emotions were 

shortlisted.    2- Creating facial expressions (the signified) those depict the 14 emotional expression words. 
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ٍ َبی ثَٞی  ډَث٥ًٍ ثٍ آن ٙىبٕبیی ٍاث٦ٍ ډیبن ؿٌَُ ډبٙیه ي اكٖبٓ-3 88 ٍ ای اُ  #D ي L ،K ،J ،H ،G ،F$ډؼمً٭ ٍ ای سَسیت ىاىٌ ٙيوي ٽٍ ىٍ آن ډؼمً٭  ٙپڄ اسًډجیڄ ٹَاٍ ىاىٌ ٙيٌ ي ىي كبڅز ؿٌَُ اوٖبوی 5ثٍ ځًو
 سًٞیَ اُ كبلار ؿٌَُ  ىٍ 14 - 5.   سًٞیَ ؿٌَُ اسًډجیڄ ډی ٙي5 ىٕشٍ ثًىٌ ي ََ ىٕشٍ  ٙبډڄ 7 ؿٌَُ اسًډجیڄ ثًى  ٽٍ ډؼمً٭ب 35ایه ٭مڄ ډىؼَ ثٍ ایؼبى دبیڂبٌ ىاىٌ ٽبډچی ډشٚپڄ اُ - 4 .ډش٢بى ىٍ ىي اوشُب ٹَاٍ ىاىٌ ٙيوي

 . ٙيومبی٘ ىاىٌ طبویٍ 10ىٍ ٍىیبثی ؿٚڈ َٙٽز ٽىىيځبن، ََ سًٞیَ ثٍ ډير  -7  .سٖز دبٕن ٽبٍثَ اُ ٥َیٸ یټ و٪َٕىؼی اوؼبڇ ځَٵز -6 .ایه ډؼمً٭ٍ يػًى ىاٙز ٽٍ ثَای سٖز دبٕن ٽبٍثَان ډًٍى إشٶبىٌ ٹَاٍ ځَٵشىي
٘ َب وٚبن ىاىٌ ٙيوي، ىٕشڂبٌ ٵیچمی ٍا ثب وٺب٣   ثٍ ومبی٘ ډی ځٌاٍى ٽٍ ډٖیَ ي سًاڅی اُ ډلڄ َب ٍا وٚبن ډی ىَي ٽٍ ثب كَٽز ؿٚڈ ثیىىيٌ َمَاٌ ثب یټ ومًىاٍ ثَای ََ ؿٌَُ ډُڈ سَدٔ اُ ایىپٍ سمبډی اٙپبڃ اسًډجیڄ َب ىٍ دَٕ

ٍ ای ٍا ٽٍ ثیىىيٌ ثٍ آن وڂبٌ ډی ٽىي ٍا وٚبن ىاىٌ ي كبٽی اُ ٕچٖچٍ ډَاست ثَٞی ډٚبَيٌ   .ډی ثبٙيٙيٌ هًىٍي ډ٦بثٺز ډی ٽىي ي ډى٦ٺ
 :وشبیغ

٘ وبډٍ دیڂیَی ٙيوي ایه ىاىٌ َب ثَای سٮییه ٵَٽبؤ یټ ىیيځبٌ ډیبن ٵََىڂی ثَای اٍُیبثی دبٕن َبی ډٚبثٍ ي ډشٶبير ثٍ یټ ٙپڄ ډبٙیه .  ػم٬ آيٍی ٙيويRGT سپىیټ ٽمټىاىٌ َب ثب . دبٕن َبی ډَٞٳ ٽىىيځبن ثب دَٕ
ٍ َبی ثٍ ىٕز آډيٌ ثَای ََ ىٕشٍ ثٍ ًٍٝر هلاٍٝ . ډٚبثٍ، ىٍ ىي ُډیىٍ ٵََىڂی ډشٶبير َىيی ي ایَاوی ډًٍى آوبڅیِ ٹَاٍ ځَٵشىي ىٍ اىاډٍ ىٕشڂبٌ ٍىیبثی ؿٚڈ ثَای سييیه ٽچیي ځَاٵیپی إشٶبىٌ ٙي ي ٕذٔ ػِئیبر یبٵش

 . آوبڅیِ ٙيويBe-gaze 0.3 ډًٍى آوبڅیِ ٹَاٍ ځَٵشىي ي ىاىٌ َبی ثپبٍثَی ىيڇ س٤ًٕ وَڇ اٵِاٍ SPSS 16.0ىاىٌ َبی ػم٬ آيٍی ٙيٌ اُ ثپبٍثَی ايڃ ثب وَڇ اٵِاٍ . ىٍآډيوي

4-辨识出汽车外表形态和相应情感之间的关系。 5-根据每组 5 种汽车外表形态，形成一个视觉集（包含 L, K, J, H, G, F 和 D 组）。汽车外表形态与人的面部表情以对比的形式研究。  6-根

据上述步骤，可以创建一个完整的可视化数据库。整个数据库包含 35 种汽车的外表形态图，每 5 个一组，共分为 7 组。除此之外，数据库中还有 14 种面部表情的截图，这些截图均为受

试者的真实反映。7-通过调查，对受试者的反应进行测试。 8-  受试者按照要求观看汽车的外表形态图，每一幅图约 10 秒种，然后实验者对受试者的视线轨迹进行追踪。  

受试者可以看到汽车的各种形态，随着受试者目光的移动，眼动仪会生成一个热点影像，影像中可以清楚地看到受试者的视线路径。在看到不同的汽车外表图的时候，受试者的目光停留的

时间和地点不同，热点影像也可以精准地显示出出视觉层次。 

研究结果: 

问卷调查旨在收集消费者对不同样子的汽车的反应。通过 RGT 技术收集问卷调查数据，并从跨文化的角度进行频率分析。实验地主要分析对象：在印度文化和伊朗文化中，来自两个的国

家的受试者看到同样的汽车外表图时的作出面部表情反应具有相似性还是相异性。根据眼动仪记录下的视线轨迹，分析受试者对于不同系列的汽车图形的反应并总结详细的结果，从而编译

图形键。实验 1 种用到的信息提取软件是 SPAA 16.0，实验 2 种的信息处理软件为 Be-gaze 0.3。 
3- Identification of co-relationship between car face and the corresponding emotion. Formation of Visual sets (L, K, J, H, G, F 

and D) arranged in a set of 5 car forms, in such a way that they are placed along with contrasting expression of human 

expression on either end.  4- This resulted in creating the complete visual database comprising 35 car faces, 5 in a set, and 7 sets 

in all, and capture 14 facial expressions for user response testing. 5- Conducting the user response test through a survey.   6- 

Tracking the eyes of respondents, each picture was presented for 10 seconds. 

After all the car forms are seen in the questions, the machine generates a movie with hot spots which shows the path and 

sequence of location which correspond to the respondent‟s eye movement along a graph for each car face which shows the area 

that respondent look at, indicating the order of visual hierarchy of viewing. 

Results: The consumers‟ responses were followed with questionnaires. The data was collected by co-relation of RGT technique, 

which was analyzed for frequency from a cross-cultural perspective to examine the correspondence and differences in the 

responses to the same car form in the two cultural contexts – Indian and Iranian; following which the eye-tracking machine has 

been used to compile the Graphical Key, the detailed findings are being summarized for each series. The gathered data of first 

manipulation are analyzed by SPSS 16.0, second manipulation are analyzed by Be-gaze 0.3 software.          

                                                    

سّػ ؽٌاعی تحقیق دس ایي آصهایؼ. ؽکل  图.实验的研究方法 Figure. Research methodology of this experiment. 
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 .ٍا ىٍ ىي اوشُب ٹَاٍ ىاىٌ ایڈ« ٭بىی»ي ؿٌَُ اوٖبن ثب كبڅز « ٙڂٶز ُىٌ»ډب ًٍٝر اوٖبن ثٍ كبڅز  #%ػييڃ $ Hىٍ َٕی َبی 89
ٍ  ٍا ثیبن ٽَىوي ٽٍ وٚبن ډی ىَي اسًډجیڄ َبیH2 ي H1ىٍ ډًاٍى -  .َٖشىي« ٙڂٶز ُىٌ» ىاٍای كبڅز ثیبن H2 ي H1، دبٕن ىَىيځبن ډشٮچٸ ثٍ ََ ىي ٵََىڀ، دبٕن َبی ډٚبث
ٍ  ٍا ثیبن ٽَىوي ٽٍ وٚبن ډی ىَي اسًډجیڄ َبی H5 ي H3ىٍ ډًاٍى - ثب ایه كبڃ ىٍٝيَب وٚبن ډی ىَىي ٽٍ سٮياى ُیبىی اُ دبٕن . ىاٍوي« ٭بىی» كبڅز ثیبن H5 ي H3، دبٕن ىَىيځبن ډشٮچٸ ثٍ ََ ىي ٵََىڀ دبٕن َبی ډٚبث

ٍ اوي  .ىَىيځبن ٭ٺبیي ډوشچٶی ىاٙش
ٍ اوي ٽٍ H4ىٍ ډًٍى - اډب ىٍٝي َب وٚبن ډی ىَي ٽٍ سٮياى ُیبىی اُ دبٕن . إز، ىٍ كبڅی دبٕن ىَىيځبن ایَاوی و٪َار ډٚبثُی وياٙشٍ ي دبٕن ثی ٥َٳ ٍا اوشوبة ٽَىوي« ٭بىی»ثٍ كبڅز ثیبنH4، دبٕن ىَىيځبن َىيی ځٶش

ٍ اوي  .ىَىيځبن ٭ٺبیي ډوشچٶی ىاٙش

据研究数据显示，在 H 组（表）中，部分受试者的反应为“惊

讶”，而另一部分受试者则毫无反应，非常平静。 

－H1 与 H2。面对这两种车型，来自两国的受试者的反应相

似，看到这两种车型时均表现出了惊讶的情绪。 

－H3 与 H5。面对这两种车型，来自两国的受试者的反应相

似，看到这两种车型时受试者反应平静，如往常一样。但是

根据结果比例现实，很大一部分受试者对此有不同的观点。 

－H4。看到 H4 车型的图片时，来自印度的受试者表现较为

平静，而伊朗的受试者大多选择了“部分吻合”选项。但是根据

结果比例现实，很大一部分受试者对此有不同的观点。 

  (.M 10)« ؽگفت صدٍ»ّ  (M 9)« ػادی»هذل رٌُی تشای استثاط دّ طشفَ تیاى *. جذّل 

表. 关于“正常情绪” (M 9) 和“惊讶情绪” (M 10)二者关系的心智模型 

Table *. Mental model for Co-relation of Normal (M 9) and Surprise (M 10). 

Car  Iranian Indian Samples Eye tracking Graphical key 

H1 

 

86.4% Surprise 
 

96.7%Surprise 

 

 

 

 

 

 

H2 

 

59.1% Surprise 
 

86.7%Surprise 
 

  

 

 

 

 

H3 

 

59.1% Normal 
 

70% Normal 

 

 

 

 

H4 

 

50% Impartial 
 

38.3%Normal 
 

 

 

 

 

 

  

H5 

 

72.7% Normal 
 

68.3% Normal 
 

 

 

 

 

 

 
 

In H series (Table *) we have human face with surprised 

expression and human face with Normal expression placed at 

either ends. 
-In H1 and H2 cases, respondents belonging to both the cultures 

have expressed similar response stating that the car H1 and H2 

have a surprise expression.  -In H3 and H5 cases, respondents 

belonging to both the cultures have expressed similar response 

stating that the car H3 and H5 have a normal expression. But the 

percentages show, a large number of respondents have different 

opinions.   -In H4 case, Indian respondents state that H4 has 

normal expression, whereas the same was not the case for the 

Iranian respondents, they select impartial answer. But the 

percentages show a large number of respondents have different 

opinions. 
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90 Table . Mental model for Co-relation of Sad (M13) and Happy (M14). 

Car  Iranian Indian Samples Eye tracking Graphical key  

D1 

 

48.5%  Happy 
 

81.7% Happy  

 
 

 
 

 

 

D2 

 

62.1%  Happy 
 

51.7% Happy 
 

 
 

 

 
 

 

 

 

D3 

 

45.5% Happy 
 

38.3%Impartial 
 

 

 

 

 

 

  

D4 

 

54.5%  Sad 
 

48.3% Sad  

 
 

 

 

 

 

D5 

 

57.6%Impartial 
 

46.7%Impartial 
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91 Table . Mental model for Co-relation of Relax (M11) and Anger (M12). 

Car  Iranian Indian Samples Eye tracking Graphical key 

J1 

 

66.7% Anger 
 

71.7%  Anger 

 

 

 

 

J2 

 

37.9%  Anger 
 

58.3%  Anger 

 

 

 

 

J3 

 

62.1%  Anger 
 

55%   Relax 

 

 

 

  

J4 

 

65.2%  Relax 
 

40% Impartial  

 

 

 

  

J5 

 

62.1%  Anger 
 

70%  Anger  
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92 Table . Mental model for Co-relation of Fondness (M5) and Disgust (M6). 

Car  Iranian Indian Samples Eye tracking Graphical key 

F1 

 

62.1% Disgust 
 

78.3%  Disgust 

 

 

 

 

F2 

 

47% Fondness 
 

35% Impartial  

 

 

 

  

F3 

 

57.6% Fondness 
 

73.3% Fondness 

 

 

 

 

 

 

F4 

 

40.9%  Disgust 
 

41.7% Impartial  

 

 

 

 

 

 

 

  

F5 

 

47% Fondness 
 

46.7% Disgust  
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93 Table . Mental model for Co-relation of Safe (M3) and Danger (M4). 

Car  Iranian Indian Samples Eye tracking Graphical key 

L1 

 

59.1%Impartial 
 

51.7% Danger 

 

 

 

  

L2 

 

63.6% Danger 
 

76.7%  Danger 

 

 

 

 

L3 

 

36.4%   Safe 
 

45%  Danger 

 

 

 

  

L4 

 

51.5% Danger 
 

71.7%  Danger 

 

 

 

 

L5 

 

53%  Safe 
 

73.3%  Safe 
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94 Table . Mental model for Co-relation of Comic (M1) and Serious (M2). 

Car  Iranian Indian Samples Eye tracking Graphical key 

K1 

 

71.2%  Comic 
 

55% Comic 

 

 

 

 

K2 

 

39.4%  Comic 
 

73.3% Comic 

 

 

 

 

K3 

 

66.7%  Serious 
 

51.7% Serious 

 

 

 

 

K4 

 

59.1% Impartial 
 

51.7% Impartial 

 

 

 

 

K5 

 

37.9% Impartial 
 

35% Impartial 
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اُ ٥َیٸ ډ٦بڅٮٍ ىٹیٸ ثیبوبر كبلار ؿٌَُ هًىٍي ىٍ ایه دْيَ٘، ډب ىاډىٍ ایؼبى ٵَڇ ثَٞی ي ٽبٍثَى آن َب ٍا ثَای ٥َاكی ؿٌَُ اسًډجیڄ ډًٍى ثٍَٕی ٹَاٍ ىاىیڈ سب ثجیىیڈ ٽٍ آیب ٥َاكی ؿٌَُ اسًډجیڄ ډی سًاوي ىٍ ََ ىي ٵََىڀ ٹبثڄ هًاوين ثبٙي یب  95
ٕذٔ اٍُیبثی ډىبث٬ ي دْيَ٘ ډی سًاوىي . ََ ؿىي ىٍ ایه دْيَ٘ ډب ډ٦بڅٮبسی ٍا ٽٍ ىٍ ایه كی٦ٍ ثَای یبٵشه دبٕن ًٕالار ثبلا ثٍ ٽبٍ ځَٵشٍ ٙيٌ اوي ډًٍى إشٶبىٌ ٹَاٍ ىاىیڈ. وٍ؟ ٽٍ ایه ثٍ و٪َ ډی ٍٕي ثٍ اَمیز ثیبن ؿٌَُ اسًډجیڄ اٙبٌٍ ىاٙشٍ ثبٙي

ٍ ای ىٍ سًڅیي طبثزوٚبن ىَىي ٽٍ یټ ٥َاكی طبثز ومی سًاوي دبٕن ىَىيٌ ویبَُبی ٍيُډٌَ ډَٞٳ ٽىىيځبن ثبٙي؛ ایه طبثز ډی ٽىي ٽٍ ډب ثٍ یټ ٥َاكی ٱیَ ٍ َبی ډشٲیَ سًَٝٳ ٽىىيځبن ویبُ ىاٍیڈ  ي َمـىیه ډی سًاویڈ اُ ایه ٥َیٸ دبی  ثَای هًإش
 .ٙپڄ هًىٍيی ٹبثڄ سٲییَ ایؼبى ٽىیڈ ٽٍ ىٍ آن ٍاث٦ٍ ډًطَی ډیبن ؿٌَُ هًىٍي ي ثیبن اكٖبٕبر ىڅوًاٌ يػًى ىاٙشٍ ثبٙي

通过对汽车外表形态的详细调查，我们研究了可视化窗口形成的范围和汽车外表设计的应用，目的在于探讨汽车的外表设计是否可以被不同国家的人理解。研究中发现了汽车外表情绪表达的重要性。然而，我们

对这一领域进行研究，旨在探讨上述问题。综合文献和本次研究来看，一成不变的汽车形态设计无法满足消费者的日常需要。对于产消者来说，他们可能会有一种求异心理，追求别样于大众化的车型，因此非固

定的汽车设计可以更好的满足这类人的需求。此外，如果汽车的外形多种多样并可以随时改变，也利于汽车更为有效地调动使用者的情绪。 

Table . Mental model for Co-relation of Stupid (M7) and Curious (M8). 

