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Executive Summary 

 

The present thesis aimed at answering two questions. What has been the biggest cause of 

the unsatisfactory performance in the Danish games developers’ industry from 2000 – 2010? 

And how are the developers doing today in regards to this problem? 

 

With these questions in mind, the first objective was to establish an overall perspective on 

the challenges faced by the Danish games development industry over the years 2000 – 2010, 

and then pin out the single most important issue. The second objective was to analyze how the 

developers are dealing with this issue today. 

 

This took form of an analytical framework of the business environment, here labeled the 

games field. 

Building on the framework of Michael Porter and secondary data (publicly available 

data), my initial market analysis led to the proposal of 9 issues identified as possible 

candidates to be ranked as the most important.  

I operationalized my findings through a ranking scale exercise targeting managers in the 

industry, and although there was no clear “winner”, I found a few of the problems to stand out 

from the rest. These were reflected on and in the end decided the focus for the second 

objective. 

Having settled on the issue of insufficient commercial management the second part of my 

thesis works in detail with some of the relatively few theoretical frameworks and research 

studies that target specifically the modern commercialization of creative work. 

 

 Despite the many differences between the Danish developers, and the problems of 

generalization, I believe the thesis delivers a broad understanding as well as an in-depth 

analysis on one of the very important problems experienced in the games development 

industry.
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2 Introduction 

 

“Research is to see what everybody else has seen and to think what nobody else has 

thought” 

Albert Szent-Gyorgyi, 1937 Nobel Prize Winner for Medicine 

 

2.1 Introduction and Problem Diagnosis 

 

The 1990's, and especially the years around 2000, left the Danish video games industry 

with great hopes and expectations for the future. The Hitman series, from IO Interactive, 

turned over great revenue and Danish game development was ready to take on the world – A 

new export adventure had begun. But something went wrong (Jensen, Den danske spilbranche 

på ruinens rand, 2009) (Lü, Game over for dansk spilbranche?, 2009). 

 

Bankruptcies and downsizing in labor has been the reality faced by many Danish 

developers. What went wrong? Was it a matter of inadequate public funding, missing creative 

talent, or simply a lack of proper management skills or just bad luck? This is a key issue of 

this thesis – What went wrong? 

 

Coming out of 2010 Danish game development seems to show signs of resurrection. New 

titles like Limbo and Max and the Magic Marker once again draw attention to Danish 

innovative and ingenious gameplay (Vigild, Det danske spil LIMBO sætter verdensrekord, 

2011) (Kofoed, 2010).  

 

So what is different this time around? What can we learn from “Danish game 

development 1.0”? This is the second key issue of this thesis.  
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2.2 Problem Formulation 

 

With these considerations in mind the overall purpose of this master thesis is to do two 

things: 

 

 Establish an understanding of the problems experienced by the Danish video 

games development industry since 2000.  

 Pin out the single most important issue that could have caused, at the least, some 

of the problems endured by the industry and consequently analyze if the Danish 

developers have learned from the past. 

 

 

This structure is a consequence of my personal wish to design a thesis capable of 

delivering a broad understanding and yet applicable and concrete findings through a tight 

focus. 

 

All together I propose these research questions for the thesis: 

 

 Why did the industry not deliver in accordance with the expectations since 2000?  

(Part 1) 

 What has been the single most important problem faced by the Danish developers, and 

has the industry learned from the previous failures? 

(Part 2) 
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2.3 Research Delimitations 

 

Perhaps the most obvious delimitation I have made while working with this thesis is the 

delimitations to the problem identification. As we shall see, my initial market analysis could 

have been followed up with further research on a number of issues, but to increase the 

usability and business value of my thesis, I have chosen to focus on just one issue. My hope is 

that this will make the thesis more interesting through greater depth and certainly more 

applicable in a business environment. 

 

Other delimitations have been made while working with this thesis. Some theoretical 

delimitations have taken place based on my choice and handling of literature. In the 

theoretical part of this thesis I have attempted to work with theories and concepts that either 

support the framing of my analysis or help solving the research problem. 

 

Empirically, my choice of research methods has constituted a delimitation. In the 

methodology part, I will address several aspects of how I have sampled and processed my 

empirical data.  

 

2.4 Market and Other Definitions 

2.4.1 Markets, Platforms and Segments 

 

To conduct a market analysis we need an understanding of the different market segments 

as these are very different in many aspects. 

 

This thesis will build on the definitions as used in the publication, “Software Games in the 

Danish Experience Economy”, (O'Keeffe, 2008) and will be supported by industry statistics. 
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2.4.1.1 Game Consoles 

 

Video games developed and published for dedicated 

video game consoles, such as Sony Playstation, Microsoft 

XBOX and Nintendo Wii constitute the largest market 

segment for games and remains the most profitable one. 

Because of the enormous technology costs, the market can 

be described as having oligopolistic competition at the 

hardware level where Sony, Microsoft and Nintendo 

dominate the market. 

 

2.4.1.2 Hand-held Consoles 

 

The hand-held console market constitute a substantial large 

market and Nintendo has kept a near monopolistic market 

position in this market, beginning with the release of the 

Gameboy in 1989 and following with the success of their DS 

product line.  

 

 

 

 

2.4.1.3 Computer Games 

 

Computer games are developed for personal computers, either PC or Apple. Despite the 

high penetration of computers amongst households, the computer segment represents only 

around 20% of the game retail business. Compared to the previous two segments the 

underlying economics are different. Particularly the licensing and the royalty structure are 

different, as the PC market offers open hardware architecture for software producers – but not 

Figure 2.1 Worldwide Hardware 
Totals, Sept-25 2010. Source: 
vgchartz.com 

Figure 2.2 Worldwide 
Hardware Totals, Sept-
25. 2010. Source: 
vgchartz.com 
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Apple. On the downside the computer games developers face high levels of illegal 

distribution. 

 

Computer games are experiencing some very interesting developments in social gaming. 

MMO’s and other casual social games are showing impressive turnovers. In 2008 French 

conglomerate Vivendi presented its annual financial statement, in which World of Warcraft 

had created 1.2 billion US Dollars in revenue.  