Car  Iranian Indian Samples Eye tracking Graphical key 

G1 

 

62.1%  Stupid 
 

48.3% Stupid 

 

 

 

 

G2 

 

57.6% Impartial 
 

46.7% Curious 

 

 

 

 
 

G3 

 

42.4%  Stupid 
 

56.7% Stupid 

 

 

 

 

G4 

 

48.5% Curious 
 

55% Curious 

 

 

 

 

G5 

 

36.4% Impartial 
 

46.7% Curious 

 

 

 

 
 Through detailed study of car facial expressions in this research, we examine the scope for visual form generation and their application for design of car face to see whether a car face design can be readable for two cultures? This 

seems to point out the importance of car facial expression. However, in this research we examine that studies undertaken in this domain to explore the answers of above questions.  Then the literatures and research can show fixed 

design cannot answer to everyday desires of consumers; it shows the need of having Non-static design for erratic desires of prosumers; and also can form a basis in the generation of changeable car form for effective communication 

of desired emotional expression towards car face. 
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َٙای٤ ٵىی ډًٍى ویبُ ثَای ایه اډَ ىٍ كبڃ كب١َ يػًى . ىیيځبٌ اٍُٙی ػبډٮٍ اػجبٍا، دبیبیی ډلًٞڃ ٍا ثب ىٍ و٪َ ځَٵشه ٕبُځبٍی ثب ډلی٤ ُیٖز ي ثب سًػٍ ثٍ ػَیبن ځَىٗ ثٖشٍ ډًاى، ډ٦بڅجٍ ډی ٽىي
 Niemann et$سلز ٵٚبٍ ٍٹبثز َبی ثیه اڅمچچی، ثٖیبٍی اُ َٙٽز َب ىیڂَ ومی سًاوىي ٵٺ٤ ثب سًڅیي ي ٵَيٗ ٽبلا ثٍ ثٺبی هًى اىاډٍ ىَىي . ىاٍوي ي سٲییَار ٕبهشبٍی ٭٪یمی ثب هًىٙبن ثٍ َمَاٌ ىاٍوي

al., 2009 .# َبی ٥َاكی ډلًٞڃ س٤ًٕ ډَٞٳ ٽىىيٌ ىٍ ٦ٕق ډَٞٵی ٍ  #ٽٍ دبیياٍی ډلًٞڃ ٍا ٥ًلاوی سَ ٽَىٌ$اٱچت ثیٚشَ ي ثیٚشَ ډی ثیىیڈ ٽٍ َٙٽز َب، ٵٮبڅیز َبی اٍُٗ اٵِيىٌ ٍا ثٍ ٕمز ُډیى
َمبو٦ًٍ ٽٍ ډی ىاویڈ ٦ٕق ىٵ٬ ُثبڅٍ ثَ إبٓ ویبُ دبیبیی ىٍ ٦ٕق ثیه اڅمچچی . ًٕٷ ډی ىَىي #ٽٍ َمیٍٚ ډلًٞڃ ٍا اُ وً ٕبهشٍ ي آن ٍا ثٍ ٦ٕق ډَٞٳ إٍبڃ ډی ٽىي$ي هيډبر ٍا ىٍ ٦ٕق ىٵ٬ ُثبڅٍ 

ٍ َبیی ؿًن ثبُیبٵز  ، ي إشٶبىٌ # ىیڂَډلًٞلارػم٬ آيٍی، ډَست ٕبُی ډًاى، ًية ٽَىن آن َب ي ٕبهز $ثٖیبٍ ډُڈ إز، ؿَا ٽٍ ٽبلا وجبیي ٽبٍٗ ثٍ ډلڄ ىٵه ُثبڅٍ ٽٚیيٌ ًٙى ي ىٍ ٭ًٟ ډب ځِیى
٘ َبی ٹيیمی ډلًٞڃ ثَای ٕبهز ډلًٞلار ډشٶبير$ډؼيى  ٍ ای هبٝی . ىاٍیڈ #إشٶبىٌ اُ ٹ٦ٮبر ډلًٞڃ ثب ٭مَ ٥ًلاوی ثَای ٕبهز َمبن ډلًٞڃ$ي ثبُٕبُی  #إشٶبىٌ اُ ثو ثب ٽمټ هيډبر كَٵ

ٍ َب ىٕز یبٵز #دٚشیجبوی اٍائٍ ٙيٌ س٤ًٕ سًڅیي  ٽىىيځبن$ ٘ َبیی ٹيیمی ثب ثو٘ ػيیي، ډی سًان ثٍ ډًٵٺیز ىٍ ایه ُډیى  .ثَای سٮًی٠ ثو
 

َمـىیه ثبُٕبُی اُ ٥َیٸ ثبٍُٕی دیپَثىيی ىيثبٌٍ یب اٍسٺبء . ٽبٍثَان سَػیق ډی ىَىي هيډبر سوٞٞی ٍا ثٍ ډى٪ًٍ ٽبَ٘ ٥َاكی طبثز ډلًٞلار ثوَوي ي ىٍ ٭ًٟ ٥َاكی ٹبثڄ سٲییَ ىاٙشٍ ثبٙىي
 .ډی سًاوي ثٍ ډٖئچٍ دبیبیی ویِ ٽمټ ٽىي #ډبوىي سؼيیي ٹ٦ٮبر ًَادیمب اُ ٥َیٸ اىاډٍ سٲییَ ٹ٦ٮبر ډىٺ٢ی ٙيٌ$

维护生态环境的持续发展和使用材料闭路循环已经成为当今社会主流的价值观念，现有的一些技术条件也可以在行业内带来巨大的结构变化。在国际竞争的压力下，公

司仅仅依靠生产和销售是很难存活的（尼曼等，2009）。越来越多的公司和企业选择转型，增加一些附加价值活动以提高盈利，比如向消费者提供自主设计产品的服务

（可以延长产品的使用寿命），或者为消费者提供旧物处理的服务（这些被回收的旧物通常会经过翻新然后再次出售）。正如我们所知，全世界在提倡可持续性，因此

旧物的处理水平对于一个公司来说尤为重要。并不是所有的旧物都一定要去垃圾场，相反，我们有很多环保型的处理方法：循环利用（回收旧物，把材料分类，熔解旧

物材料并重新制作成其他产品）；重复使用（把旧物上的局部拆卸下来，直接用在其他产品的制造商）；旧物改造（把产品上耐用的部分拆下来制作成同样的产品）。

把旧物翻新并不是一件很难的事儿，制造商都会有翻新的技术并愿意为消费者提供此类的服务。 

 

同时，用户更愿意多花点钱减少产品的固定设计（即用户愿意为产品的别致设计付费）。因此，通过重新配置或系统升级对产品进行再制造（比如通过更换飞机上报废

的部分零件达到给飞机更新修整的目的），可以提高产品的持续利用率。 

 
This will also be forcefully demanded in society‟s conception of value with regard to environmental compatibility and to the closed circulation of materials. The technical conditions required for this 

already exists and will bring massive structural changes with them. Under the pressure of international competition, it is no longer possible for many companies to survive just by manufacturing and selling 

goods (Niemann et al., 2009). More and more often, enterprises are transferring added value activities towards the areas of product design by consumer in consuming level (which make life of product 

longer) and service in disposal level (which always renew the product and send it back to the level of consuming). Since one knows, the level of disposal is so important based on requirement of 

sustainability in the international level, for this product must not go to the way of „landfill‟, instead we have options of „Re-cycle‟ (to collect, sort material, melt and make other products), „Re-use‟ (use old 

parts of product in making different products) and „Re-manufacture‟ (use long life parts of product to make the same product).  These can be overcome by using assistance with specific skilled services 

(support provided by manufacturers) to change the old parts with new one.  

 

Users prefer buying specialized services to reduce the fixed design of products (instead having changeable design) as well as the re-manufacturing through inspection on reconfiguration or upgrading (like 

renewing in airplane through continues changing expired parts) which can help the issue of sustainability. 
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  ثٍ ىٍكي ثبلایی ډی اٵِایي ٍا ٥ًڃ ٭مَ یټ ډلًٞڃٽُىٍ ٙين، ٍيوي ىٍ؛ یټ دبٕن ثبُسبثی ثٍ ٭ىًان یټ سؼَثٍ ٭ب٥ٶی، ایؼبى ٽىىيٌ اسٞبڃ ي ٍاث٦ٍ إز ي ایىپٍ ُیجبٙىبهشی هًٙبیىي Niinimakiثَإبٓ ډ٦بڅٮٍ  97
$Niinimaki,2010 .# یټ ٽبلای ٹبثڄ ٹجًڃ ىاٍای اٍُٗ ُیجبیی ٙىبهشی، وٖجز ثٍ . ، وٺ٘ ډُمی ىٍ ٍيٙی ٽٍ ٥َاكی س٤ًٕ سًَٝٳ ٽىىيٌ ډًٍى إشٶبىٌ ٹَاٍ ډی ځیَى ایٶبء ډی ٽىيٵَڇثىبثَایه ُیجبیی سٲییَدٌیَ اُ ٥َیٸ

ىٍ ډٺبثڄ ډَىڇ ثٍ ويٍر ؿىیه ٽبٍی ٍا ثب ٥َف َبیی ثب اڅٺبء . وبڇ ځٌاٍی ي سًٕٮٍ اكٖبٕبر وٖجز ثٍ ٥َف َبیی ٽٍ وڂَٗ ډظجز ٍا دَيٗ ىاىٌ اوي ىٍ ډیبن ډَىڇ ٍایغ إز. ٥َاكی ثب ٩بََ ثي، ىٍ ایؼبى وڂَٗ ډظجز ډًطَسَ إز
ُیبى ٽٍ ایه َب َمٍ ٭ًاډڄ ډُمی َٖشىي ٽٍ ډىؼَ ثٍ إشٶبىٌ ٥ًلاوی ډير اُ ډلًٞڃ ي . ٍياث٤ ٙوٞی ي ډظجز ثب ٥َاكی، ډىؼَ ثٍ ثَيُ اكٖبٕبسی ؿًن ډلجز، يٵبىاٍی، ٝجَ ي ٙپیجبیی ډی ًٙوي. وڂَٗ ډىٶی اوؼبڇ ډی ىَىي

ایه سٮبډڄ ډُڈ إز، ٭چی . ایه ٍياث٤ ډظجز وٚبن ىاىٌ اوي ٽٍ ؿڂًوٍ ډَىڇ ثٍ ٥ًٍ ډًطَی ثب ٥َف اٍسجب٣ ثَٹَاٍ ٽَىٌ ٽٍ ایه اٍسجب٣ ډىؼَ ثٍ ایؼبى سٮبډچی ډیبن ډَىڇ ي ډلًٞلار ډی ًٙى. ٥ًڃ ٭مَ ٽبلاَب ډی ًٙويٙين 
 .(Lidwell,2010)اڅوًٞٛ ثٍ ایه ىڅیڄ ٽٍ ثٍ ٥ًڃ ٭مَ ډلًٞڃ ویِ ٽمټ ٽَىٌ ي ثَ دبیبیی ډلًٞڃ ویِ سبطیَ ځٌاٍ هًاَي ثًى

2010 年，尼尼麦基在他的研究中表示，情感上的条件反射会产生一种依赖，而这种依赖是一种审美逐渐疲劳的过程，这个过程的长短对于一个产品的寿命来说很重要。因此，通过设计改

变产品的外观以增加其外表的美好，是一个产消者常用的方式。外观美好、审美度高的产品，远比外观难看的产品更容易使人愉悦。因此，人们很乐意去感受、去记住、甚至是去培养更多

的乐观情绪，很少见到有人主动接触不美好的事物让自己心生不悦。产品的设计就是这样有魔力，可以唤起人的情感，让人对这个产品产生依恋、有耐心、不离不弃。这些被产品唤起的情

感，非常直接地决定了这个产品的寿命，即决定了消费者是否还愿意继续使用这个产品。研究指出，产品的设计和消费者的情感之间的联系是消费者对产品设计的反应与互动，消费者与产

品设计的喜爱度关系到消费者是否愿意长久地使用该产品，进而也就决定了这个产品的可持续使用时长（利德尔，2010）。 

According to study of Niinimaki, a reflective response as an emotional experience creates attachment, which a pleasant aesthetical aging process is important for a product‟s longevity (Niinimaki, 2010). 

Therefore, changeable aesthetic through form plays an important role in the way a design is used by prosumer. Acceptable product with aesthetic value is more effective at creating positive attitudes than 

bad appearance designs. It is common for people to name and develop feelings toward designs that have fostered positive attitudes, and rare for people to do the same with designs that have fostered 

negative attitudes. Such personal and positive relationships with a design evoke feelings of affection, loyalty, and patience; all are significant factors in the long-term usability and product‟s longevity. 

These positive relationships have showed, how effectively people interact with design and results in an interaction, this is especially important because it helps longevity which affects on sustainability 

(Lidwell, 2010).  
Figure. Product development process in post-modern era.      فشآیٌذ تْلیذ هحصْل دس ػصش پغت هذسى. ؽکل    图。后现代时期产品的发展过程 

  

www.takbook.com



 

 

98 3D

打

印

机 

ی
عَ تؼذ

ش 
گ

چاپ
  

3
D

 p
rin

ter   

 

ٌ  ٍيیبی َمٍ ډَٞٳ ٽىىيځبن ایه إز ٽٍ ٽٍ ثشًاوىي وٺ٦ٍ و٪َار اٙیبئی ٽٍ ثشًان آن َب ٍا ىٍ ىٕز ځَٵشٍ، . ٙبن سجيیڄ ٕبُوي  ٙبن ٍا ثيين ىٍىَٕ  ثٍ اٙیبء ياٹٮی ٍٕ ثٮيی ثب دیـیيځی َبی ىڅوًا
ٍ َبی ډًٍى إشٶبىٌ آن َب ٍا ثٍ ٽبٍ ځَٵز ایه . ىٍ ایه ٍيٗ ثيوٍ اسًډجیڄ اُ دلإشیټ ٕبهشٍ ډی ًٙى. ثىبثَایه َيٳ ىٍ ایىؼب ٕبهشه لایٍ ثٍ لایٍ ډلًٞڃ اُ دبییه ثٍ ثبلا إز. ډٚبَيٌ ٽَى ي ىٍ ُډیى

 ػز ىٍ یټ آٍایٍ ه٦ی اوؼبڇ ډی ًٙى ٽٍ ٙجیٍ ثٍ ؿبدڂَ 96اُ یټ َي دَیىز سب  #ځَډبوَڇ$ ىٍ ؿبح ٍٕ ثٮيی ياٹٮی، ٭مڄ سَډًدلإشیټ.  اُ ٥َاكی هًىٍي ىاٍىCADٍيٗ ویبُ ثٍ یټ ٵبیڄ 
 #.Ashby&Johnson,2010 $إز #وٺ٦ٍ ىٍ ایىؾ$ dpi 300ٍُيڅًٙه ایه ؿبدڂَ ىٍ كييى . ػًََاٵٚبن ٭مڄ ډی ٽىي

ثب یټ ډَيٍ ٽًسبٌ اُ سبٍیوـٍ سًٕٮٍ ؿبدڂَ آٱبُ ډی ٽىیڈ ٽٍ ډی سًاوي ډًٹٮیز ډَٞٳ ٽىىيٌ ٍا ثُشَ ثَای ډب . َمیٍٚ وڂبٌ ٽَىن ثٍ ځٌٙشٍ ٽمټ ډی ٽىي ٽٍ ىٍٻ ثُشَی وٖجز ثٍ آیىيٌ ىاٙشٍ ثبٙیڈ
 َِاٍ ٕبڃ ىاٍى ٽٍ ىٍ دبٕن ثٍ ویبُ سًڅیي اوجًٌ ىٍ ډيإٍی اُ ػمچٍ آٽبىډی 3ٝىٮز ؿبح یټ اهشَا٫ ؿیىی، ایَاوی، ډَٞی ي َىيی إز ٽٍ ىاٍای ٕبثٺٍ ٥ًلاوی ثًىٌ ي ٹيډشی ثی٘ اُ . ٍيٙه ٕبُى

Yueluٝىٮز ؿبح، سٲییَار ُیبىی ایؼبى ٽَىٌ، ىٍ كبڅی ٽٍ اُ آٱبُ، كپبٽی ٍيی ؿًة ي ٕىڀ، ٕذٔ ٵچِ ي ډًڇ ي اثَیٚڈ ي ىیڂَ سپىیټ َب ډب ٍا ىٍ اوؼبڇ ایه ٽبٍ ٽمټ .  ىٍ و٪َ ځَٵشٍ ٙيٌ إز
 ثٮيَب ویِ ؿبدڂََبی ٙوٞی ثٍ ٥ًٍ ايڅیٍ ثَای إشٶبىٌ ٽبٍثَان ٙوٞی ٥َاكی ٙيوي ي ډی سًاوٖشىي #.BBC,2000$ ووٖشیه ؿبدڂَ ٽبډذیًسَی س٤ًٕ ؿبٍڅِ ثبثیغ اهشَا٫ ٙي 19سب ٹَن . ډی ٽَىوي

ٍ َبی ؿبدی اُ ٍيی إىبى ډًٍى إشٶبىٌ ٹَاٍ ډی ځَٵشىي. سىُب ثٍ یټ ٽبډذیًسَ ډشٞڄ ًٙوي ثب ایه كبڃ آن َب ډٮمًلا ثَای إشٶبىٌ . ایه ؿبدڂََبی سؼبٍی ډٮمًلا ثٍ ډى٪ًٍ إشٶبىٌ ىٍ ىٵبسَ ثَای سًڅیي وٖو
ٍ َبی ډًاى 3ىٍ وُبیز ؿبدڂَ . ىٍ ُويځی ٍيُډٌَ هبوڂی ٥َاكی وٚيٌ ثًىوي ډبوىي ٵچِار، $ ثٮيی ياٍى ثبُاٍ ٙي؛ ایه ىٕشڂبٌ ثَای ؿبح یټ ٙپڄ ٍٕ ثٮيی اُ ډىج٬ ىاىٌ اڅپشَیپی اُ ٥َیٸ ؿبح لای

اډب ډشبٕٶبوٍ ډب ډی ثیىیڈ ٽٍ ؿڂًوٍ َٙٽز َب ىٍ سلاٗ ثَای سؼبٍی ٕبُی ؿبدڂَ ٍٕ ثٮيی  ي إٍبڃ . سلز ٽىشَڃ ٽبډذیًسَډًٍى إشٶبىٌ ٹَاٍ ډی ځیَى #دلإشیټ، ډًاى ٱٌایی، ٕیمبن ي ډًاى ىیڂَ
ٍ َبی ډَىڇ َٖشىي  .ؿبدڂََبی ٍٕ ثٮيی ثٍ هبو

几乎所有人都梦想着把他们脑中幻想的事物变成现实中的立体实物。虽然实现这个愿望比较复杂，但这并不是一件无法企及的事情。通过观察、操作和试用，就可以把

脑中构想的物体一点一滴的建造出来。使用这种方法，仅需要一个汽车的 CAD 文件，就可以把车身换成塑料材质了。在真实的 3D 打印技术中，打印机的刷头一排就

有 96 个喷气口，就像喷墨打印机一样，把热塑性材料打印出来。3D 打印机的分辨率大概是 300dpi（阿什比和约翰逊，2010）。 

古人云：温故而知新。在强调消费者的地位之前，不妨来简单回顾一下打印机的发展史。印刷术是中国人、波斯人、埃及人和印度人发明，最早可以追溯到三千多年

前。普遍认为，印刷术是在学校需要大规模生产教科书的情况下应运而生的，比如中国湖南的岳麓书院。多年来，印刷术也有了很大的改变。最初，人们需要把字刻在

木头或者石头上，后来刻在金属、蜡块、或者丝绸上，再后来也会用到各种其他技术来完成印刷。直到 19 世纪，查尔斯·巴贝奇才发明出了第一台电脑打印机（BBC，

2000）。后来，为了满足个人需要，很多私人打印机也相继生产出来，但是当时的打印机只能连接到一台计算机上。这些商业售卖的打印机大多被办公室职员买去以打

印或影印办公室文件。那时打印机生产商们还没有设计出日常家用型打印机。最后，3D 打印机问世了。在计算机的控制下，通过材料打印层把平面电子数据源打印成

立体 3D 实物。打印材料有很多选择，比如金属、塑料、食物、水泥等其他材料。很多公司试图把 3D 打印机商业化生产，并卖到每家每户去。 

 
All consumers dream of effortlessly transforming their visions into real three-dimensional objects, of arbitrary complexity, that can be handled, viewed and tried out in the context in which they are to be 

used. The object is thus built layer-by-layer from the bottom up. In this way the body of car is built up out of plastic. It needs a CAD file of designed car. In true three-dimensional printing the thermoplastic 

is jetted from a print head with up to 96 jets in a linear array, like an ink jet printer. The resolution is like that of the printer – about 300 dpi (Ashby and Johnson, 2010). 

 

Always looking to the past helps to have better understanding about the future. Starting with a short review of printer development can highlight the issue of consumer position better. Printing is invention 

of Chinese, Persian, Egyptian and Indian, which has a long history more than 3,000 years, which has been regarded to answering the need of mass production in schools such as Yuelu Academy. It has 

change a lot, at the beginning with engraving on wood and stone later metal and wax and silk and other techniques could help us to do it. Until 19th-century the first computer printer was invented by 

Charles Babbage (BBC, 2000).  Also later personal printers are primarily designed to support individual users, and may be connected to only a single computer. These commercial printers generally used 

for purpose of offices to produce a hard copy of a document. However, they are generally did not design for daily life related home. At the end 3D printer has come; it is a device for printing a three-

dimensional form from electronic data source through printing layers of material (such as metals, plastics, food, cement and other materials) under computer control. But unfortunately we see how 

companies are trying to commercialize 3D printer and send 3D printer to every house. 
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ایه ٽبٍ . َمپبٍی ٽىىي« ٥َاكی»، یټ ډٖئچٍ ډُڈ ىیڂَ إز ٽٍ ډی سًاوي اُ ٥َیٸ اوجًٌ ُىایی ي ایيٌ سًَٝٳ ٽىىيٌ ث٥ََٳ ًٙى ٽٍ ىٍ آن اُ ٽبٍثَان هًإشٍ ډی ًٙى ىٍ ٍيوي ٕٶبٍٙی ٕبُی ډلشًای ییډب ډی ىاویڈ ٽٍ ډٚپڄ دبیب 99
 .ثب سٲییَار ُیبىی ډًاػٍ هًاَي ثًى« ٵَآیىي سًڅیي ډلًٞڃ»ثىبثَایه ىٍ آیىيٌ . ٙبن ډَاٹجز ٽىىي ىٍ ډير ُډبن ثٺبی ډلًٞڃ اطَ ځٌاٙشٍ ي ٕجت ډی ًٙى ډَٞٳ ٽىىيځبن ثیٚشَ اُ ډلًٞلار 

ایه ٍيٗ . ٽٍ ایه ٍيٗ ډًاى ُیبىی ٍا ثٍ َيٍ ډی ىَي #ؿىيیه ډَسجٍ سؼيیي ؿبح یټ ٵَڇ$ثَای ایؼبى ٙپڄ ػيیي إشٶبىٌ ډی ٽىي « آُډًن ي ه٦ب»ؿبدڂَ ٍٕ ثٮيی ومی سًاوي ىٍ ایيٌ سًَٝٳ ٽىىيٌ دبیب ثبٙي، ؿَا ٽٍ اي اُ ٍيٗ 
ایه ٍيیپَى ډی سًاوي ثٍ ٭ىًان . ایه یټ ٍٵشبٍ كیًاوی ثب ٕبىٌ سَیه ٍيٗ ډمپه هچٸ ٽَىن إز. سلاٙی سپَاٍ ٙيٌ إز ٽٍ اىاډٍ آن ثٖشڂی ثٍ ُډبن ٍٕیين ثٍ ډًٵٺیز وياٍى ثچپٍ ثَای دیَٚٵز ي ٽمبڃ ثُشَ اىاډٍ دیيا ډی ٽىي

ثب ایه كبڃ ایه ٍيٙی إز ٽٍ ٽبٍثَان اُ آن ىٍ ُويځی ثٍ ٥ًٍ ٍيُډٌَ ي ثَای ثُجًى ٽیٶیز ډلًٞلار ٙبن ثَ إبٓ . یټ ٍيیپَى إبٕی ىیيٌ ًٙى ٽٍ ىٍ آن ډب ثَای ثُجًى ٍيوي سًڅیي ؿىيیه ثبٍ ٭مڄ ٕبهز ٍا سپَاٍ ډی ٽىیڈ
ٍ َبیی ٽٍ طبثز وجًىٌ ي ََ ٍيٌُ سٲییَ ډی ٽىىي ٍ َبی ٍيُډٌَ إشٶبىٌ ډی ٽىىي، هًإش ٍ َبی ډشٲیَ، ٕبهشه . هًإش اُ آوؼب ٽٍ .  طبثز اُ ٥َیٸ ؿبدڂَ ٍٕ ثٮيی ىٍ ػبډٮٍ دٖز ډيٍن ٍى ٙيٌ إزٵَډُبیثٍ ىڅیڄ ایه هًإش

ٍ َبی ٍيُډٌَ  ٵَڇ ثٮيی ٍا سٲییَ ىَىي، ثىبثَایه ایه ٽبٍثَان ثٍ ٕبىځی ډلًٞڃ ٹجچی ٍا ىيٍ اوياهشٍ ي یټ 3، ومی سًاوىي اٙپبڃ ؿبح ٙيٌ س٤ًٕ ؿبدڂَ ىَي سًٕٮٍ ي سٲییَ  ډلًٞڃ ٍاٽبٍثَان َمیٍٚ ډی هًاَىي ثَ إبٓ هًإش
 . ػيیي ٽىشَڃ ٽَىٌ یب آن َب ٍا اُ ایه ٽبٍ ډى٬ ٕبُیڈٵَڇػيیي ٍا ؿبح ډی ٽىىي ٽٍ ایه ٙیًٌ ډىؼَ ثٍ إَاٳ ىٍ ډًاى ي َمـىیه آڅًىځی ډلی٤ ُیٖز ډی ًٙى، ؿَا ٽٍ ډب ومی سًاویڈ ٽبٍثَان ٍا ىٍ ؿبح یټ 

面对产品的持续化问题，有两种方法可以解决：一为分众化生产，二为按照产消者的意愿个性化设计产品。通过这种方法来延长产品的寿命，比让客户自己爱惜产品要有效多了。如此看

来，未来“产品发展过程”将会有很大的改变。 

在产消者心中，3D 打印机并非一个持续性强的产品，因为产消者采用的方法为“试错法”，即同一个物体需要反复打印才能成型，而这种方法势必会浪费大量的材料。目前 3D 打印技术为反

复多次打印，直到打印出更完善的物品位置。实际上，这事一种原始的动物行为，其中的“创造性”成分很低。实际上，3D 打印技术是一种很简单行为，只要通过多次重复，任何事情都可以

取得成功。然而，消费者的日常愿望不断改变，所以 3D 打印技术就成了消费者根据自己的日常诉求来改善手中产品的途径。由于用户每天对产品的愿望都不尽相同，但是 3D 打印技术就

可以把他们独特的想法变成现实。可惜的是，在后现代时期，这种技术简直是天方夜谭。用户每天都有新想法，所以每天都想要改善手中的产品，如果他们通过 3D 打印机无法实现自己的

愿望，他们可能就会直接扔掉旧物，用 3D 打印机再制造一个新的出来，这无疑会造成资源的浪费和环境污染，因为没人可以控制用户，他们会不停地打印新产品。 

We know the problem of sustainability will be another important issue which can be solved by demassification and 

prosumer idea through asking the users to customize the content of „design‟. This effect on the life time of product as 

consumers will take care of their product more. Therefore, the future „Product Development Process‟ has a big change. 

 

3D printer cannot be sustainable in idea of prosumer as he uses the method of form creation through „Trial and Error‟ 

(reprinting a form several time) which wastes a lot of material. It is a repeated attempt which is continued not until 

success but for developments and better perfection. It is an animal behavior with simplest possible way of creation. 

This approach can be seen as a basic approach which we use to develop everything by doing it several time. However, 

this is the method which users use it in everyday life to improve their products based on everyday desires; the desires 

which are not fixed and everyday change. Because of these unfixed desires having fixed forms through 3D printer are 

rejected by idea of presumption in Post-modern society. Since users always want to change and develop based on 

everyday desires, and since they cannot change forms printed by 3D printer then just they throw it away and then print 

a new form which is a waste of material and making pollution, as we cannot control users and stop them printing a new 

form. 

 
  تؼذی3هاؽیي چاپ ؽذٍ . ؽکل

图.3D 打印汽车 

  Figure. 3D printed car.  
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آن َب ٽبثیه َب ٍا ٥َاكی ٽَىٌ ي ىاهڄ .  ډبٌ ىٍ ٕبڃ ٍا ىٍ ػبىٌ ٕذَی ٽىیي، ثٍ ؿٍ ؿیَِبیی ویبُ هًاَیي ىاٙز؟ ىٍ َىي ثیٚشَ ډَٞٳ ٽىىيځبن ٽبډیًن َبی ثيين ٽبثیه ډی هَوي10اځَ ٙمب ثوًاَیي 
اُ و٪َ آن َب ٽبثیه َبی ٥َاكی ٙيٌ س٤ًٕ َٙٽز َب دٌیَٵشٍ ویٖشىي، ثٍ ایه ٭چز ٽٍ آن َب ډی هًاَىي ُډبن ُیبىی ىٍ ایه ٽبثیه َب ٕذَی ٽَىٌ ي كشی ٕبُويځبن ٽبډیًن  . آن ٍا ثب ٽمټ وؼبٍ ډی ٕبُوي

 .ویِ ومی سًاوىي ٽبډیًن َبیی ثب ٥َاكی َبی ډوشچٴ سًڅیي ٽىىي ٽٍ ٍا١ی ٽىىيٌ ویبُ ډَٞٳ ٽىىيځبن آوبن ثبٙي
ایه ٽبډیًن ثَای آن َب . ایه ٍاوىيځبن ٽبډیًن ىٍ َىي، ٵََىڂی اُ ٍوڀ َب، ٙٮبٍَب، ٍوڀ آډیِی َبی ٍيٙه، وٺًٗ، سبیذًځَاٵی َب، ثَهی اثیبر ډىلَٞ ثٍ ٵَى، ي ومبى َبی وٺبٙی ٙيٌ دیـیيٌ ډی هًاَىي

سىُب يٕیچٍ ٍٵز ي آډي ویٖز ثچپٍ یټ ٵبوًٓ ىٍیبیی ىٍهٚبن ثَای ډٚشَیبن ػيیي إز ٽٍ ػًیبی یټ ٕىز َىَډىياوٍ ػٌاة ي ىیيوی ٽبډیًن ىٍ َىي ي یټ و٫ً َىَ ٹًډی ٹيیمی ىٍ ایه ٽًٍٚ 
ٍ َبی ډوشچٶی ثبيٍوپَىوی ځَىى ٌ َبی دَځَى ي هبٻ َىييٕشبن، اُ ػىج ایه ٽبډیًن ىاٍان َىيی ٙمب ٍا ثٍ یټ ٕٶَ وٖجشب ٍوڂبٍوڀ ثٍ ډیبن ٵََىڀ َبی . َٖشىي ٽٍ ثب٭ض ډی ًٙى ډٖبٵَر اُ ٥َیٸ ثٍِځَا

٥َف َبی وٺبٙی ٙيٌ ٍيی ٽبډیًن َب َٝٵب ثَای ډٺبٝي ُیجبٙىبٕی ویٖشىي ثچپٍ َيٳ آن َب ثٍ سًٞیَ ٽٚیين ىیيځبٌ َبی ډٌَجی، ٭ب٥ٶی ي اكٖبٕی ٍاوىيٌ َٖشىي ٽٍ ثٍ ٥ًٍ ٍيُډٌَ ثب . ډوشچٴ ډی ثَوي
ٍ َبی ډٚشَیبن َىيی، ػبىٌ َبی آن، ٽًَٖشبن َب ي ٵََىڀ آن َٖشىي. آن َب سٮبډڄ ىاٍى  .ٽبډیًن َبی َىيی ٽبٍثَىی ویٖشىي ثچپٍ آن َب ډىبٕت هًإش

ٍ َبی سٲییَدٌیَ ډَٞٳ ٽىىيځبن ثبٙي ي « ٕٶبٍٙی ٕبهشٍ وٚيٌ»ایه ډٖئچٍ سب كي ُیبىی وٚبن ډی ىَي ٽٍ ٽبډیًوی ٽٍ ثٍ ًٍٝر  ي ىاٍای یټ ٥َاكی طبثز ډی ثبٙي، ومی سًاوي دبٕن ځًی هًإش
َمـىیه ٵًٷ اڅٮبىٌ ثَای ٍاوىيځبن ٽٖڄ ٽىىيٌ ډی ثبٙي سب ػبیی ٽٍ ٵپَ ىاٙشه یټ ٽبثیه ثب ٥َاكی ثٖیبٍ ٭بڅی، اډب ٵًٷ اڅٮبىٌ ٽٖڄ ٽىىيٌ ي ایىپٍ ٵَى ډؼجًٍ ثبٙي ىٍ آٱبُ َٶشٍ ثبٍ ىیڂَ ًٕاٍ آن 

 . ًٕٷ ىَيىیًاوڂیًٙى، ډمپه إز ٍاوىيٌ ٍا ثٍ ًٕی 
 

如果你一年当中有 10 个月都需要在路上赶路，你最想要什么？在印度，很多卡车司机都会买一辆没有车厢的卡车，然后他们会找木匠自己设计车厢。印度人的理想型

卡车，往往得不到卡车设计公司的认可，即使是卡车生产商也无法设计出让印度消费者满意的卡车。印度的卡车司机们对他们的卡车有千变万化的设计，从颜色、标

语、亮漆、装饰、字体、独特的题词、以及错综复杂的彩绘符号等，方方面面都要重新设计。对于司机来说，卡车不仅仅是一个代步工具，而是一辆代表着司机性格的

行走着的艺术品，通过这些可以看到印度壮观的卡车艺术传统。正是这种历史悠久的民间艺术形式，让印度尘土飞扬的高速公路旅程变得丰富多彩。这些印度卡车带你

感受的是一段极具个性化的、极富印度文化气息的彩色旅程。喷绘在卡车表面的图案不仅仅是为了美观，通过卡车上的图案，看到的是一个个栩栩如生的、拥有信仰

的、情感丰富的灵魂，卡车司机把自己的内在性格和内心观点通过喷绘在卡车上的图案设计表达给路人。印度的卡车不仅仅是运输工具，这些卡车完美地融入进卡车司

机的灵魂、印度的道路、印度的山川乃至印度这个国家的文化中了。 

印度的卡车文化，其本质上说明单一的卡车设计无法满足卡车司机的丰富需求。卡车司机满怀欣喜地爬上卡车以求看到新鲜的精致，没想到看到的却是千篇一律的车厢

设计，无趣的就像“周一早上”一样。有的司机伸直不堪忍受旅途的无聊而选择了结生命。 

 
If you want to spend 10 months of the year on the road, what do you want? In India most of the consumers buy truck without cabin, and they design the cabin and make it with help of carpenter, because for 

them design of company is not acceptable for their truck which they want to spend their time on it, even the manufacturer cannot produce trucks with many design to satisfy their consumers.  

 

These truckers in India, means a kaleidoscope of colors, slogans, bright paints, motifs, typography, some unique couplets, and intricately painted symbols. This truck is not just a way to get around. It's a 

moving work of art reflecting the character of its driver -- and a brilliant beacon for new customers, which explores India's spectacular truck art tradition and an age-old folk art form of India that makes 

journeys through the dusty highways of India, incredible in more ways than one. These Indian trucks take you on a rather colorful journey of diverse customized cultures. The designs painted on the trucks 

do not merely stand for aesthetic purposes, but they attempt to depict religious, sentimental, and emotional viewpoints of the driver, who interact with it on a daily basis. Indian trucks are not functional, but 

they fit into owner‟s desires, its roads, its mountains and its culture. 

 

Largely, it investigates that uncustomizable truck with a fixed design cannot answer changeable desires of consumers and also is incredibly boring to the point where every driver becomes suicidal, just at 

the sheer thought of having to climb into the extremely well designed, but incredibly dull cabin, again on Monday morning.2  
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图.个性化设计的印度卡车                                   图.印度卡车公司出售无车厢的卡车 

Figure. Indian self customization of truck. Fig. In India companies sell truck without cabin 
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ىٍ ایىؼب ٥َاكبن ډی هًإشىي ؿىيیه اوشوبة ٍا دی٘ ٍيی .  ٹ٦ٮبر سٲییَدٌیَ سًڅیي ٽَىثب اسًډجیڄ ٍا  ایه ثَای ايڅیه ثب1998ٍ ډی ًٙى ٽٍ ىٍ ٕبڃ Smart Fortwo ډَث٣ً ثٍ َٙٽز هًىٍيایه 
ثب ایه سپىیټ، ٽبٍثَ ؿىيیه ٹ٦ٮٍ ډشٶبير ٍا ػم٬ آيٍی ډی ٽَى .   ځِیىٍ اوشوبثی ىاٙشٍ ثبٙي٥َفډَٞٳ ٽىىيٌ ځٌاٙشٍ، ثٍ اي ٵَٝز اوشوبة ىاىٌ سب يی ثشًاوي اُ ډیبن ؿىي ٭ىَٞ ٥َاكی ډبوىي ٍوڀ یب 

 .سب ثشًاوي ٥َاكی هًىٍي ٍا  ثَ إبٓ سمبیلار هًىٗ سٲییَ ىَي
 
ایه ډٮَٳ ٙپڄ ايڅیٍ ډبٙیه إز ٽٍ ىٍ آن دىڄ َبی ثيوٍ دلإشپی ٹبثڄ . ًَٙمىي ثَای ډَٞٳ ٽىىيځبوی ٥َاكی ٙي ٽٍ ډی هًإشىي ٭مڄ ٕٶبٍٙی ٕبُی ٍا اوؼبڇ ىَىي« ډیپَي ډبٙیه ٽبډذپز»

 .ىاٙشٍ ثبٙىيىاٍوي  ػبثؼبیی ثچیز ٹب ٽٍایه ډبٙیه َب َمـىیه ډی سًاوىي دىڄ َبی ٕٺٴ. سٮًی٠، ثو٘ ثیَيوی آن ٍا سپمیڄ ډی ٽىىي
 

1998 年，奔驰旗下微型城市汽车 Smart 成为第一个可以自由更换汽车组件的品牌。在选购 Fortwo 两座款汽车时，设计师会给客户提供多种选择，让客户自己选择汽车

的颜色、款式等组件，为客户打造最理想的座驾。自此，客户可以根据自己的想法，改变汽车的原有组建，打造属于自己的汽车。 

 

奔驰旗下的子公司 MCC 同样为客户提供私人化订制汽车的服务。在固定了基本车型以后，客户可以把汽车外车身更换成塑料材质，车身顶盖也可以根据客户需求进行

更换。 

This case is „Smart Fortwo‟, which exemplified the first changeable car parts in 1998. Here designers wanted to put forward several choices in front of the consumer, to allow for making a composition of 

some design elements such as color or pattern all by themselves.  With this technique, user collect different parts for changing the design of their own car the way they desire. 