 

Internet based advertisement and promotional games are a sub-category to computer 

games. These are most often relatively simple games that serve as advertisement on company 

homepages. 

 

2.4.1.4 Smart Phone Games 

 

Mobile phone games, or Smart Phone games, are developed for handheld smart phone 

devices. The modern mobile phone devices have become increasingly advanced during the 

last 10 years, and have spawned a new market for video games. In general, game development 

projects in this segment require less time and fewer resources, and could take as little as one 

to three months to complete, allowing developers to manage a greater portfolio of ongoing 

projects (Chandler, 2010). 

 

Games developed for the mobile phone market benefit from a large consumer base when 

compared to other game platforms (Gartner Newsroom, 2010). 

 

2.4.2 Other Definitions 

 

Company size: The category small and medium sized companies (SMC) are defined in 

EU by a number of criteria: Number of employees, revenue and independents. Defined only 

by the number of employees, a micro company has less than 10 employees, a small company 

has less than 50 and a medium sized company has less than 250. This definition is adopted 

from the Lisbon treaty (The European Union, 2007). 
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Creative and/or Cultural Industries: The definition of a creative industry has been 

widely debated amongst social scientists, often in relation to the somewhat similar cultural 

industry. In this thesis I will try to avoid the phrase cultural industries, simply due to the 

controversy in regards to whether or not video games constitute a form of culture or is merely 

a form of mass-entertainment. Rather I will use the label creative industries for industries that 

carry a strong emphasis on artistic creativity.  

 

2.5 Summary 

 

This first part of the thesis gave an introduction to why and how the research has been 

focused, and ultimately defined the overall purpose and aim of the research. To solve my two-

sided research purpose, the thesis will be divided in two parts. Part 1 will aim to understand 

why the industry did not deliver according to expectations, while Part 2 will explore, in depth, 

how the Danish developers have improved in relation to the single most important issue faced 

by the industry. 

 

 Also this part touched upon how I have worked with delimitations to increase the value of 

the thesis outcome before finally presenting an overview of definitions to be used in the 

following parts. 

 

 

Having established some of the essentials of this thesis, I will now present and reflect on 

my methodological approach. 
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3 Methodology 

 

“There is one thing even more vital to science than intelligent methods; and that is, the 

sincere desire to find out the truth, whatever it may be.” 

Charles Pierce, American scientist 

 

The present thesis takes its offset in the above problem formulation, which was combined 

with sub-research questions (Berg, 2001). In the following I will sketch how the research was 

designed, and how data and information was collected through a mixed research method. As it 

will be debated a research that combines quantitative and qualitative research may seem a 

straightforward way of resolving and breaking down the divide between the two research 

strategies, but it is not without controversy. 

The presentation of my mixed method research approach is followed by an explanation of 

how each method has been carried out in turn and finally debated in a set of critical reflections 

to the chosen procedure. 

 

3.1 Research Design 

 

The purpose of the thesis is to investigate why the industry did not deliver to its great 

expectations during the last decade and to elaborate on the single most important issue. To do 

this, the preliminary market analysis (Part 1) investigates the secondary data attempting to 

establish an overall view of problems faced by the industry, and consequently to find the most 

important problem experienced by the industry. Due to the nature of secondary data the 

findings were expected to be ambiguous and to some extent hypothetical. 

To mitigate the shortcomings of working solely with secondary data, I found it crucial to 

find ways of validation. Validation not only in regards to my market analysis findings, but 

just as importantly the validation of what to focus on for the remaining analysis (Part 2). This 

thesis does not aim at solving every problem faced by the industry; rather it should identify 

and justify its own purpose through an analysis of the problems faced by the industry. 
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To validate my market analysis findings I conducted a survey targeting managers in the 

industry (See CEO Ranking Exercise). The managers were asked to rank the findings from 

my market analysis according to importance and relevance. This should elevate the highest 

rankings from hypotheses to concrete issues, and more importantly help me focus on a single 

issue now ranked as the single most important problem faced by the industry in the years 

2000 - 2010.  

 

Having settled on a single problem to address, and to develop further and deeper into, I 

found it appropriate to interview a number of managers to get the in-depth knowledge and 

perspectives that would allow me to apply theory in an appropriate way. See appendix for a 

list of interview respondents. 

 

Throughout the entire project period, I conducted a number of work environment 

observation studies at a Copenhagen based developer to experience the environment and 

collect data to be used in conjunction with the interviews and theory. 

 

Having first validated my initial findings, then interviewed managers with focus on the 

selected issue and participated in a variety of working situations, before finally applying 

theory appropriately, I feel that I have constructed a sound and validated research design that 

in face of the controversy of mixed research methods (see the following) did deliver a proper 

outcome with validated and supported findings. 

 

3.2 Data Sampling and Validation 

 

The collected empirical data can be categorized into primary data, consisting of a manager 

ranking exercise, qualitative interviews and observation studies, and secondary data 

consisting mostly of literature and electronic media. 
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3.2.1 Secondary Data 

3.2.1.1 Literature, Electronic Media and Other Empirical Evidence 

 

Video games and games development remains a relatively uncharted territory although, in 

the light of recent decade’s expansive developments in technology and consumer base, the 

industry has become the object of an increasing academic interest. The secondary data, that 

lays the foundation for my preliminary market analysis, consists largely of publicly available 

journals, publications and books in conjunction with newspapers and magazines. Academic 

publications used as secondary data have for the most part been procured via CBS’s library, 

and mainly Business Source Complete® and JSTOR®.  

 

3.2.2 Primary Data 

3.2.2.1 CEO Ranking Exercise 

 

The CEO ranking exercise, or ranking survey, was conducted as a means of validation and 

justification. Having analyzed a large amount of secondary data (newspaper, electronic media 

etc.), I found a number of possible causes that could answer my first research question. Had I 

not conducted this ranking exercise, and single handedly decided which issue could be 

characterized as the single most important, this would have been a huge source of error in 

terms of actually answering the second research question: What was the single most important 

problem faced by industry – and what to learn from it? 

The survey was designed so that the managers could rank the problems from 1 to 9, and 

add additional problems if they found something to be missing. As we shall see, the decision 

to allow the respondents to comment and add to their rankings would turn out to help me a lot 

when deciding what to research in Part 2. 
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3.2.2.2 Interviews1 

 

The interviews were conducted as semi-structured interviews with few open-ended 

questions where basically only the main issues were described in detail. This technique was 

used to collect qualitative data by setting up a situation that allows a respondent the time and 

scope to talk about their opinion on a particular subject. The objective was to understand the 

respondent’s point of view rather than make generalizations about behavior. As easy and 

straightforward the technique might seem, it does require some caution. The interviewer must 

avoid giving unconscious signals or cues that guide respondents to give answers expected by 

the interviewer. Also, as we shall see, the interview originated from a survey that indicated 

that the industry was lacking proper managerial skills. Proposing this finding from my 

research, and having managers reflect on that, could cause the managers to try making sense 

of their behavior by rationalizing their actions. They may not be consciously lying, but their 

explanation for their behavior, with hindsight, may be very different from what they actually 

felt at the time. 

 

It is often argued that the qualitative research interview lacks objectivity, particularly 

because of human interaction in the interview situation. I will argue that the interview as such 

is neither an objective nor a subjective approach - its essence is intersubjective interaction 

(Kvale, 1997). The question of the objectivity of the knowledge gained through an interview 

is linked to the widespread dichotomy between objectivism and subjectivism in western 

thinking. Bernstein (Bernstein, 1983) describes objectivism as the fundamental belief that 

there exists a permanent, ahistorical matrix or framework we can ultimately appeal to when 

we need to determine how knowledge, truth, reality and goodness is acquired. According to a 

realistic version of objectivism there exists an objective reality independent of observers, and 

there is only one real way to see it. The contrary view, relativism, holds the view that all 

concepts of knowledge, truth, reality and goodness are relative in relation to a particular 

theoretical framework, lifestyle or culture. 

I will, like Bernstein, follow the hermeneutic tradition, which maintains a dialogical truth 

perception that the true knowledge is sought through rational argument among discourse 

participants. 

 

                                                           
1
 See Appendix – Interview Design and Respondents 
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3.2.2.3 Observation Studies   

 

As a final source of data, I conducted a number of observation studies targeting a variety 

of work situation at a Copenhagen based developer. The studies were conducted as disguised 

field observation or unobtrusive observations, where the target group does not know they are 

being observed for research purposes. This was done to eliminate the possibility that the 

subjects may change their behavior when knowing they are being observed. When conducting 

unobtrusive observations, issues of validity need to be considered. Numerous observation of a 

representative sample needs to take place in order to generalize the findings. This is especially 

difficult when looking at a particular group. Many groups possess unique characteristics 

which make them interesting studies. Hence, often such findings are not strong in external 

validity. 

Ultimately the main problem with unobtrusive measures is ethical. Issues involving 

informed consent and invasion of privacy are paramount here. To mitigate, the findings from 

these studies will be subject to maximum anonymity. 

 

The studies were conducted during a variety of work situations, and included several 

brainstorm sessions during the creative stage of production, project status meetings and 

finally a strategic management session. 

 

3.3 Critique of Methodology 

3.3.1 The Argument against Mixed Methods Research 

 

Most writers that agree that integration of research methods is neither desirable nor 

feasible, base their argument on either and sometimes both of two kinds of arguments, the 

embedded methods argument and the paradigm argument. 

 

3.3.1.1 The Embedded Methods Argument 

 

According to this argument, the decision to employ, for example, participant observation 

is not simply about how to go about data collection but also a commitment to an 
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epistemological position that is inimical to positivism and that is consistent with 

interpretivism (Bryman, 2007). Smith argues that each of the two research strategies sponsor 

different procedures and has different epistemological implications, and therefore counsels 

researchers not to accept the unfounded assumption that the methods are complementary 

(Smith, 1983).  

 

3.3.1.2 The Paradigm Argument 

 

The paradigm argument conceives of quantitative and qualitative research as paradigms in 

which epistemological assumptions, values, and methods are inextricably intertwined and are 

incompatible between paradigms (Guba, 1985). Therefore, when researchers combine 

interviews with a questionnaire, they are not really combining quantitative and qualitative 

research, since paradigms are incompatible. The integration is only at a superficial level and 

within a single paradigm. 

 

3.3.2 The Logic of Triangulation 

 

The idea of triangulation (Hammersley, 1996) implies that the results of an investigation 

employing a method associated with one research strategy are cross-checked against the 

results of using a method associated with the other research strategy. It is an adaptation of the 

argument by writers like Webb et al. (Webb, E. J., Campbell, D. T., Schwartz, R. D., and 

Sechrest, L., 1966) that confidence in the findings deriving from a study using one research 

strategy can be enhanced by using other ways of measuring a concept. In this case I attempted 

to cross-check my findings from the preliminary market analysis against the ranking exercise 

performed by managers. Given that they had the opportunity to not just rank my findings, but 

also add their own problems, validates that my findings was actually something they could 

support and in turn allow me to focus on the single most important issue. 

Also, when developing into the more sociologic theoretical approaches of this thesis I 

found great value in having both conducted interviews and attended various actual work 

situations in my observation studies.  
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3.4 Summary 

 

This part gave an impression of how the thesis has been constructed methodically, 

including how data was sampled and treated. Finally, this part discussed the implications of 

using mixed research methods. 

 

Having defined the purpose of the thesis and presented the methodological approach, we 

are ready to take on the market analysis that will make up Part 1 of the thesis. 

This part is framed by the work of Michael Porter, namely the PEST analysis and the 

Porters Five Forces, but first a brief glance at the industry to get a sense of its size and scale. 

 

The analysis aims to deliver a broad understanding of the business environment and its 

problems during the last decade.  
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4 Part 1: The Games Field 

4.1 Danish Game Development at a Glance 

4.1.1 History 

 

The story of the Danish games industry is a story about great hopes, great confidence and 

belief in own abilities; but as we shall see it is also a story about great struggle and, for many, 

a great defeat.  