 

The Smart "Micro compact car" was designed for consumers who want customization. It defines the basic shape of the car which interchangeable plastic body panels complete the exterior. It is also 

available with target-style removable roof panels. 
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DIY $ٌای ډی ثبٙي #هًىر اوؼبڇ ثي ٍ  ٍا ثٍ ٭ىًان ٍٵشبٍَبیی سًٝیٴ ډی ٽىىي ٽٍ ىٍ آن اٵَاى ډًاى هبڇ، ویمٍ DIYسلٺیٺبر ٭چمی . یټ ٍيٗ ٕبهشه ي دیَای٘، ثيين ٽمټ ډٖشٺیڈ اُ ػبوت اٵَاى كَٵ
ىٍ ٵَى ثبٙىي ٽٍ ایه اوڂیٌِ َبی ځًوبځًن ٹجلا ثٍ ٭ىًان DIYاوڂیٌِ َبی ډوشچٶی ډی سًاوىي آٱبُ ٽىىيٌ ٍٵشبٍ . ثَای سًڅیي، سجيیڄ ي یب ثبُٕبُی ثٍ ٽبٍ ډی ځیَويٽٍ ىٍ اهشیبٍ ىاٍوي ٍا هبڇ ي څًاُڇ ػبوجی ٍا 

٥جٺٍ ثىيی  #ٕبهز، سًاومىيٕبُی، ػٖشؼًی ػبډٮٍ، ډىلَٞ ثٍ ٵَى ثًىن$ي اٵِای٘ ًَیز  #ډىبٵ٬ اٹشٞبىی، ٭يڇ ىٕشَٕی ثٍ ډلًٞڃ، ٭يڇ ٽیٶیز ډلًٞڃ، ویبُ ثٍ ٕٶبٍٙی ٕبُی$اوڂیٌِ َبی ثبُاٍ 
ډيڅیىڀ ىٍ ډٺیبٓ ٽبډڄ، اٙیبء هًى ٍا سٲییَ ی  ډی سًاویي ثب ٽمشَیه ثًىػٍ ثيين اوؼبڇ ٭مڄ DIYٍثب إشٶبىٌ اُ .  ثٍ ٙمب اػبٌُ ډی ىَي سب هبوٍ ي آدبٍسمبن سبن ٍا ٕٶبٍٙی ٕبُی ٽىیيDIY. ډی ٙيوي

ٗ َب ي سٞبيیَ آډًُٙی ځبڇ ثٍ ځبڇ اٍائٍ ٙيٌ س٤ًٕ سًڅیي ٽىىيٌ ډی سًاوي ٙمب ٍا ىٍ ډٖیَ  دَيٌّ َبی . ىَیي یټ یب ؿىي دَيٌّ .  َيایز ٽىيDIYؿٍ ډجشيی ثبٙیي ي ؿٍ ډشوٜٞ،  ىٕشًٍاڅٮمڄ َب ي آډًُ
 .ٍا آٱبُ ٽىیي، ىٕز َبیشبن ٍا ثٍ ٽبٍ ثڂیَیي ي ٭بٙٸ ٽبٍی ٽٍ هًىسبن ثب ىٕز هًىسبن اوؼبڇ ىاىٌ ایي ثًٚیي

 
سب ٕبڃ « هًىر اوؼبڇ ثيٌ»٭جبٍر .   ي ىٍ ىٍػٍ ايڃ ىٍ كًٌُ ٵٮبڅیز َبی ثُجًى هبوٍ ي سٮمیَ ي وڂُياٍی اُ هبوٍ، ثب ډَٞٳ ٽىىيځبن اٍسجب٣ ىاٙشٍ إز1912كياٹڄ اُ ٕبڃ « هًىر اوؼبڇ ثيٌ»ا٦ٝلاف 
ثٍ ٥ًٍی ٽٍ یټ ٍيوي ثُجًى اډًٍ هبوٍ ي ىیڂَ دَيٌّ َبی ډوشچٴ َىَی، ٝىٮشی ي ٕبهز ي ٕبَُبی ٽًؿټ ثٍ ٭ىًان یټ سٶَیق هلاٹبوٍ ثب َٝٵٍ ػًیی ىٍ . ٍایغ ٙي #ىٍ إشبوياٍىَبی اوڂچیٖی$ 1950

ٍ َبیٚبن ثَ ىیڂَان DIY.َِیىٍ ٩ًٍُ دیيا ٽَى  ډَث٣ً ثٍ ػىج٘ َىَ ي ٝىبی٬ ىٕشی ډی ًٙى ٽٍ ػبیڂِیىی ثَای ٵََىڀ ىویبی ډيٍن اٍائٍ ډی ىَي ٽٍ ىٍ آن ٵََىڀ، اٵَاى ثَای ث٥ََٳ ٽَىن هًإش
 .سپیٍ ډی ٽىىي

DIY 意为在没有专业技术人员的帮助下，自己动手制作物品。学术研究把 DIY 定义为一种个人行为，即把原材料、半原料以及零部件组装在一起，把原品进行改装或变

形的过程。促使 DIY 行为发生的原因有很多，目前这些原因大致有两种：第一种，外部原因，即市场客观因素带来的影响。如对经济利益的追求、产品数量供不应求、

产品质量低劣、以及特殊定制需求。第二种，内部原因，即消费者自身为寻求独特的身份认可而进行个性化改造。比如为展示手艺、为体现身份地位、为寻求同伴归属

感、或者味了展示自身个性。DIY 不仅可以改造小型物件，甚至可以对房子、别墅等进行改造，只要预算充足，就可以对一切物体进行 DIY 改造。不管你是 DIY 菜鸟还

是资深 DIY 人士，只需要按照指示，对着图纸一步一步操作，任何人都可以对物品进行心仪的改造。不妨找一两个东西，亲自试试，当你在改造物品时弄的满身灰尘、

大汗淋漓后而得到了一件满意的物品，那时你就会爱上 DIY 了。 

消费者对产品进行 DIY 改造的例子，最早可以追溯到 20 世纪初。早在 1912 年，便有人开始在家庭装修方面进行 DIY 改造了。20 世纪 50 年代，“do it yourself ”这个词

组已经被列为标准英语中常见用法。 Do it yourself 是一种正在流行起来的趋势， 人们对各种小型物件或者是家庭装修进行独立的、有创造性的改造，这种改造往往体

现个性特征，同时也是当下一种节省成本的建造方式。从本质上来看，DIY 是一种美术艺术运动，不同于原有的现代消费者文化（依靠别人的制造来满足自己的需

求），而 DIY 则强调“用自己的双手筑造自己的梦想”。 

 
Do it yourself (DIY) is the method of building, modifying things without the direct help of professionals. Academic research describes DIY as behaviors where individuals engage raw and semi-raw 

materials and component parts to produce, transform, or reconstruct material possessions. DIY behavior can be triggered by various motivations previously categorized as marketplace motivations 

(economic benefits, lack of product availability, lack of product quality, need for customization), and identity enhancement (craftsmanship, empowerment, community seeking, uniqueness). DIY allows you 

to customize your home, apartment, or things with DIY accents that transform your objects on a budget without completing a full-scale remodel. Whether you are a beginner or an expert, as instructions, 

tutorials, and step-by-step photos provided by manufacturer can guide you to tackle DIY projects. Try out a project or two, get your hands dirty, and fall back in love with your work. 

 

The term "do-it-yourself" has been connected with consumers since at least 1912 primarily in the domain of home improvement and maintenance activities. The phrase "do it yourself" had come into 

common usage (in standard English) by the 1950s, in reference to the emergence of a trend of people undertaking home improvement and various other small craft and construction projects as both a 

creative-recreational and cost-saving activity. DIY is related to the Arts and Crafts movement, in that it offers an alternative to modern consumer culture's emphasis relying on others to satisfy desires. 
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یټ . ىٕشڂبٌ ٵَيٗ هًىٽبٍ، ىٕشڂبَی إز ٽٍ دٔ اُ دَىاهز دًڃ س٤ًٕ ډٚشَی ثٍ ىاهڄ آن، ثيين ویبُ ثٍ یټ ٵَيٙىيٌ اوٖبوی، ثٍ ٥ًٍ هًىٽبٍ ډجبىٍر ثٍ ٵَيٗ ډلًٞلار ثٍ ډٚشَیبن ډی ٽىي
ىٕشڂبٌ هًىدَىاُ ٽٍ ثٍ آن ٭بثَثبوټ ویِ ځٶشٍ ډی ًٙى، یټ ىٕشڂبٌ اڅپشَيویپی اوشٺبڃ دًڃ وٺي ډی ثبٙي ٽٍ ډٚشَیبن ثبوټ ٍا ٹبىٍ ډی ٕبُى ډٮبډلار ډبڅی ٍا ثيين ویبُ ثٍ یټ ٝىييٷ ىاٍ اوٖبوی اوؼبڇ 

ىٍ اٱچت ىٕشڂبٌ َبی هًىدَىاُ ډيٍن، ډٚشَی ثب إشٶبىٌ اُ یټ ٽبٍر ٭بثَثبوټ ٙىبهشٍ ډی ًٙى ٽٍ ایه ٽبٍر ىاٍای یټ وًاٍ ډٲىب٥یٖی ي یب یټ سَاٍٙ كبيی یټ ٙمبٌٍ ٽبٍر ډىلَٞ ثٍ ٵَى ي .  ىَىي
ثب إشٶبىٌ اُ یټ ىٕشڂبٌ هًىدَىاُ، ډٚشَیبن ډی سًاوىي ََ ُډبن ٽٍ ډی هًاَىي، ثيين ایىپٍ ویبُ ثبٙي ثٍ ىاهڄ ثبوټ ٍٵشٍ یب يٹز ُیبىی َٝٳ ٽىىي، ثٍ ٕذَىٌ َبی ثبوپی . ثَهی ا٥لا٭بر اډىیشی ډی ثبٙي

 .یب ا٭شجبٍی هًى ثٍ ډى٪ًٍ اوؼبڇ اوًا٫ ډٮبډلار اُ ػمچٍ ثَىاٙز وٺيی، ثٍَٕی ډبويٌ كٖبة یب هَیي ا٭شجبٍ ثَای ځًٙی َمَاٌ ىٕشَٕی دیيا ٽىىي
ویِ ځٶشٍ ډی ًٙى، یټ ٵَآیىي هًىٽبٍ َٖشىي ٽٍ ثب إشٶبىٌ اُ آن  هَیياٍان ٹبىٍوي ٽبلاَبیی ٍا ٽٍ هَیيٌ اوي ثيين ویبُ ثٍ ٽمټ اوٖبوی إپه « هًىدَىاهز»، ٽٍ ثٍ آن َب  «هًىدَىاُی ثب إپه»٭مڄ 

ثٍ ٥ًٍ ډٮمًڃ یټ هًىدَىاُی ثب إپه ٙجبَز ثٖیبٍ ُیبىی ثٍ ٕیٖشڈ َبی دَىاهز ٕىشی ىاٍى ثب ایه سٶبير ٽٍ ىٍ ایه ٕیٖشڈ هَیياٍ ثٍ ػبی . ٽَىٌ ي ثٖشٍ ثىيی ٽىىي ي َِیىٍ آن ٍا دَىاهز ٽىىي
 ٕبڃ ځٌٙشٍ، سٲییَ ثٍ ٕمز ٵه آيٍی هًىدَىاُی ىٍ ٝىٮز هَىٌ ٵَيٙی ثٍ يیٌْ ىٍ ًٕدَډبٍٽز َب ٍا 5ىٍ ٥ی . ایىپٍ ثب ٽبٍډىي ٵَيٙڂبٌ سٮبډڄ ىاٙشٍ ثبٙي، ىٍ ٭ًٟ ثب یټ ٽبډذیًسَ َٕ ي ٽبٍ ىاٍى

 .ٙبَي ثًىٌ ایڈ

自动售货机给消费者提供了自助购物的平台，消费者仅需要把现金塞进入钞口，就可以拿到所需商品，完全不需要人工售货员的协助。同理，自助取款机可以让用户在

无银行柜员帮助的情况下进行取现或转账。用户在使用自助取款机时，需要把银行卡插入机器内，由于银行卡上有一个磁条或芯片，上面记录了卡号等个人安全信息，

取款机会自动识别并读取银行卡上的相关信息。在自助取款机上，用户可以管理自己的储蓄账户或信用账户，进行取现、查询交易明细、给手机充值等各种交易，完全

不需要在柜台办理，这样便节省了很多时间。 

自助结账机可以在无人工收银员的情况下给消费者提供商品扫描、结算、打包、付款等服务。自助付款通道和传统的人工付款通道的付款流程基本一致，只是在自助付

款通道上，机器代替了收银员。五年来，零售行业的收银区发生了巨大变化，很多自助结账机代替了收银员。现在，大部分超市都安装了自助结账机。 

 

A vending machine is a machine that sells products to customers automatically, after the customer paid currency into the machine without the need for a human seller. An ATM 

machine, also known as an automatic teller machine, is an electronic cash dispenser device that enables the customers of a bank to perform financial transactions without the need for 

a human cashier. In most modern ATMs, the customer is identified by inserting a ATM card with a magnetic stripe or a chip that contains a unique card number and some security 

information. Using an ATM, customers can access their bank deposit or credit accounts in order to make a variety of transactions such as cash withdrawals, check balances, or credit 

mobile phones in any time without going inside the bank and spending time. 

Self-scanning checkout, called "self-checkout" is an automated process that enables shoppers to scan, bag, and pay 

for their purchases without human help. Typically, a self-scanning checkout lane looks very much like a traditional 

checkout lane except that the shopper interacts with a computer's user interface instead of with a store employee. 

Over the past 5 years, there has been a shift towards self-checkout technology in the retail industry, especially in 

supermarkets. 
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 هَیياٍ ٍيوي دَىاهز ٍا ثب څمٔ #.Daniella,2008$ىٍ ٕیٖشڈ َبی هًىدَىاُی، ډٚشَیبن ثبیٖشی ٵَآیىي هَیي ٍا هًىٙبن اوؼبڇ ثيَىي  105
. ٍيی ٝٶلٍ ومبی٘ ٽبډذیًسَ آٱبُ ډی ٽىي یب ىٍ ثٮ٢ی ٕیٖشڈ َب ثٍ ٕبىځی ٵَآیىي دَىاهز  ثب إپه ٽبلاَب آٱبُ ډی ًٙى« هًٗ آډيیي»٭جبٍر 

َىڂبډی ٽٍ ٵَآیىي هًىدَىاُی س٤ًٕ هَیياٍ آٱبُ ٙي، ٝيای ١ج٤ ٙيٌ ٽبډذیًسَی ىٕشًٍاڅٮمڄ ٽبٍ ٍا ٹيڇ ثٍ ٹيڇ ثَای هَیياٍ س١ًیق ىاىٌ ي 
يٹشی  .ثٍ اي ډی آډًُى ٽٍ ؿڂًوٍ ٽبلاَبیی ٍا ٽٍ هَیياٍی ٽَىٌ إپه ٽىي ي َىڂبډی ٽٍ هَیيَبی٘ ٍا إپه ٽَى، آن َب ٍا ىٍ ٽؼب ٹَاٍ ىَي

هَیياٍ ٽبلایی ٍا إپه ډی ٽىي، ثبٍٽي ٽبلا ا٥لا٭بر ډًٍى ویبُ ٍا ثَای ٽبډذیًسَ ٵَاَڈ ډی ٽىي سب ٽبډذیًسَ ثشًاوي سٚویٜ ىَي ٽٍ ؿٍ ٽبلایی 
اځَ ٵَيٙڂبٌ اُ ثَؿٖت َبی اډىیشی إشٶبىٌ ٽىي، ٕیٖشڈ َمـىیه ډی سًاوي ىٍ كیه . إپه ٙيٌ ي يُن ي ٹیمز ٽبلای ډًٍى و٪َ ٍا سٮییه ٽىي

اځَ ثَؿٖت َبی اډىیشی ٱیَٵٮبڃ وًٚوي، َىڂبڇ هَيع هَیياٍ اُ ډٲبٌُ ٕیٖشڈ َٚياٍ اډىیشی ٵَيٙڂبٌ ثٍ ٝيا . ٍيوي إپه آن َب ٍا ٱیَٵٮبڃ ٕبُى
ٍ َبی هَیي َيایز ډی ٽىي، ىٍ . ىٍهًاَي آډي ُډبوی ٽٍ ٝيای ١ج٤ ٙيٌ ٽبډذیًسَی هَیياٍ ٍا ثَای ٹَاٍ ىاىن ٽبلاَبی إپه ٙيٌ ىٍ ٽیٖ