 

The story begins in the early 80s, but picks up speed in the early 90s, when Interactive 

Television Entertainment (ITE) had its breakthrough with Hugo, which appeared in a 

nationally broadcast TV show. Hugo was a development of the TV-game Oswald, which at its 

time was a true novelty in TV entertainment. During the last ten years, ITE has lived a 

turbulent life in terms of ownership. In 2001 it was bought by Olicom, and sold again twice in 

2006, finally ending up under NDS (Toft, 2010). The Hugo IP and its many spin-offs have 

been used across many platforms and as content for TV-broadcasters around the world, and is 

currently owned by KREA Media. 

 

In the mid-90s Denmark was one of the first nations to engage in educational games. 

Games like Magnus og Myggen developed by Ivanoff Interactive (www.ivanoff.dk) and 

Pixeline developed by KREA Media (www.kreamedia.dk) both developed in 1996 helped 

establish Denmark as an internationally renowned games development industry capable of 

creating novel and unlikely successes (Spilkanonen). 

 

1996 also became the year that Deadline Games released its highly acclaimed title 

Blackout. Blackout was an auteur adventure game created by author and game designer 

Michael Valeur. Blackout illustrated how it is possible to create a good interactive story using 

computer games as media. 

Blackout illustrates a trend in the Danish industry spawning in the mid-90s, where the 

artistic impression of the game became a top priority. Following this trend Giften was 

developed in 1998 by Merete Pryds Helle under Deadline Games in collaboration with 
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Michael Valeur. The game was intended as a trilogy, but the sequel Englen by Michael 

Valeur, remains the latest release in the series (Gamereactor, 1999).  

In 2000 IO Interactive released its Hitman: Codename 47, the first title in a later series. 

Hitman remains the biggest box office success in Danish game development. The game was 

created by Janos Flösser and puts the player in the shoes of a serial killer. With advanced 3D 

graphics and general big scale production, Hitman marked the first real Danish attempt at 

making AAA-titles. Following the success of the Hitman series, IO Interactive was bought by 

English publisher Eidos for 34.5 million EUR (Jensen, IO Interactive solgt for 256 millioner 

kroner, 2004). 

 

Since 2000 the successes has been few in the Danish games industry, culminating in 

2008-2009 with a number of bankruptcies. With the bankruptcies of Deadline Games in May 

2009, and the closing of the Danish branch of NDS in December 2010, the industry today 

consists of just one medium sized developer, IO Interactive, approximately 10 small 

companies and close to 50 micro companies (Computerspilzonen, 2010). For a 

comprehensive list see appendix.  

 

4.1.2 Employment 

 

A report on the Danish game industry from 2005, states that in 2003 the five largest game 

developers in Denmark: IO Interactive, Interactive Television Entertainment, InterActive 

Vision Games, World Simulation Software, and Deadline Games employed approximately 

250 people in total (Imagine... Creative Industries Research at Copenhagen Business School, 

2005). As illustrated below, the same report presents expectations (at the time) for future 

employment based on assessments by the industry itself. The high expectations for 2005 were 

mainly due to the launch of next generation of gaming consoles, which was thought to boost 

the gaming industry and thereby also employment. 
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Figure 4.1 Employment. Source: "A Mapping of the Danish Computer Games Industry" - Copenhagen Business 

School, May 2005 

 

A more recent study (Computerspilzonen, 2010) published by Computerspilzonen, a 

framework managed by the Danish Producers' Association, Producentforeningen, estimates 

that the industry employed more than 600 people coming out of 2009. The total ramifications 

of the international financial crisis are not countered for in these numbers, but the 

bankruptcies of some companies are countered for, i.e. Deadline Games one of the former big 

players in the industry. 

 

4.1.3 Summary 

 

This part gave a short introduction to the history of Danish games development and an 

idea of the industry’s size. From here the analysis will develop in to a more structured market 

analysis employing the theoretical framework by Michael Porter, the PEST analysis and Five 

Forces analysis.  
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4.2 Framework of Macro-Environmental Factors (PEST Analysis) 

 

PEST analysis stands for “Political, Economic, Social and Technology analysis” and 

describes a framework of macro environmental factors used in the environmental scanning 

components of strategic management. In this thesis the framework helps guide and structure 

the initial market analysis intended to create an understanding of the collective business 

environment that defines the Danish games development industry.  

 

4.2.1 Political Factors 

4.2.1.1 Local Authorities and Government Policies 

4.2.1.1.1 Education of the Creative Workforce 

 

Established in 2005, DADIU (Det Danske Akademi for Digital, Interaktiv Underholdning) 

is an association of universities and art schools in Denmark. The aim of the academy is to 

create a range of educations, that should do for the games industry, what the national film 

school (Den Danske Filmskole) has done for the film industry. The academy works to 

establish both scientific and commercial projects. 

 

ITU (IT-University Copenhagen) was established in 2003, building on the former IT-

Højskolen, and has a number of educations available targeting the games industry. Since it 

was established the university has educated 200-300 candidates/masters annually. 

 

It would seem that skilled labor is present in abundance, at least when it comes to 

production. As we will see later, entering the games development business is complicated by 

the high demands on both technical and creative skills (production), but also requires efficient 

business management. Working with management in creative industries is a task that requires 

specific managerial skills. Not a lot of educations have this aim, although the very recent 

years have spawned a few.  

 

 Danish Design Association and Center for Creativity offers non-formal education 

through courses in management of creativity. 
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 The Danish architect association offers a course in Management in Creative 

Knowledge-companies. Although targeting architects, it does have some similarities 

with management in other creative industries. 

 Aarhus University offers a half-year single-class course called Design and 

Management of Creative Processes. 

 Copenhagen Business School provides a master degree focusing entirely on this 

matter. Management of Creative Business Processes admits 60 students annually. 

 

When we look at it all together, the general level of education in Denmark is experiencing 

some negative trends (we will address this in the part on Social factors). Despite this fact, 

there is evidence that the educational institutions has recognized the creative industries as a 

growing segment in the Danish economy, and as such have justified the creation of new 

educations targeting these industries – including the games industry. 