ثٖشٍ ثٍ ایىپٍ ٵَيٙڂبٌ اُ ؿٍ ٕیٖشمی إشٶبىٌ ٽىي، دَىاهز . كٺیٺز ىٍ ایه ٵبٝچٍ ُډبوی، ٽبلا ىٍ یټ ډٺیبٓ اډىیشی ٹَاٍ ىاىٌ ٙيٌ إز
ٍ َبی . َِیىٍ هَیي ډی سًاوي س٤ًٕ ٽبٍر وٺيی، ٽبٍر ا٭شجبی یب دًڃ وٺي اوؼبڇ ًٙى اډب ثَای ایىپٍ َٕډبیٍ ځٌاٍی ثبُىٌ ثبلایی ىاٙشٍ ثبٙي، دبیبو

اځَ ؿٍ ٕیٖشڈ َبی هًىدَىاُ اډَيٌُ ىٍ ٵَيٙڂبٌ َبی هَىٌ ٵَيٙی ٍياع ثیٚشَی دیيا ٽَىٌ اوي، . هًىدَىاُی ثبیٖشی إٓبن ي ٽبٍثَدٖىي ثبٙىي
هًىدَىاَُب َىًُ ثب ډٚپلار ٵىی ُیبىی ډًاػٍ . آوُب َىًُ اُ و٪َ ًُٕڅز ي إٓبوی ىٍ إشٶبىٌ، ٵبٝچٍ ُیبىی سب ٍٕیين ثٍ ډَكچٍ ٽمبڃ ىاٍوي

 .َٖشىي ي ایه ډٮبیت ٥َاكی، اٱچت ثٖیبٍی اُ ډٚشَیبن ٍا ٽلاٵٍ ډی ٕبُوي

 

在自助结账机上，消费者需要自己完成结账的步骤（丹妮拉，2008）。首先要点击电脑屏幕以启动自助结账程序，然后

扫描所购买产品的条形码，最后结算付款就可以了。通常，自助结账机会有自动的语音提示，消费者按照语音提示一步

一步操作，就可以完成结算和付款。消费者在机器上扫描商品的条形码后，电脑会自动读取存在条形码内的信息，辨别

出该商品的物种、单价、重量以及总价。如果商场在条形码上加密，自助结账机器也可以通过扫描解除密码。如果解码

失败，消费者拿走未解码的商品时就会触发警报。当机器指示消费者把商品放在购物袋中时，实际上是把商品放在购物

袋下面的安全秤上。根据机器上的收银系统，消费者可以用借记卡、信用卡或现金结账。自助结账机器操作简单并直观

易懂，才能方便消费者的购物过程。尽管越来越多的商店都引进了自助结账机，但这不能说明自助结账机已经十全十美

了。在使用自助结账机时，消费者总会遇到很多技术问题，这些问题有时会让消费者十分不悦。 

In self-checkout systems, the customer is required to do the process by themselves (Daniella, 2008). The shopper begins the 

checkout process by touching the computer's welcome screen or, with some systems, by simply beginning to scan items. Once the 

checkout has been initiated by the shopper, the computer's animated voice provides the shopper with step-by-step instructions 

about how to scan their items and where to place them once they've been scanned. When the shopper scans an item, the item's 

barcode provides the computer with the information it needs to determine what item is being scanned, as well as the item's weight 

and current price. If the store uses security tags, the system can also deactivate them during the scanning process. If the security 

tag is not deactivated, an alarm system sounds when the shopper leaves the store. When the computer's animated voice directs the 

shopper to place the scanned item in a waiting shopping bag, the item is really being placed on a security scale. Depending on the 

system, payment at a self-scanning checkout can be made by debit card, credit card, or cash. But in order for there to be a high 

return of investment, the self-checkout terminals need to be intuitive and user-friendly. Although self-checkout systems are 

becoming more prominent in retail stores, they are still far from perfect in terms of ease of usability. Self-checkout still faces 

many technological problems and these design flaws often frustrate many customers. 
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 :اه٦بٍ
ثىبثَایه ىٍ ًٍٝسی ٽٍ ٙمب ٭لاٹٍ ډىي ثٍ إشٶبىٌ اُ ایه ایيٌ َٖشیي ډی سًاویي ثب ډوش٫َ . ایيٌ ډبٙیه آیىيٌ ٽٍ ٙمب ایىؼب ډی هًاویي ثٍ ٭ىًان یټ اهشَا٫ ثٍ طجز ٍٕیيٌ إز. ډب ثٍ ٙمب ا٥لا٫ ډی ىَیڈ

ثٍ ایه . ىٍیبٵز ومبیىيیًان ؿیه اػبٌُ إشٶبىٌ اُ آن ٍا RMB 3000000 سمبٓ ثَٹَاٍ ٽَىٌ ي ثب دَىاهز َِیىٍ اهشَا٫ ثَاثَ  (designmo85@yahoo.com)اُ ٥َیٸ ایمیڄ  #ډلٖه ػٮٶَویب$آن 
 .سَسیت ډوش٫َ،  اهشَا٫ هًىٗ ٍا ٵٺ٤ یټ ثبٍ ي سىُب ثٍ یټ هَیياٍ ډی ٵَيٙي

ٍ َب، « ا٥لا٭بر ډلَډبوٍ»ىٍ اٍسجب٣ ثب اٵٚبی ثَهی  #ډلٖه ػٮٶَویب$ایه اه٦بٍَٙای٤ سًاٵٸ اٵٚبی ا٥لا٭بر ٍا س٤ًٕ ٵَى اٵٚبء ٽىىيٌ  ٍ َبی ايڅیٍ، وٺٚ ثٍ ا٥لا٫ ډی ٍٕبوي ٽٍ ایه ا٥لا٭بر ٙبډڄ ومًو
 .ىاىٌ َب، إَاٍ سؼبٍی ي ډبڅپیز ډٮىًی، ٹبوًوی ي ىاىٌ َبی ثیٚشَی ډشٮچٸ ثٍ اٵٚبء ٽىىيٌ ډی ثبٙي

 .اُ ََ ځًوٍ ًٕىآيٍی، یب ٥َاكی، ٕبهز، سًڅیي، ٵَيٗ ي یب ََ ٹَاٍىاى ىیڂَی ىٍ ٍاث٦ٍ ثب ډلًٞڃ ثٍ ٥ًٍ ډٖشٺیڈ یب ٱیَډٖشٺیڈ  اػشىبة يٍُیي
 :ثب سًػٍ ثٍ ایه ا٥لا٭بر ډلَډبوٍ، اٵٚبٽىىيٌ هًإشبٍ اٵٚبی ډ٦بڅت ثٍ َٙف ُیَ إز

ٍ سبن ثَای ایؼبى یټ ٍاث٦ٍ سؼبٍی ثب ٵَى اٵٚبء ٽىىيٌ إشٶبىٌ وپىیي- 1  .اُ ایه ا٥لا٭بر ػِ ثٍ ډى٪ًٍ اٍُیبثی ٭لاٹ
 .ثَ إبٓ ا٥لا٭بر، ثٍ ػِ ىٍ ډًاٍىی ٽٍ ٵَى اٵٚبء ٽىىيٌ ثٍ َٝاكز ثب آن ثٍ ٥ًٍ وًٙشٍ ٙيٌ ډًاٵٺز ٽَىٌ ثبٙي- 2

注意 

下文中提到的未来派汽车设计构想已经注册了专利。如果您对这种汽车设计概念有兴趣，请联系开发者，并支付相应的发明费以取得使用权，开发者会将其设计品唯一

授权给买方。 

费用：三百万人民币               联系人：莫森·加法尼亚（Mohsen Jaafarnia）             邮箱：designmo85@yahoo.com 

上述通知由发明者本人莫森·加法尼亚（Mohsen Jaafarnia）发布， 旨在防止有关专利品的“机密信息”泄露。有关该专利品的原型、图纸、数据、商业机密和知识产权等

均属于发明者本人，并受法律保护。 

 

任何直接或间接侵犯专利权的产品或物品都不予接受（侵权行为包括：未经许可制造发明专利品、设计改良新型专利品、盗用专利品外观设计、私自出售专利品等） 

经发布人要求，就机密信息相关内容特此公布： 

1-若无意与产品发明者建立业务关系，请勿私自评估专利品的市场价值并将专利信息泄露到市场中。 

2-只有发明者书面签字同意，才可使用相关的产品信息。 

Notice: 

We inform you. The idea of futuristic car you read here has registered as an invention patent. Therefore, in case you are interested to use this idea. We ask you to contact the inventor (Mohsen Jaafarnia) 

(designmo85@yahoo.com) and through paying the fee of this invention which is equal 3,000,000 RMB Chinese Yuan receive the permission of use. In this way inventor sell this just one time and just to 

one buyer. 

 

This notice informs the conditions of this disclosure by the discloser (Mohsen Jaafarnia) to the disclose of certain "Confidential Information" - including but not limited to prototypes, drawings, data, trade 

secrets and intellectual property legally belonging to discloser. 

Not to directly or indirectly acquire any interest in, or design, create, manufacture, sell or otherwise deal with any item or product. 

With regard to the Confidential Information, discloser request disclose as follows: 

1- Not to use the information except for evaluating its interest in entering a business relationship with discloser. 

2- based upon the information, except as may be expressly agreed to in writing by discloser. 

www.takbook.com
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 .استفادٌ از ایه اختراع بدين اجازٌ با جریمٍ ي مجازات ريبري خًاَد شد 107
اػبٌُ ٽٖت ٽىي؛ ََ ایيٌ ای ىٍ ٍاث٦ٍ ثب ٥َاكی ؿٌَُ هًىٍي ٽٍ ثب ځًٙی سچٶه  #ډوش٫َ$ََ ٽٔ ٽٍ ٭لاٹٍ ډىي ثٍ إشٶبىٌ اُ ایه ایيٌ ثبٙي، ثَای إشٶبىٌ اُ آن كشی ثب اوؼبڇ ََ ځًوٍ سٲییَ یب اٝلاف، ثبیٖشی اُ ٵَى اٵٚبء ٽىىيٌ 

ٍ ای ثٍ ایه اهشَا٫ ډَث٣ً ډی ځَىى، ثيين ٽٖت اػبٌُ اُ اٵٚبء ٽىىيٌ ثب ػَیمٍ ٍيثَي هًاَي ٙي  ډی ثبٙي، RMB 9000000اُ آوؼبیی ٽٍ ػَیمٍ إشٶبىٌ ثيين ډؼًُ ىٍ ٦ٕق ډچی ي ثیه اڅمچچی ډجچٰ . ٽىشَڃ ډی ًٙى ي ثٍ ځًو
 .څ٦ٶب ثٍ ػبی إشٶبىٌ اُ آن ثٍ ٥ًٍ ٱیَٹبوًوی، ثب ٵَى اٵٚبء ٽىىيٌ سمبٓ ثَٹَاٍ ٽَىٌ ي ٽٖت اػبٌُ ٽىیي

كٺًٷ طجز اهشَا٫، ََ ځًوٍ ٕبهز، إشٶبىٌ، ياٍىار یب ٵَيٗ اهشَا٫ ٍا ىٍ ىاهڄ یب هبٍع اُ ٽًٍٚ ثٍ ډى٪ًٍ كٶب٩ز اُ اهشَا٫ .  ٽٍ س٤ًٕ ىيڅز ٽًٍٚی ا٭٦بء ٙيٌ إزیک حق مالکیت فکری است« ثبت اختراع»ایه 
اي ي ایيٌ « وَڇ اٵِاٍ ٽبٍثَىی»اهشَا٭بر طجز ٙيٌ ثٍ ٥ًٍ ٽچی ایيٌ . ٍا ٹبىٍ ډی ٕبُى سب اُ اهشَا٫ هًى ًٕى ثجَى #ډوش٫َ$ایه كٺًٷ اٵٚبء ٽىىيٌ . ٱیَٹبوًوی ډی ٕبُى #ډوش٫َ$ډوش٫َ، ثَای ََ ٵَىی ثٍ ػِ ٵَى اٵٚبء ٽىىيٌ 

ٍ َبی ٽبٍثَىی ي یب ٵىی   .ډی ثبٙي ٍا دًٙ٘ ډی ىَي« ػيیي»٥َاكی ؿٌَُ هًىٍي ٹبثڄ سٲییَ ثب إشٶبىٌ اُ وَڇ اٵِاٍ ٽبٍثَىی ٍا ٽٍ ٙبډڄ ػىج
٭لايٌ ثَ ایه ډب ډلٸ ثٍ ىٍیبٵز هٖبٍر ثَای . اځَ ٽٖی ثيين اػبٌُ ٵَى اٵٚبءٽىىيٌ، اُ ایه اهشَا٫ إشٶبىٌ ٽَىٌ یب آن ٍا سٲییَ ىَي، ډب ډلٸ ثٍ دیڂَى ٹبوًوی ثَای دبیبن ىاىن ثٍ ََ ځًوٍ اىاډٍ ًٕء إشٶبىٌ اُ ایه اهشَا٫ َٖشیڈ

ي اځَ ډب ٭ملا ایه ایيٌ ٍا ثٍ ډَكچٍ . هٖبٍر ثٍ ٥ًٍ ٽچی ثَ إبٓ ًٕىی ډلبٕجٍ ډی ًٙى ٽٍ ٵَى اٵٚبء ٽىىيٌ ىٍ وشیؼٍ وٺ٠ ٹًاویه س٤ًٕ ٵَى ډشوچٴ اُ ىٕز ىاىٌ إز. ََ ځًوٍ إشٶبىٌ ثيين ډؼًُ اُ ایه اهشَا٫ ډی ثبٙیڈ
اځَ ٵَى ډشوچٴ اُ ایه ایيٌ ي ٵه آيٍی آځبَبوٍ ي . سًڅیي وَٕبويٌ ایڈ، هٖبٍر ثٍ ىڅیڄ ٱىی ٕبُی وب٭بىلاوٍ اُ ٵَى ډشوچٶی ٽٍ ثب إشٶبىٌ ٱیَ ډؼبُ اُ ایه اهشَا٫ طجز ٙيٌ كٺًٷ ډوش٫َ ٍا وٺ٠ ٽَىٌ إز، ىٍیبٵز هًاَي ٙي

ٍ ای سب ٕٺٴ ٍٕ ثَاثَ هٖبٍر ياٍىٌ  ٍ َبی ىاىځبٌ ي كٸ اڅِكمٍ يٽیڄ َٖشیڈ #RMB 9000000یٮىی $سٮميا إشٶبىٌ ٽىي، ډب ډلٸ ثٍ ىٍیبٵز ػَیم  .ثٍ ٭لايٌ َِیى

未经许可私自使用该专利品，将受到罚款处罚和法律制裁： 

只有得到发明者本人许可，才可以使用该专利品的相关信息； 

只有得到发明者本人许可，才可对该专利品进行改动，才可使用修改过的相关产品； 

所有有关“手机控制可变汽车表面设计”的构想都与本专利有关，未经发明者本人许可，请勿擅自使用，否则会处以罚款； 

未经发明者许可擅自使用专利品，按照中国和国际相关的法律规定，会处以九百万人民币的罚款。所以，使用该专利品之前，请联系发明者本人以取得许可。 

该专利品受到国家知识产权的保护。专利权旨在防止除发明者本人以外的任何人非法制造、使用、进口或贩卖该产品，以此来保护发明者的合法权益。同时，专利权也保障发明人的合法收

益。该品受专利权保护的内容有：相关程序的理念，手机控制可变汽车表面设计的理念，以及附带的新功能和技术方面的信息。 

如果有人未经发明者许可私自修改或使用专利品，我们将有权勒令其停止侵权行为，并会寻求法律保护。另外，我们有权统计对侵权行为所带来的损失。损失包括：1. 发明者因侵权行为而

遭受的经济损失。2. 如果我方还未生产出相关成品，侵权人未经许可生产成品进行谋利的利润也将会计算在内。如果侵权人在已知自己行为不当的前提下，故意使用受专利保护的专利品以

及其相关概念和技术，我们有权收取实际损失（九百万元人民币）的三倍，侵权方还要承担诉讼费和律师费。 

Fine and penalty to use this invention without permission:  

Whoever is interested to use this idea must have permission from discloser (inventor), even with any change and modification in invention; whatever idea has changeable car face design that is controlled 

by phone is related to this invention and using without discloser permission tends to fine. Since the fine of using without permission is 9,000,000 RMB in the level of national and international, please 

contact discloser and request for permission instead of using it illegally.     

This is a patent which is an intellectual property right, granted by country‟s government. Patent rights make it illegal for anyone except discloser (inventor) to make, use, import or sell the invention 

in/out the country to protect the inventor‟s invention. This let discloser (inventor) profit from his invention. Patents generally cover his App idea and idea of changeable car face design using App that 

contains „new‟ functional or technical aspects.  