 

What remains is the evaluation of whether or not the output from these different 

educational institutions is, and has been, sufficient to cover the games industry' demand. 

Potentially this could pose an immense problem for the industry, and might have had a 

devastating effect on the Danish industry since 2000. 

 

4.2.1.1.2 Supporting Entrepreneurship 

 

The game development industry is intrinsically bound up with what could be framed as a 

genuine interest in making entrepreneurial and innovative games combined with the ability to 

deliver a sound and profitable business (Copenhagen Business School, 2005). 

 

During the latest decade, there has been an increased political focus on enhancing 

entrepreneurship throughout the Nordic region. In particular, there has been a political focus 

on stimulating people to create new businesses. In January 2005 the Danish government 

published a report called “Handlingsplan for risikovillig kapital” (“Venture Capital Action 

Plan”) (Økonomi og Erhvervsministeriet, 2005). The report sets out to explain how the 

government plans to develop one of Europe’s best markets for venture-capital by 2010. 
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New initiatives to promote entrepreneurship are believed to be reflected in the high entry 

rates in Denmark today. Moreover, compared to the USA, there is little financial risk 

associated with starting a new business in Denmark due to a strong welfare system. In 

practice, all Danish citizens could start their own business and still be entitled to some social 

security benefits. The low financial risk associated with becoming an entrepreneur could 

partly explain the strong Danish entry rates compared to USA (Nordisk Ministerråd, 2010). 

 

In 2009 alone, 9 new game companies were launched in Denmark, with games targeting 

everything from kids to adults, companies that use games in online marketing, and 

organizations that needs games for campaigning (Rytter, 2010).  

 

ITU, the Danish IT University, has created a strong entrepreneurial culture amongst its 

students. ITU students are more than twice as likely to become entrepreneurs compared to the 

average of all university students in Denmark (Wittorff, 2010). 

 

4.2.1.1.3 Public Funding and Conditions 

 

The government and the political sphere in general affect the creative industries, and the 

games industry, in many ways. Here it will be explored how the politicians affect the 

conditions for the industry through funding and other means. Also we will look to other 

industries, both nationally and abroad, to understand how public funding and conditions has 

influenced these industries. 

 

4.2.1.1.3.1 Public Funding 

 

Following years of struggle in the Danish games industry there has been a widespread 

feeling that without increased public funding the Danish game industry would not survive. 

 

“I do not believe Denmark (the Danish industry) can be relieved from this vacuum with 

the help from private investment only” 

Asbjørn Malte Søndergaard, director at Tactile Entertainment (Lü, Svenskerne 

lammetæver danske computerspil, 2010). 
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One particular creative industry that has experienced greater success than the Danish 

games industry is the Danish film industry. Danish film is known around the world, from 

Gabriel Axel's production of Blixen's “Babettes gæstebud” (Babette's Feast), Bille August's 

“Pelle Erobreren” (Pelle the Conqueror), Lars Von Trier, Susanne Bier and many more. 

 

Development of Danish and European film is closely linked to public funding that exists 

nationally as well as on a European level. Without public funding Danish and European film 

production would not have been what it is today (Kultur- og Erhvervsministeriet, 2000). 

 

In the Danish Motion Picture Act (Filmloven), it is described that the purpose of the 

Danish public funding is “to support development of film as a form of art” and “support 

Danish film- and cinema culture”. It is the Danish Film Institute (Det Danske Filminstitut), 

that administers the biggest portion of the total public funding program, which under the 

current settlement (2006 - 2010) is 500 mil DKK each year. 

 

In 2000 public funding on average made up 47% of the total funding for all films 

produced in Denmark. 

 

Other interesting facts can be derived from investigating the Danish Motion Picture Act. 

For example it has been politically agreed to aim for a Danish film industry that produces 25 

titles a year. 

 

It could be interesting to see a political commitment on this scale for the Danish game 

industry. A report released by the Danish government in 2000 named “Danmarks Kreative 

Potentiale” (“Denmark' Creative Potential”) mentions only a few times the word video games, 

and only in the context of spin-offs to film productions (Kultur- og Erhvervsministeriet, 

2000). It seems that in the year 2000, the same year IO Interactive releases their first Hitman 

title, the Danish political decision makers seem to have totally neglected the very existence of 

the Danish game industry. I will not argue that this is the case, but evidence suggest that a lot 

more could have been done. Where was “The Danish Games Act”? 

 

A more recent report, released by the Danish Social-Democrats in 2010 (the political 

opposition at the time of writing), called “Viden og Velfærd” (“Knowledge and Welfare”) 

propose 4 industries in which they see a Danish potential to pursue; Bio-tech, Information 
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Technology, Green-tech and Creative Production. Here the games industry, under creative 

production, is treated equally to the film and music industry (Socialdemokraterne, 2010). Also 

the Social-Democrats have proposed an increase in the funding program for the game 

industry. In their proposal called “Sæt Danmark i Spil” (“Let Denmark Play”) they propose an 

annual 47 mil DKK funding program (Socialdemokraterne, 2009). 

 

4.2.1.1.3.2 Public Conditions 

 

Aside from the obvious form of supporting an industry, in the form of handing out 

greenbacks, there are other ways of supporting an industry with the right conditions to grow. 

A comprehensive analysis of these political tools was released in 2006 by the Imagine 

Institute at Copenhagen Business School (Imagine... Creative Industries Research at 

Copenhagen Business School, 2006). Based on interviews and analysis the report outlines a 

number of conditions the political sphere could affect, and should affect, in order to support 

the creative industries, and in turn the Danish games industry. Here is a summary of some of 

the most important findings in regards to the game industry. 

 

The creative workforce 

 

The creative workforce is essential to the creative industries, and here the local politicians 

can support the industry through education and securing diversity and tolerance. Conditions 

for the education of creative labor are about zoning, co-location of creative educations with 

other creative educations or co-location of creative educations with creative companies. The 

zoning should lay the foundation for innovation and continuous learning in the creative 

companies. 