If someone modifies or uses this invention without discloser‟s permission, we entitle to stop their use of the invention by seeking a legal injunction in court. In addition, we entitle to collect damages for any 

unlicensed use of this invention. Damages generally calculate based on lost profits that discloser suffers as a result of the infringement, or if we are not actually producing this idea, to the unjust enrichment 

the infringer received through the unauthorized use of this patent. If the infringer uses this idea and technology knowingly and willfully, we entitle to receive up to three times the actual damages suffered 

(9,000,000 RMB), plus court costs and attorneys‟ fees.   
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ٗ َبی ډٮىی ىاٍ وًآيٍاوٍ اوشٺبڃ آن یبٵز ًٙى. ثَای سى٪یڈ ػُشی ثَای آیىيٌ، دبیٍ ٍٹبثشی ثبیي ىٍ ٍاث٦ٍ ثب ډَٞٳ ٽىىيځبن ىٍٻ ًٙى 108  ثىبثَایه، ٽچیي سًٕٮٍ آیىيٌ كٺیٺشب ډی سًاوي ىٍ ىٍٻ سؼَثٍ ډَٞٳ ٽىىيٌ ي ٍي
$Prahalad&Sawhney,2011.#ای ىاٍى ٽٍ ىٍ آن ډَٞٳ ٽىىيٌ ډی سًاوي سٮبډلار هًى ٍا ٽىشَڃ ٽَىٌ ي ثبُهًٍىی ٍا ٽٍ ډی هًاَي ىٍیبٵز ٽىي ٍ  ىٍ #.Prahalad&Sawhney,2011 $ یټ سؼَثٍ ډظجز ثٖشڂی ثٍ ىٍػ

هًىٍي ډی سًاوي س٤ًٕ ډَٞٳ ٽىىيٌ ٽىشَڃ ٙيٌ ي ثٍ ػبی ثيوٍ ٵچِی ؿًن ٵًلاى،  #ٹبثڄ سٲییَ $ ٍاث٦ٍ ثب ٕٶبٍٙی ٕبُی ثَای ثُجًى ١ٍبیز ډٚشَی ي دی٘ اٵشبىن اُ اوش٪بٍار ډٚشَی ىٍ ثبُاٍ سًڅیي هًىٍي، یټ ٙپڄ ٱیَطبثز
آوُب ٕٮی ډی ٽىىي ٥َاكی ٍا ثَای هًىٙبن ٕٶبٍٙی .  هًىٍي، ٥َاكی ٍا سٲییَىَىيسیًویىڀَمبو٦ًٍ ٽٍ ډی ثیىیڈ ٥َاكبن اسًډجیڄ َب ٍا ٥َاكی ډی ٽىىي اډب ډَٞٳ ٽىىيځبن ٕٮی ىاٍوي ثب . اوًا٫ ځٖشَىٌ ای اُ ٥َف َب ٍا هچٸ ٽىي

ٍ َبی ډَٞٳ ٽىىيځبن ٹبىٍ ثٍ اوؼبڇ ایه ٽبٍ ویٖشىي  .ٽىىي ُیَا ٕبُويځبن اسًډجیڄ ثٍ ىڅیڄ ډبَیز ٵبُی هًإش
ٍ َبی اػشمب٭ی ډبوىي  ثٍ ىیڂَان إز  ډلًٞڃ ٕٶبٍٙی هًى وٚبن ىاىندٔ اُ ٕٶبٍٙی ٕبهشه ٥َاكی، یټ اٹياڇ ډُڈ ىیڂَ ډَٞٳ ٽىىيٌ ثبٹی ډی ډبوي ٽٍ آن  ىٍ ایىؼب ٽبلای ډًٍى و٪َ ډی سًاوي یټ . إز« يیـز»ىٍ ٙجپ

٥َف هًى ٍا ثٍ ىیڂَان  #ٽٍ هًىٗ یټ ٥َاكی هًى ٕٶبٍٙی ٙيٌ إز$ځًٙی ٕٶبٍٙی یب كشی سَٽیجی اُ ٽبلاَبی ډوشچٴ ډبوىي ٽٶ٘، څجبٓ، ٽلاٌ ي يٕبیڄ آٍای٘ ثبٙىي ٽٍ ډَٞٳ ٽىىيٌ اُ ٥َیٸ ځَٵشه یټ ٭پٔ ٕچٶی 
ٍ َبی اػشمب٭ی ډىشَٚ ډی ٽىىيهًى ٕبهشٍډب كشی اډَيُ ډی ثیىیڈ ؿیىی َب هًىٙبن ٱٌای هًىٙبن ٍا ىٍ یټ ٍٕشًٍان ٥جن ډی ٽىىي ي ٕذٔ ٭پٔ آن ٍا ځَٵشٍ ي ٱٌای . وٚبن ډی ىَي  . هًىٙبن ٍا ىٍ ٙجپ

客户需求逐渐成为产品设计的主导因素，在未来市场中掌握竞争优势的重要条件就是从消费者角度设计产品。因此，未来发展的关键是理解消费者的经历，然后根据消费者的过往经历进行

有意义的创新与改造，以谋求共鸣（普拉哈拉德和索尼，2011）。消费者是否可以控制他们与产品之间的互动，并得到他们想要的反馈，这决定了消费者是否会得到一次满意的体验（普拉

哈拉德和索尼，2011）。客户的个性化定制可以提高客户对汽车的满意度，甚至打造出超越客户预期理想的汽车。客户可以根据自己的想法改变汽车外形，创造出各种各样的设计。设计师

设计汽车，但是消费者又希望自己改装，由于生产商无法制造出他们的理想车型，所以他们就会选择自主设计。也就是说，设计师和制造商永远也无法满足消费者，因为消费者的想法和需

求是无穷无尽的。 

除了个性化定制汽车，人们还有新的方式宣扬自己的个性，最典型的就是在“微信”这样的社交网络上展示个性。现在还可以个性化定制手机，甚至还可以通过自拍定制鞋子、裙子、帽子或

者化妆品（而自拍本身就是一种设计，即“自我定制”）。我们甚至还可以见到，有些中国人在餐厅自己做饭，然后给这些“定制食物”拍照，再发到社交网络上。 

To set up a direction for future, the competitive base must be understood in the context of consumers. Therefore, the key to future developing truly can be found in understanding the consumer experience 

and innovating meaningful ways of transforming it (Prahalad & Sawhney, 2011). A positive experience depends on the degree to which consumer can control their interactions and get feedback that they 

want (Prahalad & Sawhney, 2011). In case of customization to improve customer satisfaction and surpass customer expectation in car, unfixed (changeable) form can be controlled by consumer to create 

wide varieties of designs, instead of solid metallic body like steel. As we see designers design cars but consumers try to change the design with car tuning, they try to customize the design since 

manufacturer cannot do that because of the nature of consumers‟ desires which is Fuzziness. 

After customizing the design, there will be another important action of consumer which is the 

publicity of their customized product on social networks such as „WeChat‟, it can be a 

customized phone or even their composition of different items such as shoes, dress, hat and 

makeup through Selfie-Photo (which itself is a design, Self-Customization). Even we see today 

Chinese in the restaurant cook their food by themselves and then take pictures to publish their 

Food-Customization on social networks.   

 

 
  عفاسؽی عاصی غزا ّ تثلیغات. ؽکل

                                 图.定制食物和宣传图  

Figure. Food-Customization and publicity.   
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.ساتطَ تیي ًقؾَ قطؼات الکتشًّیکی ّ قطؼات هکاًیکی. ؽکل 109   

图.电子零件和机械零件的关系图 

Figure. Map relation between electronic parts and mechanical parts. 

 
 
 

 

 
تلفي ُوشاٍ  (اپ)ًشم افضاس کاستشدی  طشاحی عیغتن تشای. ؽکل   

   图.为手机程序设计的系统 

    Figure. System design for application(App)of phone 
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110 Figure. Consumer can design his own car using detail design technique. .، طشاحی کٌذاجضاهصشف کٌٌذٍ هی تْاًذ هاؽیي خْد سا تا اعتفادٍ اص تکٌیک طشاحی .  ؽکل  图.客户使用细节设计技术设计专属汽车 
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111 Figure. Consumer can design his own car using morphing design. .هصشف کٌٌذٍ هی تْاًذ هاؽیي خْد سا تا اعتفادٍ اص طشاحی هْسف طشاحی کٌذ.  ؽکل  图.客户使用变形设计技术设计专属汽车 
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طشاحی. ؽکل  

图.设计 

Figure. Design 
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113 Using this invention: تا اعتفادٍ اص ایي اختشاع使用实例: 

ًشم افضاس کاستشدی سا تاص کشدٍ ّ دستاسٍ  - 1

.طشاحی چِشٍ جلْ یا ػقة تصوین تگیشیذ  

1- 打开应用程序并且选择设计车前

脸或者车后脸 

1 - Open the App and decide on the 

design  for front face or back face. 

 

 

تکٌیک : تکٌیک طشاحی سا اًتخاب کٌیذ- 2

. یا تکٌیک طشاحی هْسفاجضاطشاحی   

2、选择设计方式：细节设计或者变

形设计 

2- Select the technique of design. 

Detail design or Morphing design. 

 

 

.ػکظ گشفتي اص چِشٍ اًغاى یا حیْاى- 3  

3、拍摄一张人脸或者动物脸的照片 

3- Take photo from the face of human or 

animal.  

 

اص طشیق سدیاتی ؽکل چؾن ُا، تیٌی ّ دُاى تشای  (هْسفیٌگ)ؽکل دُی - 4

 طشاحی هاؽیي

4、变形设计基于照片上的眼睛、鼻子、嘴巴来设计车前脸 

4- Morphing based on tracking the shape of eyes, nose and 

mouth to design car face. 
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طشاحی جضئیات چِشٍ هاؽیي. 5 114  

5、设计车前脸的细节 

5- Design the detail of car face.  

 

 

 

.یک پیؼ ًوایؼ اص طشاحی- 6  

6、预览设计成果的雏形 

6- Have a preview of design. 

 

 

 

 

 

 

 

 

 

 

 

طشاحی تش سّی چِشٍ خْدسّ، ّ تَ اؽتشاک گزاسی پیؼ ًوایؼ تشای دّعتاى دسیک ؽثکَ اػوال - 7

.اجتواػی هٌتخة  

7、在汽车外观上应用这个设计，并且可以通过社交网站将这个设计雏形分

享给你的朋友。 

7- Applying the design on the car face, and share the preview on a selected social 

network for friends. 
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115 Figure. Testing prototype of App. تغت ًوًَْ اّلیَ تشًاهَ.  ؽکل 图.程序原型测试 
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ىٍ ًٍٝر ٕٶبٍٙی ٕبُی ثَای ثُجًى ١ٍبیز ډٚشَی ي دی٘ اٵشبىن اُ اوش٪بٍار ډٚشَی، سًڅیي ٽىىيځبن هًىٍي ثبیٖشی ثَ ٍيی ایؼبى اٙپبڃ سٲییَدٌیَ اسًډجیڄ سمَٽِ ٽىىي سب ه٦َ ٭يڇ دٌیَٗ ډلًٞڃ ٍا س٤ًٕ ډَٞٳ  116
ٍ َبی آن َب َمیٍٚ سٲییَ ډی ٽىي، ٽبَ٘ ىَىي ډی سًاوي ٍاٌ كڄ َبی هًثی ثَای دٚشیجبوی اُ ایه ایيٌ « ثیًډیمشیټ» ىٍ ایه ډیبن ٭چڈ #.Wakefield&Baker,1998; Desmet et al.,2003 $ٽىىيځبن ٽٍ ٕچیٺٍ ي هًإش

 ,Izard,1997;  National Geographic $ىٍكبڅی ٽٍ ایه سٲییَار ىٍ ًٍٝر سمبډب ثَای اٍسجب٥بر ډشٺبثڄ إشٶبىٌ ډی ًٙوي. ثٍ ٭ىًان ډظبڃ، ٥َاف ډی سًاوي اُ ٙپڄ سٲییَدٌیَ ؿٌَُ اوٖبن َب یب كیًاوبر اڅُبڇ ثڂیَى. اٍائٍ ىَي
2015; Teyssier,2015; Knutson,1996 .#ٌُایه ٍاٌ كڄ اوٺلاثی ٍاٌ ٍا ثَای ٥َف َبی ػيیي، . وًآيٍاوٍ ٙبډڄ یټ دًٕز ثیَيوی ٹبثڄ اوٮ٦بٳ ٵَٝز ډىبٕجی ٍا ىٍ كًٌُ ٥َاكی هًىٍي ایؼبى ٽَىٌ اوي ٵه آيٍی َبی اډَي

ىٍ سپىیټ ايڃ، . ىٍ ایىؼب ډه اهشَا٫ هًى ٍا ډ٦َف ډی ٽىڈ ٽٍ ثب إشٶبىٌ اُ آن ډَٞٳ ٽىىيٌ ډی سًاوي ډبٙیه ډيو٪َ هًى ٍا ثَ إبٓ ىي سپىیټ ٥َاكی ٽىي. سًڅیي ي ىاىن ٹبثچیز َبی ثبڅٺًٌ ثٍ ډبٙیه َبی آیىيٌ ثبُ ٽَىٌ إز
٭پٔ ډی سًاوي ثٍ ٥ًٍ ډٖشٺیڈ اُ $یټ وَڇ اٵِاٍ ٽبٍثَىی ىٍ سچٶه َمَاٌ س٤ًٕ ډه ٥َاكی ٙيٌ إز ٽٍ اُ ٥َیٸ آن اثشيا ډَٞٳ ٽىىيځبن ډی سًاوىي اُ آن ثَای ځَٵشه ٭پٔ اُ ؿٌَُ یټ اوٖبن، كیًان ي یب كشی یټ كٌَٚ 

ٕذٔ ایه وَڇ اٵِاٍ ٽبٍثَىی ٙپڄ ؿٚڈ َب، ثیىی ي ىَبن ٍا ٍىیبثی ٽَىٌ ي دٔ اُ آن ویِ اُ ٥َیٸ ٙپڄ ىَی . یب دیيا ٽَىن یټ ٭پٔ اُ ایىشَوز إشٶبىٌ ٽىىي #یټ ډًػًى ُويٌ ځَٵشٍ ًٙى یب ایىپٍ اُ ٍيی یټ ٭پٔ ىیڂَ ثبٙي
 .، آن ٍا ثٍ ػبی یټ ٕبهشبٍ ٵیِیپی ي ډلييىیز َبی ډپبویپی ٵَڇ ؿٌَُ هًىٍي ٹَاٍ ىاىٌ ي ؿٌَُ اسًډجیڄ ٍا ثَ إبٓ آن ٙپڄ ىَي#ډًٍٵیىڀ$

ىٍ ایىؼب ډیِان سٲییَ ىٍ ٙپڄ ثَ إبٓ و٪َ ډَٞٳ ٽىىيٌ اوؼبڇ ډی ًٙى ٽٍ ډجىبی آن $. ىٍ وَڇ اٵِاٍ ٽبٍثَىی اٝلاف ٽىىي #ډًٍٵیىڀ$ثٍ ایه سَسیت ډَٞٳ ٽىىيځبن ډی سًاوىي ؿٌَُ هًىٍي ٍا اُ ٥َیٸ سٲییَ ىٍ ډیِان ٙپڄ  ىَی 
ثٍ ایه ًٍٝر ډَٞٳ ٽىىيٌ اُ ٥َیٸ كَٽز یټ ٙبهٜ ثَ ٍيی وًاٍ څٲِويٌ ثٍ ؿخ ي ٍإز، سىُب ثب إشٶبىٌ اُ اوڂٚز هًى، ٽڄ ؿٌَُ اسًډجیڄ ٍا ثب إشٶبىٌ اُ ٥َاكی  #.ډی ثبٙي« ٵبُی سمبیڄ ډَٞٳ ٽىىيځبن»و٪َیٍ ٥جیٮز 

ٍا ویِ  ثَ ٍيی ایه وَڇ اٵِاٍ ٽبٍثَىی ىاٙشٍ ثبٙیڈ ٽٍ سٲییَار اوؼبڇ ٙيٌ ثَ ٍيی ؿٌَُ َبی هًىٍي ٍا وٚبن ىاىٌ ي اُ ایه ٥َیٸ ٙپڄ « ٍويٍ اسًډجیڄ»اڅجشٍ ډب ثبیٖشی ٹبثچیز َبی .  ٕبهشٍ ي اٍُٗ هچٸ ډی ٽىياػِاډًٍٳ یب 
 .ا٭مبڃ ډی ٽىيىٍ دبیبن ثب سبییي ٵَڇ وُبیی، ایه وَڇ اٵِاٍ ٽبٍثَىی ثب ٵَٕشبىن ىاىٌ َب ثٍ ډبٙیه ثَای سٲییَ ؿٌَُ آن، ٥َاكی ٍا ثَ ٍيی ډبٙیه . ٕٶبٍٙی ٙيٌ ٹبثڄ ىیين ثبٙي

客户的个性化定制可以提高客户对产品的满意度，甚至打造出超越客户预期理想的产品。因此，汽车制造商把开发重点放在“可变汽车”上，以此来降低客户对成品汽车不满意的风险。由于

客户的品味和需求随时改变，所以固定形式的汽车很难让所有客户都欣然接受（韦克菲尔德和贝克，1998；德斯梅特等，2003）。仿生学对此观点有很好的阐述。举个例子，设计师可以

从人和动物表情获取设计灵感，而人和动物的面部表情的主要目的是以交流为目的（伊泽德，1997；《国家地理》，2015；泰茜，2015；克努森，1996），灵活的外表创新技术给当今的

机动车设计带来发展的新机遇。这种方案具有革命性意义，给未来的汽车带来的新设计、新生产以及各种潜在的新功能。我的发明可以让消费者自己设计汽车，实现这一点需要两项技术：

第一项技术，专用手机程序。通过该程序，消费者可以上传人类面部、动物面部甚至是昆虫面部的照片（消费者可以直接拍实物，也可以翻拍一张图片），或者也可以直接在网上搜索一张

图片上传。手机程序会追踪眼睛、鼻子、嘴巴的形状，经过变形处理，根据汽车表面的机械限制和物理结构特点，把生物面部照片编译在汽车外表面上。 

消费者可以通过手机程序，改变变形程度，调整汽车的表面图案（根据消费者欲望理论，消费者的欲望是无穷无尽且毫无规律可寻，所以图片的变形程度完全由消费者决定）。消费者只需

要动动手指，拨动指示器，就可以左右移动图案，也可以进行整体调整或局部变形。当然，程序里设置了一个汽车模型，消费者们设计好了图片后，可以根据这个模型提前预览效果。最

后，客户确认了定制图以后，手机程序会把数据发送给汽车生产商，以申请修改汽车的表面设计。 

 
In case of customization to improve customer satisfaction and surpass customer expectation, car manufacturers must focus on the changeable car forms to reduce the risk of acceptance among consumers, 

the taste and desires which always change (Wakefield & Baker, 1998; Desmet et al., 2003). Biomimicary can give good solutions to support this idea. For example, designer can get inspiration of 

changeable form from human or animal faces which all are just for communication (Izard, 1997; National Geographic, 2015; Teyssier, 2015; Knutson, 1996), Innovative technology of a flexible outer skin 

have given an opportunity today to automotive design. This revolutionary solution opens up new designs, production and functionality potential to future car. Here I bring out my invention which is based 

on two techniques in which consumer can design his car. In the first technique, a mobile App has been designed by me which allows consumers to capture a photo out of a human, animal or even insect face 

(photo can be taken directly from real creature or just a picture) or find a picture from the internet, the App will track the shape of eyes, nose and mouth then compile through morphing to fit it based on 

physical structure and mechanical limitation of car face form.   