When it comes to attracting creative labor from abroad, diversity, quality and openness is 

a prerequisite. This goes for the available housing, a high level of welfare and social security, 

tolerance and integration of ethnic minorities.  
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Company start-ups 

 

Financing and new customers are the most critical problems for new business start-ups in 

the creative industry. Here the local authority can help to arrange contact with private 

investors. 

  

Information and knowledge 

 

Many creatives find it hard to oversee the vast amount of rules, laws and general 

information from the government. A solution could be a collective “One Stop Shop” where 

the creatives could find advice on law, funding, regulations etc. 

 

Available labor 

 

Many creative companies are often in need of specialists for specific projects, often with 

short notice. It can be difficult to find the relevant competences within personal networks, and 

the existing “employment services” are not geared for this process of finding highly 

specialized labor on a short notice. A dedicated employment service for the creative industries 

could manage relations with freelancers and support the recruiting process in the industry. 

 

4.2.1.2 International Policies 

4.2.1.2.1 The MEDIA Program 

 

On a European level the European Union has been supportive of the games industry, 

financing innovative multimedia projects and video game entrepreneurship. In the 1980s the 

European national broadcast media faced strong competition because the development of a 

European industry would be compromised by competition from cheap, non-European 

productions television programs, which are perfectly adapted to the programming of new, 

private broadcasters. And domestic film production was also experiencing a downturn. All 

this led to the establishment of the European MEDIA program, which has been operating to 

encourage the development of the European audiovisual industry since 1991 (Wolf, 2008). 
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MEDIA is a support program of the European Union meant to strengthen the competitiveness 

of the European film, TV, and new media industries and to increase the international 

circulation of European audiovisual products. The Media program was not meant to support 

video games; nonetheless, between 1996 and 1998 there was a platform for innovative 

multimedia projects, from 1999 to 2000 they supported first- and second-stage slate funding, 

and from 2001 to 2007 they supported single development projects and slate funding. In the 

latest MEDIA program it has been possible for the first time to apply directly for financial 

support for video game production (The European Commission). 

 

In the end, funding and market conditions lay the foundation for any industry. Without 

them the obstacles for creating a successful business will be too many. As we have seen, 

measures to help the games industry have been made, but what is still uncertain: has it been 

enough? 
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4.2.2 Economic Factors 

4.2.2.1 The Value Chain 

 

“The machinery of gaming has run amok. An industry that was once the most innovative and 

exciting artistic field on the planet has become a morass of drudgery and imitation… It is time for 

revolution!” 

(Costikyan, 2005) 

 

Figure 3.2 below illustrates the “classic” value chain of the video games industry. As we 

will see there are signs of this model being changed as a consequence of a number of factors. 

 

 

Figure 4.2 The Value Chain. Source: ”Computerspil i videns- og oplevelsesøkonomien”, Økonomi- og 

Erhvervsministeriet i samarbejde med Kulturministeriet, September 2005. 

 

4.2.2.1.1 The Game Developers 

 

The game developers constitute the creative part of the value chain. The process of 

developing a game includes a number of activities such as concept development, writing the 

storyline, defining game play elements, prototyping and developing the games universe. On 

top of this comes the development of the games technological dimensions; what technologies 

to use and how to incorporate tech-features into the game concept. It is important for 

developers to stay up to date with the latest advancements in hardware and middle-ware. 

Development of a new game requires a substantial amount of financial resources to fund 

all the development activities and salaries. Apart from the very few well-established 

developers in Denmark, the developers do not have the required equity to finance their own 

productions. The smaller developers are highly dependent on external partners and public 

funding to complete a development process.  
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As it will be addressed later, it has proven more than complicated to attract private 

investment such as VC's and business angels, and therefore the developers are highly 

dependent on publishers that make up the next part of the value chain. 

 

4.2.2.1.2 The Publishers 

 

Publishers are organizations that sell and market games. They will publish a game either 

by a license with other publishers, or by owning IP rights themselves, either developed in-

house or by an external game developer. The IP right may cover the right to use certain stories 

and characters, known from film, books or television. But, the IP right may also exist over 

content originally created as a game, such as Hitman that was later filmed. Typically the 

publishers carry the risk of developing and marketing a new title and also receive the most of 

profits in the games industry. 

The publishing industry is highly consolidated, which means a few international giants 

dominate the industry. One such giant is the American Electronic Arts, which despite some 

heavy layoffs during 2009 and 2010 remains one of the biggest player in the market. EA 

publishes a number of the best selling games today, i.e. the FIFA series, The Sims and Lord of 

the Rings. 

 

4.2.2.1.3 The Distributors 

 

The distributor plays an important role - in conjunction with the publisher - when it comes 

to marketing, advertising and promotion of a new game. The distributor also handles 

transportation and logistics in order to spread the game into the next part of the value chain - 

retail. Some publishers and distributors are vertically integrated. 

 

With the advancements of digital distribution this part of the value chain and the previous, 

is drastically changing if not diminishing. 
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4.2.2.1.4 The Retailers 

 

Last stop in the value chain, before the games reach an audience, is the retailers. Being a 

high-risk-commodity (more on this in the part on Risky Business), the retailers will often 

share the sales-risk with the distributor and/or the publisher. Sometimes this takes the form of 

return policies that assures the retailer will not end up with a stock of games he cannot sell. In 

some cases the retailers even require payment from the distributors, for the retailers to setup 

the games in the best parts of the store, i.e. window displays etc. This illustrates how 

important it is for a game to experience success immediately after being released. The fierce 

hyper-competitive market conditions, with shorter and shorter product life-cycles do not leave 

room for the products to settle in the market and pickup sales later. 

 

4.2.2.1.5 Perspective and Criticism of the Value Chain 

4.2.2.1.5.1 The Death to the Games Industry 

 

The fierce competition and the globalization of the industry have led to an increase in both 

scale and scope of games productions. This development leads to a greater need for risk 

management for the big publishers. If you are marketing a 40 million USD title, you will 

naturally look for titles that with the greatest certainty will sell significantly. This has led to 

publishers more often than not, choose to develop and market games that build on familiar 

brands such as movies, books and cartoons, and publishers will choose to work with well-

established developers that have already proven the ability to develop games at the desired 

technical level and on time. In short, it is hard to sell "original content", games that are not 

based on already established characters/brands such as Harry Potter, Pokémon or FIFA. 

Some critics on the role of publishers have named this phenomenon "The Death to the 

Games Industry" (Costikyan, 2005). The idea is that, while production costs are increasing 

exponentially, sales figures only increase linear. This means that the average game loses more 

and more money, and that fewer and fewer titles each year carry a bigger and bigger portion 

of total revenues. The implication for the publisher is that the more titles you publish, the 

better are your chances of having a hit to carry the firm. This leads to a greater consolidation 

of publishers, and medium sized and small publishers go under. Examples of this are 

Interplay, Acclaim and Midway who are all in trouble or already collapsed. 
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As we shall see later, many new Danish developers are seeking new ways of marketing 

games and to some extent break away from this value chain, and are capable of handling 

development processes beyond production. 

 

4.2.2.2 Private Funding 

 

The industry's access to private investment is in general very limited and vitiated with a 

lot of difficulty. The difficulties arise from a production cycle that requires considerable 

funding just to complete a prototype. This makes it hard for the developers to even prove their 

potential. 

The games industry is not the only one with problems when it comes to attracting private 

investment, but compared to traditional software, or other high-technological investment, 

computer games is characterized with a number of factors that are at least problematic to any 

private investor (Økonomi- og Erhvervsministeriet in collaboration with Det Danske 

Filminstitut, 2005): 

 

4.2.2.2.1 Single Product Strategy - “Hit or Miss” 

 

Game companies are perceived by private investors as a investment with no plan B. 

Everything relies on the development of just one game, and should the game fail there will be 

no way of re-using the game in another context. All investment will be lost. 

 

4.2.2.2.2 Little Opportunity to Explore Market Potential 

 

One characteristic for any creative production is the fact that it is very hard, if not 

impossible, to predict how an audience will adopt the production. We will revisit this 

phenomenon later on under the label “No one knows what's next”. 
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4.2.2.2.3 Problems Understanding the Business Model 

 

A business model that leaves all sales and marketing activities to an external publisher 

does not appeal to the traditional private investor. Investors want to influence their investment 

as much as possible, especially when it comes to sales activities. 

 

4.2.2.2.4 Insufficient Management Skills 

 

Many Danish game developers are started by young people with a lot of technical and 

artistic skills, but with little or no experience with economics or business administration. To 

many investors excellent management is the single most important parameter (Schilit, 1987). 

 

 

On top of this, compared to other European countries, Denmark doesn’t have a strong 

tradition when it comes to venture investment in new entrepreneurships (Økonomi og 

Erhvervsministeriet, 2005). 

 

All together, from a private investor’s perspective game development remains a highly 

risky business that most investors will be hesitant to invest in, especially the many young 

businesses that make up the majority of the Danish industry. These weaknesses explain why 

the access to private investment remains very limited, and also why public initiatives are 

greatly needed. 

 

4.2.2.3 Risky Business 

 

All business is risky, but as we will explore in this part, the games industry constitutes a 

particularly risky business. 
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4.2.2.3.1 Creative Freedom, Autonomy and Publicity 

 

As supported by my observation studies, creative companies grant their creative personnel 

far more autonomy (self-determination) than they would to workers of equivalent status in 

other industries. This autonomy, or creative freedom in the production phase, is granted in the 

hope that the creative creators will come up with something original and distinctive enough to 

be a hit and/or as a consequence of the creative nature of many managers. But this means that 

creative companies are engaged in a constant process of struggle to control what the creatives 

are likely to come up with. This makes part of what Rossiter and Radbourn (Rossiter, C., and 

Radbourne, J., 2003) calls the Symmetric ignorance, which elaborates on the uncertainties in 

creative production from idea to product. 

Paradoxically this creative freedom often works as a control mechanism, maintaining the 

desirability of often scarce and poorly paid jobs (Hesmondhalgh, 2007). 

 

Secondly any particular game company is reliant on other cultural industry (other media) 

companies to make audiences aware of the existence of a new product or of the uses and 

pleasures that they might get from experiencing the product. As much as I would avoid the 

term cultural industry when dealing with the games industry, I think it is appropriate here. It is 

close to impossible to control the kind of publicity the game is likely to receive because it is 

just as impossible to predict how critics, journalists, and so on are likely to evaluate the game.  

 

These factors illustrate how the game industry companies face special problems of risk 

and unpredictability.  

 

4.2.2.4 A Global Economy 

 

Globally, video games are one of the fastest growing experience fields. Some uncertainty 

exists when it comes to determine the size of the global market. Some figures include sale of 

consoles and other gaming hardware, which are not really relevant to the developers. The 

figure below shows the development of units (games) sold worldwide over the last 10 years 

for the game consoles, hand-held consoles and computers. 
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Figure 4.3 Total Units Sold Worldwide. Source: VGChartz Network (www.vgchartz.com) 

 

The figure indicates an almost exponential development in units sold, but also a 

significant stagnation in 2009 and a 14% drop in 2001. This indicates the vulnerability of the 

games industry. The industry is highly dependent on private consumption, hence the drop in 

sales around “9-11” and the unraveling of the financial crisis in late 2008. 

The next figure is the representation of titles sold by the 5 largest (units sold) publishers 

each year. The figure shows the dominance of Nintendo throughout the entire period. Only 

Nintendo stays within top-5 throughout all 10 years, and their market share is superior to all 

other publishers, peaking in 2003 and 2006 with nearly 30% of all games sold being a 

Nintendo game.  
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Figure 4.4 Five Biggest Publishers Year-to-Year. Source: VGChartz Network (www.vgchartz.com) 

 

Also the figure demonstrates that throughout the period each year, the 5 best-selling 

publishers constitute between 60% and 70% of all games sold - a clear indication of just how 

powerful the big international publishers are. 