Here consumers can modify the face of car by changing the amount of morphing on the App (here the amount of change is decided by consumer based on Fuzziness nature of consumers‟ desire theory in 

form) and create a value by moving an indicator to the right or left just by moving fingers on the slider to morph for the entire car face design or a detail. Of course we must have a car rendering on App 

which shows changes of car faces to make him able seeing customized form. At the end by confirming the final form the App will apply the design on car by sending data to the car to change the car facial.   
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ىٍ سپىیټ ىيڇ، ډَٞٳ ٽىىيځبن سىُب ډی سًاوىي ثب ىٍ ىٕز ىاٙشه ځًٙی َمَاٌ هًى ػچًی ؿٌَُ اسًډجیڄ ایٖشبىٌ ي ثب إشٶبىٌ اُ ایه وَڇ اٵِاٍ ٽبٍثَىی وٞت ٙيٌ ثَ ٍيی ځًٙی َمَاٌ، ؿٌَُ هًىٍي ٍا ثب سٲییَ ىاىن سټ سټ  117
ایه اډَ ډٖشچِڇ ایه إز ٽٍ ٽبٍثَان ثَ ٍيی اػِای وَڇ . ىٍ ایىؼب ډیِان سٲییَار س٤ًٕ ډَٞٳ ٽىىيځبن ي ثَ إبٓ سمبیلار ٵَىی آن َب سٞمیڈ ځَٵشٍ ډی ًٙوي.  ػچً ي یب ٕذَ ٭ًٟ ٽىىيًَاٽ٘ػِئیبر آن اُ ػمچٍ ؿَاٯ َب، 

 .  ٽىشَڃ ىاٙشٍ ثبٙىيٵَڇاُ ٥َیٸ ىٕشپبٍی ډٖشٺیڈ ثَای سٲییَ سټ سټ اػِای  اٵِاٍ ٽبٍثَىی،
ٕذٔ سٲییَار ؿٌَُ اسًډجیڄ . ثب كَٽز ىاىن ٙبهٜ ثٍ ٕمز ٍإز یب ؿخ ثَ ٍيی وًاٍ څٲِويٌ سىُب ثب كَٽز اوڂٚز، ډیِان سٲییَار ٍا سى٪یڈ ٽَىٌ ي ػِئیبر ٥َاكی ٍا سٲییَ ىَي«  وًاٍ ډٖیَ»ډَٞٳ ٽىىيٌ ثب إشٶبىٌ اُ یټ 

ََ یټ اُ ایه ىي ٍيٗ اٍائٍ ٙيٌ اَياٳ ډوشچٶی ٍا ىوجبڃ ٽَىٌ ي ىٍ . وٚبن ىاىٌ ډی ًٙوي سب ٽبٍثَ ثشًاوي دی٘ اُ اػَای ٥َف ثَ ٍيی اسًډجیڄ، ٙپڄ ٕٶبٍٙی ٙيٌ ٍا اُ ٥َیٸ ثبٍځٌاٍی دی٘ ومبی٘ ىٍ وَڇ اٵِاٍ ٽبٍثَىی ثجیىي
 ثَ ډَاكڄ ايڅیٍ ایيٌ دَىاُی سبٽیي ىاٍى، ىٍ كبڅی ٽٍ ٙپڄ اػَا ٙيٌ ثَ ٍيی ډبٙیه ثیٚشَ ٍيی ډَكچٍ وُبیی ٕٶبٍٙی ٕبُی سمَٽِ ىاٍى #ٍويٍ$ثبٍځٌاٍی . ډَاكڄ ډوشچٶی ١ٍبیز ډَٞٳ ٽىىيٌ ٍا ػچت ډی ٽىىي

$Buxton,2007.# ؿٌَُ اسًډجیڄ ٵَڇ ىٍ دبیبن ثب سبییي ٵَڇ وُبیی، وَڇ اٵِاٍ ٽبٍثَىی ىاىٌ َب ٍا ثَای ا٭مبڃ سٲییَار ثٍ ډبٙیه ډی ٵَٕشي؛ ي ٽىشَڃ َبی اڅپشَيډپبویټ ا٥لا٭بر ٍا اُ وَڇ اٵِاٍ ٽبٍثَىی ځًٙی َمَاٌ ىٍیبٵز ٽَىٌ ي 
ٍ َبی اػشمب٭ی ٥َفَمِډبن ویِ . ٍا ثَ إبٓ ٥َاكی ډَٞٳ ٽىىيٌ سٲییَ ډی ىَىي ډىشَٚ  #ٽٍ دیٚشَ س٤ًٕ ډَٞٳ ٽىىيٌ اوشوبة ٙيٌ ي وبڇ ٽبٍثَی ي ٍډِ ٭جًٍ آن ثٍ وَڇ اٵِاٍ ٽبٍثَىی ىاىٌ ٙيٌ إز$ ٍا اُ ٥َیٸ یپی اُ ٙجپ

 .ډی ٽىىي

第二项技术，消费者可以拿着手机直接站在汽车前面，然后通过这个手机程序，消费者可以改变汽车外表的每一个细节，如车灯、网格或保险杠（客户根据个人需求自行决定改变程度）。

在手机程序中，消费者可以控制组件，与设计品之间形成互动。通过程序内的“跟踪栏”可以看到用户在自定义设计中所作出的每一个改变的历史纪录。与此同时，消费者通过左右移动来控

制设计细节，在这个过程中消费者心里也会对汽车有一个估算值。程序上的预览功能可以让消费者提前看到经过自己改造后的汽车的样子，客户可以根据预览图进行微调，直至满意后再递

交修改申请。这两种技术功能不同、目的也不同，他们分别针对客服满意度的不同阶段。第一项技术主要针对客户的构思阶段，而第二项技术侧重在后期的个性化设计的实际操作阶段（巴

克斯顿，2007）。最后，客户确认了定制图以后，手机程序才会吧会把数据发送给汽车生产商修改。机电控制系统从这个手机程序上接受信息，然后根据客户的设计对汽车表面图案进行修

改。与此同时，会通过社交网络软件进行发布（客户可以自由选择常用的社交软件，并在该软件注册账户以供该手机程序登陆）。 

 

In the second technique, consumers can just stand in front of car face with his mobile and through its App, consumers can shape the face of car by changing every 

form of details in car face such as lights , grill or bumper (here the amount of change  is decided by consumers based on his individual desire). This requires 

having controls of software components in App users interact with, through direct manipulation to change each detail form by „track bar‟  in application, and 

consumers may set a value by moving an indicator to right or left just by moving finger on the slider to design for a detail. Then it shows changes of car faces to 

make him able to see customized form before applying on his car through render preview on the App and applied form on car. These two methods serve different 

purposes, therefore are concentrated at different stages of the consumer satisfaction. Render dominate the early ideation stages whereas applied form on car is 

more concentrated at the last stage of customizing (Buxton, 2007).  At the end by confirming the final form the App will send data to car for changing; and electro-

mechanic controls receive the information from mobile App and change the form of face based on consumer‟s design; in the same time do the publicity through 

one of the social network (which have selected already by consumer and has given the Username and Password to App for entering). 
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ىٍ ایىؼب ویِ ٥َاف ىٍ . ایه ایيٌ ویبُ ثٍ ایؼبى ثَهی آډبىٌ ٕبُی َب ىاٍى،  ډبوىي آډبىٌ ٕبُی ىیڀ ىاٯ ؿیىی ىٍ ٍٕشًان ؿیىی َب ٽٍ ٝبكت ٍٕشًٍان ډًاى ي ٕجِیؼبر دبٻ ٙيٌ ي آډبىٌ ٍا ثَای ٥جن س٤ًٕ ډٚشَیبن ٵَاَڈ ډی ٽىي 118
ثَای ؿىیه ٽبٍی ویبُ إز ٽٍ يی ثَ ٍيی اػِای .  ډىبٕجی ٍا آډبىٌ ٕبهشٍ ي ثٮ٢ی اُ ډُبٍر َبی٘ ٍا ثٍ ډَٞٳ ٽىىيٌ ډىشٺڄ ٕبُى سب ډَٞٳ ٽىىيٌ ثشًاوي ىٍ اډَ ٥َاكی ډُبٍر َبی هًىٗ ٍا ثٍ ٽبٍ ثڂیَىُډیىٍٽبٍهبوٍ ثبیي 

ىٍ ایه ډَكچٍ سًڅیيٽىىيځبن ډبٙیه ىٍ ډٮَٟ ٍیٖټ ٹَاٍ وياٍوي ُیَا ٥َاكی .  اوؼبڇ ډی ًٙى، ٽىشَڃ ىاٙشٍ ثبٙيٵَڇوَڇ اٵِاٍی ىٍ وَڇ اٵِاٍ ٽبٍثَىی ٽٍ ىٍ سٮبډڄ ثب ٽبٍثَ َٖشىي ي اُ ٥َیٸ آن َب ىٕشپبٍی ډٖشٺیڈ ثَای سٲییَ 
 .ډلًٍ ي ٥َاكی ډٚبٍٽشی ٍا وٚبن ډی ىَي ٽٍ یټ ٍيیپَى آٙپبٍ ثَای اُ ثیه ثَىن ٥َاكی سلمیچی هًىٍي ډی ثبٙي-ایه ٦ٕق ثبلایی اُ ٥َاكی ٽبٍثَ. اسًډجیڄ ٍا ثٍ ډَٞٳ ٽىىيځبن ٕذَىٌ اوي

٥َاكی ډٚبٍٽشی یټ ٍيیپَى آٙپبٍ ثَای اُ ثیه ثَىن ٥َاكی سلمیچی ثَای هًىٍي ىٍ . وشیؼٍ ایىپٍ و٪َار اٍائٍ ٙيٌ س٤ًٕ ٽبٍثَان ډی سًاوىي ىٍ ايایڄ ٽبٍ ىاىٌ ٙيٌ ي اُ َمبن آٱبُ ثَ ؿڂًوڂی ٥َاكی هًىٍي سبطیَځٌاٍ ثبٙىي
 .ػبډٮٍ ډيٍن ي ٭جًٍ ثٍ ًٕی ػبډٮٍ دٖز ډيٍن إز ٽٍ آُاىی ٵَىی ٍا ثٍ ډَٞٳ ٽىىيځبن ډب ډی ىَي

اٵَاى ثٍِٿ یب ٽًؿټ ډمپه إز ویبُ ثٍ ایيٌ َبی يیٌْ ای ىاٙشٍ ثبٙىي ُیَا یټ اوياٌُ َمیٍٚ ثَای َمٍ ډىبٕت . اٵَاى سٶبير َبی ثٖیبٍی ثب َڈ ىاٍوي. ډب ډی ىاویڈ ٽٍ ىٍ ٭چڈ ٥َاكی ډبٙیه َمٍ ډَىڇ یپٖبن ویٖشىي
 ډَٞٳ  ٝىيڅی يػًى ىاٍى سب آن ٍا ثَایىٍ ٍاث٦ٍ ثب ٝىيڅی هًىٍي، ٽىشَڃ َبی ډشٶبيسی ثَای.   ىٍ ٥َاكی هًىٍي، ٵبٽشًٍَبی اوٖبوی ىلایڄ ٭ميٌ كًاىص ػبىٌ ای س٤ًٕ يٕبیڄ وٺچیٍ َٖشىي(Rosson&Carroll,2002)ویٖز

 یټ ٝىيڅی ثب اوياٌُ طبثز ثٍ ډَٞٳ ٽىىيٌ ثب وٞت ثيين سلمیڄ َٙٽز َب ډی ثیىیڈ  #سب ٍاوىيٌ اسًډجیڄ ثشًاوي ي١ٮیز هًة ي ٍاكشی ثب وٺ٦ٍ ىیي ډىبٕت وٖجز ثٍ ٙیٍٚ ػچً ىاٙشٍ ثبٙي$، ٕبُىٽىىيځبن ډوشچٴ ٹبثڄ ٹجًڃ 
 .  ىَىي ٽٍ ١ٍبیز َمڂبن ٍا ػچت ٽىيویِ اوؼبڇ  ٵَڇ ٥َاكی هًىٍي ایه ٽبٍ ٍا ثَای ثىبثَایه آن َب ډی سًاوىي #.Karwowski,2001 $ىٕشڂبٌ َبی ٽىشَڃ، ٝىيڅی ٍا ثَای ډَٞٳ ٽىىيځبن ډشٶبير، ٹبثڄ سى٪یڈ ډی ٽىىي

 

要想实现对汽车进行设计改装，需要做一些准备，就像在吃火锅以前需要提前把食材洗干净准备好。同样的道理，在给客户提供个性化设计车型的服务前，设计师需要做一系列准备，比如

教给消费者一些汽车设计的必要知识与技能。设计师与客户需要通过特定的手机程序交流，从而帮助客户更好地操作软件进行汽车设计。汽车生产商把汽车设计的工作交给了消费者，他们

的风险也就因此大大降低了，不必再为客户不喜欢成品汽车的样式而承担风险。现代汽车市场内，客户导向型设计和参与式设计成为主流，传统的设计师垄断设计已经逐渐退出历史舞台。 

前文提到，参与式设计成为主流，传统的设计师垄断设计已经逐渐退出历史舞台。到了后现代社会时期，消费者有更多自由空间去自主独立设计理想型汽车。 

人类工程学告诉我们，每个人都是独一无二的，人与人之间的差异体现在方方面面。每个人的想法可能或多或少的不同，因此统一固定的标准并不一定适合所有人（罗森和卡罗尔，

2002）。在汽车设计中，人为因素是引发车辆事故的最主要原因。比如，所有的客户都喜欢可调控的座位（以便每个司机根据个人身高和喜好调节到最舒服的位置，从而达到最好的视野范

围）。消费者们选购汽车时，也会观察汽车上的座椅是固定的还是可调节的（卡瓦斯基，2001）。汽车制造商既然可以满足客户对不同座椅的需求，自然也可以满足客户对其他方面的特殊

需求了。 

 

This idea needs creating some preparation like Chinese hot pot where restaurants provides the ready material and cleaned vegetables. Here again the designer in a factory must prepare a good platform 

which transfers some of his skills to the consumers to cover consumer‟s design skill for the purpose of making him design. This needs having control over software components in App which users interact 

with, through direct manipulation to change the form in application. At this point car manufacturers do not risk since they have left designing cars to consumers. This shows the high level of user-centered 

design and participatory design which is one obvious approach to destroy the dictating car design. 

 

The consequence is that users input can begin early enough to influence the car design. Participatory design is an obvious approach to destroy the dictating car design in modern society and pass it to post-

modern society which gives individual freedom to our consumers.  

 

In ergonomics we know, people are not all the same. Individuals vary in many ways. Large or small people may need special ideas since one size does not always fit all (Rosson & Carroll, 2002). In car 

design, human factors are the major cause of vehicle accidents. For seat, alternative controls to be acceptable to any consumer (for providing a good position with a comfortable   view through windscreen), 

one sees companies without dictating a fixed size seat, with implementation of controllers making it customizable for an individual consumer (Karwowski, 2001). Therefore they can do the same for car 

design form to cover everyone‟s desire too.  
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ي ٥َاكی اوًا٫ ځًوبځًن اكٖبٕبر ډَٞٳ ٽىىيځبن ثب  (Chitturi,2009) ٥َاكی سٚپیلار ثَوبډٍ ٍیِی ٙيٌ اُ ٭ىبَٝ ىٍ یټ ُډیىٍ، ثَای ایؼبى ثیبوبر اكٖبٕی ډظجز ي ډىٶی ثَای ٽبٍثَ ډی ثبٙي
٘ َبی ډشٶبيسی وٚبن ډی ىَىي(Norman,2004)ٙير َبی ډوشچٴ ىٍ ٵََىڀ َبی ډشٶبير ٍا ثَډی اوڂیِى  ي یټ ٥َاكی ډی سًاوي َمِډبن ٭يٌ ای . ، ثٍ ایه ډٮىی ٽٍ ډَىڇ ثٍ یټ ٵَڇ طبثز ٥َاكی ياٽى

اُ آوؼبیی ٽٍ سمبیلار ډَٞٳ ٽىىيځبن طبثز .  ثُجًى َٙای٤ اطَثوٚی یټ ډلًٞڃ ٥َاكی ٙيٌ ثَای ٽبٍثَان ډوشچٴ اډَی كیبسی إز#.Desmet,2002 $ٍا ثٍ يػي آيٍىٌ ي ثٮ٢ی ىیڂَ ٍا وباډیي ٕبُى
ویٖشىي، ثىبثَایه سًڅیيٽىىيځبن َمیٍٚ ىٍ ډٮَٟ ه٦َ ٭يڇ دٌیَٗ ٥َاكی س٤ًٕ ډٚشَیبن ٹَاٍ ىاٍوي، اډب ایه ٽشبة ٍاَی ثَای س٢میه دٌیَٗ ٥َاكی وٚبن ډی ىَي، ثٍ ایه سَسیت ٽٍ سًڅیيٽىىيځبن 

.  ایه وپبر اَمیز اٍسٺبء ي ثُجًى اطَثوٚی ٍا ىٍ اډَ ٥َاكی ډلًٞڃ ثَای سمبیلار ٱیَطبثز اٵَاى وٚبن ډی ىَي. ثوٚی اُ ٽبٍ ٥َاكی ٍا ثٍ ٭ىًان ثوٚی اُ ي٩یٶٍ ډَٞٳ ٽىىيٌ، ثٍ اي ياځٌاٍ ډی ٽىىي
ډِیز ایه ٙیًٌ ىٍ ایه إز ٽٍ َٙٽز َب ىیڂَ لاُڇ ویٖز ىٍثبٌٍ ٙپڄ ي ٥َاكی وُبیی ثیبويیٚىي، سٞمیڈ وُبیی ثَای ٥َاكی س٤ًٕ ډَٞٳ ٽىىيٌ ٽبلا ځَٵشٍ ډی ًٙى، ي ايٕز ٽٍ ایه سٞمیڈ ثَای٘ 

 .اَمیز ىاٍى، وٍ سًڅیيٽىىيځبن ي ٕبیَیه، ثىبثَایه إشٶبىٌ اُ ٙیًٌ اوجًٌ ُىایی ثٍ ػچت ١ٍبیز َمڂبن ىٍ ػبډٮٍ دٖز ډيٍن ٽمټ ډی ٽىي
ډب ىٍ . ثىبثَایه ثب ډَيٍ ډىبث٬ ډًػًى ډی سًان ثٍ ایه وشیؼٍ ٍٕیي ٽٍ َٙٽز َب وجبیي ٥َاكی ډلًٞڃ ٍا ثٍ ډَٞٳ ٽىىيځبن سلمیڄ ٽىىي، ىٍكبڅی ٽٍ ٥َاكی ثٍ ٥ًٍ هبٛ ثَای آن َب اوؼبڇ وڂَٵشٍ إز

ثبُاٍ هًىٍيی ایَان ٍا ىٍ ىٕز ځَٵشٍ اډَی " 20ثىبثَایه ایىپٍ َٙٽز هًىٍيٕبُی ٍوً . وشبیغ دْيَ٘ ډی ثیىیڈ ٽٍ ىٍ ثیٚشَ ايٹبر ډَٞٳ ٽىىيځبن ومی سًاوىي ثیبن ٵَڇ اسًډجیڄ ٍا ىٍٻ ٽَىٌ ي ثٶُمىي
 .اٙشجبٌ إز، ؿَا ٽٍ ایه َٙٽز هًىٍيَب ٍا ثٍ ٥ًٍ هبٛ ثَای ډَٞٳ ٽىىيځبن ایَاوی ٥َاكی وپَىٌ، ثىبثَایه ایه ٭ملا اٙشجبَی ډبوىي ٵَٕشبىن َیچمه َبوشَ ثٍ ایَان ي ٕذٔ ثٍ ًٕىان إز

设计是在一个领域内把各种元素有组织地规划起来的活动，通过设计，设计师可以给消费者带来愉悦的或者不悦的感受（奇特里，2009）。根据文化背景的不同，设计

可以引起消费者不同类型的情绪（诺曼，2004）。换句话说，不同的人对同样的产品会产生不同的反应，有的人会惊喜，有的人会感到失望（德斯梅特，2002）。这

一点对设计来说至关重要，根据不同的人设计出不同的产品，这样才能最大程度地让所有客户都满意。由于客户的需求无法琢磨，所以设计师总会总会冒着产品不能让

客户满意的风险。这本书便给设计师提供了一种降低设计品被拒的风险的方法，即设计师应该让消费者参与到设计中来，让消费者承担一部分设计的责任。这种方法就

非常有效地提高客户对产品的满意度，因为只有客户自己的设计才能满足客户千变万化的需求。这个方法的好处在于公司不需要绞尽脑汁去思考成品的样子和设计图

样，设计的最终决定权交给消费者，这对消费者来说是非常重要的任务，并不是生产商或其他人的责任。在后现代社会时期，用小众化生产的方式就可以满足每一个消

费者的需求了。 

从历史的文献资料中来看，公司不应该把非个性化设计的产品展示给顾客。从研究结果来看，大多数消费者都无法理解也无法解读别人设计的汽车要表达什么。因此，

在伊朗的汽车销售市场中，雷诺汽车的销售占比仅 20%。雷诺汽车最大的失误就是没有向消费者提供个性化定制服务。英国的希尔曼越野车在伊朗和苏丹都没有成功地

打开市场，其失败的原因与雷诺汽车公司如出一辙。 

Design is a planned organization of elements in a field, to create positive and negative emotional expressions for the user (Chitturi, 2009), a design which elicits different types and intensities of emotions 

for consumers in a culture (Norman, 2004) , means people react differently to a fixed form; while some get inspired others get disappointed (Desmet, 2002). This is critical to improving the effectiveness of 

a designed product for different users. Since desires of consumers are not fixed therefore manufacturers always face risk of design acceptance, but this book shows a way to guaranty the acceptance of 

design, where manufacturers must leave a part of design task as part of consumers‟ duty. These points show the importance of improving the effectiveness of a designed product for non-fixed individual 

desires. The benefit of this outcome is that when company‟s do not need to think about the final form and design, the final design is decided by consumers of the product which is important for them and not 

manufacturers or others. Then using demassification helps to cover everyone in Post-modern society.  

 

It can therefore be seen from reviewed literature that companies should not dictate product design to consumers which they did not specifically designed for them. We see in the research result in most of 

the time consumers cannot understand and read the expression of cars‟ form. Therefore getting 20% of Iran market by Renault 1 when they did not design specifically the car for Iranian consumers is a 

mistake, the same as sending Hillman Hunter to Iran and later to Sudan. 4  
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ایه وٚبن ډی ىَي َٙٽز َب ثبیي اُ . كشی اځَ آن َب ىٍٻ ډٚبثُی ىاٙشٍ ثبٙىي، ا٭شمبى ٽَىن ثٍ و٪َار ي سمبیلار آن َب ٽبٍی ثٔ ىًٙاٍ إز، ثٍ يیٌْ ُډبوی ٽٍ ډی ثیىیڈ آن َب و٪َار ي سمبیلار ٙبن ٍا ََ ٍيٌُ سٲییَ ډی ىَىي 120
ؿَا ٽٍ ٙوٞی ٕبُی ثٍ ُيىی ثٍ اډَی ١َيٍی ىٍ ٥َاكی سجيیڄ هًاَي ٙي، ي اُ آن ػُز ٽٍ اوجًٌ ُىایی ثبُاٍ ٍٹبثشی اډَيُ ٥َاكبن ٍا ياىاٍ . كبڅز ځٌاٍ ٭جًٍ ٽَىٌ ي ىٍ ا٫َٕ يٹز هًىٙبن ٍا ثٍ ٭َٞ دٖز ډيٍن ثَٕبوىي

ٽَىٌ إز ٽٍ ثٍ ػبی ٵَڇ َبی طبثز سلمیچی، ډلًٞلار ٕٶبٍٙی ثیٚشَی اٍائٍ ىَىي؛ ثىبثَایه ډَٞٳ ٽىىيځبن اډَيُ، ډبوىي ډَٞٳ ٽىىيځبن ٹَن ځٌٙشٍ ویٖشىي ٽٍ ثٍ ٍاكشی ََ ډلًٞڃ اُ دی٘ ٥َاكی ٙيٌ ي سلمیچی ٍا 
 .دٌیَا ثبٙىي

ثٍ هب٥َ ىاٙشٍ ثبٙیي ٽٍ سًڅیيٽىىيځبن ي ٥َاكبن ثبیي یټ ٕپًی ډىبٕت ي ثُیىٍ ٍا ثَای ٽبٍثَان ٵَاَڈ ٕبهشٍ ي ایه ٵَٝز ٍا ثَای آوبن ثٍ يػًى آيٍوي سب آن َب ثشًاوىي . ایه ٽشبة اَمیز اوشٺبڃ ډَٞٳ ٽىىيٌ ٍا وٚبن ډی ىَي
ي َمیه ډب ٍا ثٍ ًٕی یټ ٥َاكی آیىيٌ . هًىٙبن ثَای هًىٙبن ي ثَای سمبیلار ٙوٞی ٙبن ٥َاكی اوؼبڇ ىَىي، ؿَا ٽٍ دیَٚٵز َبی ٵه آيٍی ىٍ اډَ سًڅیي ي ٭چًڇ ا٥لا٫ ٍٕبوی، هچٸ ٽبلاَبی ٕٶبٍٙی ٍا ډمپه ٕبهشٍ إز

 .وڂَاوٍ ًٕٷ ډی ىَي
سٲییَ ػيیي ډی سًاوي ویبَُب ي آٍُيَبی إشٶبىٌ ٽىىيٌ ٍا ثَآيٍىٌ . ىٍ آیىيٌ ؿٍ اسٶبٹی هًاَي اٵشي؟ ثب ٍػ٫ً ثٍ ثٍَٕی َبی ًٍٝر ځَٵشٍ ىٍ ایه ٽشبة ډب ٹبىٍ ثٍ دی٘ ثیىی ؿیِی ٽٍ ىٍ آیىيٌ ډلشمڄ ثٍ اسٶبٷ إز ډی ًٙیڈ

. ىٍ ایه ٍإشب ٥َاف ډی سًاوي وٚبوٍ َبی ډٮىی ىاٍ ٍا ػم٬ آيٍی ٽىي. ثىبثَایه ىٍ آیىيٌ، ٥َاكبن ډی سًاوىي هًىٍيیی ٍا اٍائٍ ىَىي ٽٍ ثب سًاوبیی سٲییَ سمبڇ ٭ىبَٝ ثَٞی ٹبىٍ ثٍ وٚبن ىاىن ثیبن َبی ثَٞی ډوشچٴ ثبٙي. ومبیي
 .  ؿًن هًىٍيَب ىاٍای ثيوٍ اوٮ٦بٳ دٌیَ ډی ثبٙىي، ایه و٫ً اُ ثيوٍ سًاوب هًاَي ثًى سب ثب سٲییَ ٵَڇ آن وٚبوٍ َبی ډوشچٴ ٍا ىٍ هًى وٚبن ىَي سب ویبَُبی اكٖبٕی ٽبٍثَ ٍا دًٙ٘ ىَي

 

 

 

就算消费者在购车时理解了设计师的设计，但是当他们日后需求和愿望改变时，就会再次无法接受那辆没有按照他们的要求设计出来的汽车。也就是说，汽车公司需要跨过过渡期，尽快地

进入后现代时期，让个性化定制服务成为汽车设计的必要环节。另外，在后现代时期，小众化生产技术比大宗生产更具有竞争力，也就意味着设计师需要尽快把部分设计权移交给客户。这

个年代的消费者和上个世纪的消费者大有不同，现在的消费者已经无法轻易接受毫无特点的既定性设计了。 

这本书旨在说明消费转型的重要性。生产商和消费者要牢记，时刻为消费者准备一个平台，以供他们按照自己的想法和需求参与到设计的过程中。并且，技术支持已经日趋成熟，信息技术

也日益发展，这些都成为促进消费者日益青睐个性化定制产品的推动力，也将整个汽车行业推进到未来派的设计时代。 

未来有可能会发生什么呢？根据文献记载，我们可以预测到的在未来最有可能发生的事就是客户的需求会带来新的改变与发展。所以，未来设计师们需要设计出全方位可变汽车，即目之所

及的所有部位都可以按照客户的要求进行改变。设计师也可以收集有意义的汽车符号，将车身设计成可变型车身，从而满足客户的多种情感需求。 

 
 

Even if they have same understanding, again it is too difficult to trust to their opinion and desires when they change their opinion and desires every day. This shows, companies should pass through the 

transition to the post-modern era as soon as possible since personalization will become essential in design, since the demassification of today‟s competitive market has forced designers to offer many 

customized products instead of dictating a fixed form. Therefore today‟s consumers are not the consumers of last century who used to accept the dictated design.  

 

This book demonstrates the importance of consumer transition. Keeping this in mind manufacturers and designers must prepare a good platform for users and let them design for himself for their individual 

desires since technological advances in manufacturing and information sciences have made it possible to create customized product form. It leads us to have a futuristic design.  

 

What is likely to happen in the future? Based on the literature review, we are capable of predicting the most probable thing that is likely to happen in the future. The new change could be bought about with 

users‟ desires. So in the future, designers can create a car driven by the ability to change all visual elements for showcasing different expressions. Designers can collect meaningful signs with a cars with a 

flexible body  which is able to evolve different forms for covering the user‟s emotional need.  
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اوشوبة ډ٫ً١ً . 1
 #ٙمب ډی سًاویي اُ وبڇ ډلًٞڃ ثَای  سًٝیٴ ډٖئچٍ إشٶبىٌ ومبییي$سٮَیٴ ډٖئچٍ . 2
 # سًاویي اُ وبڇ ډلًٞڃ ثَای سًٝیٴ ډٖئچٍ إشٶبىٌ ومبییيومیٙمب $س١ًیلبر كَٵٍ ای ډٖئچٍ . 3
 ٙىبٕبیی ډَٞٳ ٽىىيٌ ٵٮچی ډَسج٤ ثب ٽبلا. 4
 . سٲییَدٌیَیی ثب ٵَڇاطَ اوجًٌ ُىایی ىٍ ٥َاكی ډلًٞڃ اُ ٥َیٸ یبٵشه ایيٌ َب. 5
 ٥َاكی ٵَډی. 6
 اٍائٍ ایيٌ وُبیی. 7

1. 选题 

2. 研究问题的定义（可以选择产品名作为来定义问题） 

3. 研究问题的专业性描述（不可以选择产品名来描述问题） 

4. 辨识与该产品有关联的客户群 

5. 通过寻找形式多变的想法解释产品的分众化效应 

6. 形式化设计 

7. 展示最终概念 

1. Topic selection 

2. Definition of problem (you can use the name of product to describe the issue) 

3. Professional description of problem (you cannot use the name of product to describe the issue)  

4. Identification of current consumer relevant with the product 

5. Effect the demassification on product design through finding changeable form ideas. 

6. Formalistic design 

7. Presenting the final idea  
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 :اه٦بٍ
ثىبثَایه ىٍ ًٍٝسی ٽٍ ثٍ ََ یټ اُ ایيٌ َب ٭لاٹٍ دیيا ٽَىٌ ي ٹٞي إشٶبىٌ اُ آن ٍا . ډب ٹٞي ىاٍیڈ ثٍ ا٥لا٫ ٙمب ثَٕبویڈ، ایيٌ َبیی ٽٍ ایىؼب ډٚبَيٌ ٽَىٌ ي ډی هًاویي ډشٮچٸ ثٍ ىاوٚؼًیبن ډی ثبٙي

 .ثٍ ایه سَسیت ٙمب ډی سًاویي ثب دَىاهز َِیىٍ ٥َاكی ثٍ آن َب ډؼًُ إشٶبىٌ اُ ایيٌ َبی آن َب ٍا ىٍیبٵز ٽىیي .ىاٙشیي، اُ ٙمب ډی هًاَیڈ ٽٍ ثب آن َب سمبٓ ثَٹَاٍ ٽىیي

注意： 

我们恳请读者注意，此书中的观点属于我们的学生。如果您对他们的想法有兴趣，希望您可以联系他们并支付使用费以取得使用权。未经许可，请不要擅自使用。 

 

Notice:  
We would like to inform you that the ideas you see and read here belong to students. Therefore in case you are interested in using their ideas. We would like you to contact them and by paying the fee of 

their design you can receive the permission for using it. 
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با باس ضذى درٍاسُ ّای ایزاى بِ جْاى، ضزکت خَدرٍساسی رًَ : گفت« فایٌٌطال تایوش»پیواى کارگز، هعاٍى رئیس ضزکت رًَ در آفزیقا، خاٍرهیاًِ ٍ ٌّذ در حاضیِ یک ّوایص در لٌذى با هیشباًی - 1 
 (.Geller,2016 )باسار هَجَد در ایزاى را بِ خَد اختػاظ دّذ% 20هی خَاّذ ظزفیت ٍ سْن باسار سزهایِ گذاری هطتزک خَد را با ایزاى دٍ بزابز کٌذ، رًَ قػذ دارد 

دٍ ًظز در ایي بارُ دیذُ . رًٍذ ساخت کابیي کاهیَى تَسط هػزف کٌٌذگاى ٌّذی، ًَعی سفارضی ساسی ٍ خطَط توایل هی باضذ کِ َّش ٍ خلاقیت هػزف کٌٌذگاى ٌّذی را ًطاى هی دّذ- 2
ِ ای بزای ساخت بذًِ کاهیَى بِ کار رفتِ باضذ»: در ًظز اٍل هی خَاًین. ضذُ اًذ احتوالا ًِ، درّا کٌذُ هی ضًَذ ٍ کابیي ًیش سزٍ غذا کزدُ ٍ توام هذت . هي کِ فکز ًوی کٌن ّیچ گًَِ طزاحی ٍ ًقط
ِ ای را بِ عٌَاى یک کاهیَى در حال حزکت تحول خَاٌّذ . خلاغِ ایٌکِ کل ساختار، ّز لحظِ سز ٍ غذا کزدُ ٍ ّیچ کس هتَجِ ًخَاّذ ضذ. هی لزسد تٌْا در کطَر ٌّذٍستاى است کِ چٌیي سبال

 «کزد
 . ًیوی اس پَل غزف تشئیٌات ضذُ است: در ًظز دٍم آهذُ است

. اها ّیچکس ادراک درستی اس تفسیز آًچِ کِ اٍ اًجام دادُ ًذارد. هػزف کٌٌذگاى درک هتفاٍتی اس یک ضکل یکساى دارًذ، ها یک دختز در حال رقع را هی بیٌین کِ حالت یک گل را تقلیذ هی کٌذ- 3
 .ایي ًطاى دٌّذُ چالص ٍاقعی است کِ هػزف کٌٌذگاى در جاهعِ هذرى با آى رٍبزٍ ّستٌذ

 اًجام ضذ، ضزکت ساسًذُ ایي خَدرٍ اعلام کزد کِ خط تَلیذ خَدرٍی پیکاى را بِ ضزکت حول ٍ ًقل خارطَم در سَداى فزٍختِ کِ ایي بار 2005در ّواى سالی کِ تَقف خط پیکاى در سال - 4
 .طزاحی تحویلی را در آًجا اداهِ هی دّذ

 

1.佩曼·卡格，雷诺公司非洲、中东和印度地区副总经理。在《金融时报》主办的伦敦会议场外，佩曼表示：“雷诺公司希望将伊朗区域的市场份额翻倍。雷诺的努力目

标是在现有市场中占额 20%（盖勒，2016）。 

2.这是两条关于印度消费者自主改建卡车车厢的评论。印度卡车司机改装卡车车厢是一种个性化改造行为，展示了印度消费者的智力和创造力。评论称：“我觉得这卡车

车厢改造时可能没有设计图纸吧，门看起来会掉，车厢不稳，隔音效果看起来也很差，但是没人在意这一点。只有在印度，这种垃圾一样的改造才会被称为‘卡车车身艺

术’。”另一条评论称：“一半的钱都花在装饰卡车上了。” 

3.消费者对于同一个产品会有不同的理解，我们看到一个女孩在跳舞，舞姿婀娜就像灿烂的花儿一样，但是没人可以准确地解读出她在舞姿中表达什么。现代社会中，

“无法理解他人的设计”正是消费者正在面临的问题和挑战。 

4.2005 年，培康汽车全线停产。同年，培康公司公开宣布把培康汽车生产线全部卖给苏丹的喀土穆汽车公司，而该公司将会继续以“统一设计”的方式运营。 

 
1- Peyman Kargar, vice president of Renault's Africa, Middle East and India region said on the sidelines of a conference in London hosted by the Financial Times, car maker Renault wants to double 

capacity and market share of its Iranian joint venture, as the gate opens up. Renault is aiming for 20 percent of market (Geller, 2016). 

2- I have seen two comments on the process of making a truck cabin by Indian consumers, which is a kind of customization and a ‗desire lines‘ and shows the intelligent and creative consumers of Indian, 

comments were: ―I wonder if there are any drawings for building that truck body. Probably not. Doors will fall off, cabin will rattle and shake. The whole thing will be so noisy nobody will notice. Only in 

India can such rubbish be tolerated Truck Body Works.‖ and in another comment ―Half of the Money spent on Decorations‖. (Accessed 10 June 2016) 

http://www.skyscrapercity.com/showpost.php?p=101145770&postcount=657 

3- Consumers have different perception on a same form, we see a girl dancing, pretending she was a flower. But no one has correct perception to interpret what she was doing. This represents the actual 

challenge of consumers were facing in modern society. (Accessed 16 June 2016) http://pni2.org/2014/09/a-provenance-into-participatory-narrative/ 

4- In the same year of stopping the line of Paykan in 2005, company had publicized that it had sold the discontinued Paykan production line to the Khartoum Transportation Company in Sudan. Which is 

again dictating a design.  
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