 

As we discussed in the part on the value chain, it is absolutely crucial for small developers 

that cannot fund their own productions, to build relations with these giant publishers or break 

away from the existing value chain.  

 

According to the report "The Video Gaming Market Outlook" (The Video Gaming Market 

Outlook, 2009), the global video gaming market is expected to grow at a CAGR of 8.9% over 

the period 2008-2013 to reach $76.1 billion in 2013.  

 

 

Despite few commercial successes the overall picture in Denmark is that only a few 

developers have managed to establish themselves with one or more game concepts that will 

provide a sound foundation for future business. A positive feature in Danish games industry is 

that there are still developers that manage to establish relations with international publishers 

and for some with great commercial success, while others seek out new segments and 

platforms and break away from the existing value chain. 
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4.2.3 Social Factors 

4.2.3.1 General Educational Level 

 

Education plays an important role in supplying the Danish knowledge/technology driven 

industries with the right skills and competencies. Any position the Danish industries cannot 

fill from recruiting locally or nationally will require them to attract labor from abroad, a 

challenge proven hard in the Danish game industry, or amount to potentially missed 

opportunities for the Danish companies. 

 

Unlike what many might think Denmark has developed negatively on a number of 

measures relating to education since the late 1990's.  

 

A recent publication from OECD reveals a number of these negative trends, of which I 

will present the most important (OECD, 2010). 

 

With the exception of Denmark, Iceland, Mexico and Turkey, the number of individuals 

available to the labor market with below secondary education has decreased in all other 

OECD countries between 1998 and 2008, and in some countries substantially so.  

 

On average 80% of an age cohort in 2008 is estimated to complete upper secondary 

education in the 26 OECD countries with available data. The proportion of students who 

complete the upper secondary level of education outside the typical age of graduation is high 

in Denmark, Finland, Iceland and Norway, where graduation rates for students older than 25 

account 10 percentage or even more. 

 

Traditionally, students enter tertiary education programs immediately after having 

completed upper secondary education, and this remains true in many OECD countries. But in 

some OECD countries, the transition from upper secondary to tertiary education happens at a 

later age, maybe due to time spent in the labor force. In Denmark the median age of students 

is over 21.5 when they start tertiary education. 

 

All together we see evidence of a decrease in the percentage of individuals graduating 

from a secondary education, like the Danish “gymnasium”. Furthermore the students that do 
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graduate from a secondary education are spending longer time before proceeding into a 

tertiary education, like universities. 

 

4.2.3.2 Audience Demography 

 

Just as many other aspects surrounding computer games, the audience demography has 

changed significantly since the 1960's and 1970's when the industry was born. Back then 

almost all gamers were kids and teenagers. As the industry grew older, the teenagers that 

played games back in the 80's has kept on playing games and as such changed the audience 

demography significantly. 

 

The American association ESA (Entertainment Software Association) publishes a report 

every year with data on the computer and video game industry, including sales, demography 

and usage data. The report is based on data from the US market, but since it remains the most 

thoroughly developed piece of statistics when it comes to audience demography, I will use 

this as a source of data. Also, it seems fair to believe that trends in the US demography are at 

least to some extent corresponding to that of the Danish and European development. Below is 

illustrated how the game players are distributed in regards to age. 

 

 

Figure 4.5 Age Distribution among Game Players. Source: (Entertainment Software Association, 2010) 
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This simple illustration gives us some very interesting facts. First of all, the former 

supreme age segment "Under 18 years”, which for decades made out almost all of the gamers, 

is now actually the smallest segment. Even the group of gamers above 50 years has more 

gamers today. In fact the average game player age in 2010 is 34 years - the perfect indication 

that players that grew up with gaming has kept on gaming, long after their teenage years. 

 

The next illustration shows how game players are distributed in regards to gender. 

 

 

Figure 4.6 Gender Distribution among Game Players. Source: (Entertainment Software Association, 2010) 

 

The illustration shows that women make up almost the same proportion of gamers as men, 

a fact that might be surprising to many. Actually women age 18 or older represent a 

significantly greater portion of the game-playing population (33%) than boys age 17 or 

younger (20%). 

 

"There are games now for pretty much every age, every demographic. More and more 

women are going online. It comes down to everybody is playing games. Games are just 

evolving like species in order to fit every little niche of our lives." 

Jesse Schell, instructor of entertainment technology at Carnegie Mellon University 

(Entertainment Software Association, 2010) 

 

The increasing versatility in audience composition creates a lot of new opportunities for 

game developers in terms of niche markets to target. 
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4.2.3.3 Consumer Buying Patterns - No one knows what's next 

 

As we have addressed previously, the creative industries carries a set of characteristics 

that makes it a particularly risky business. Another reason why the creative industries, such as 

the games industry is a highly risky business, is the phenomenon often referred to as “No one 

knows what the next big thing is” (Garnham, 1990). 

This risk derives from the fact that audiences use creative commodities in highly volatile 

and unpredictable ways. As a result, popular and famed developers, game series and/or 

genres, even if heavily marketed, can suddenly come to be perceived as outmoded and, 

equally, other games can become unexpectedly successful.  

 

4.2.3.4 Culture and Art versus Mass-Entertainment 

 

I believe one major reason to why the Danish games industry has been widely neglected 

by politicians, compared to the attention given to the Danish film industry, is the attitude 

amongst the decision makers that games do not constitute a form of art nor represents a part 

of Danish culture. This is exactly what we saw in the Danish Motion Picture Act – funding is 

given to support art and culture. Over the decades millions of dollars has been given to create 

a Danish/European counterpart to the “Hollywoodization” of film culture. So the question is 

does a Danish game constitute a form of art and a part of Danish culture? 

Some will argue that games is nothing more than just mass entertainment, and that Danish 

games does not provide a “Danish counterpart” – it is just the same as games developed in 

USA and other countries. If confined to this realm, it is hard to justify any industry subsidy. In 

Denmark we do not have a tradition of supporting particular industries to create better 

national market conditions, unless there exist a greater purpose, like environmental concerns, 

e.g. windmills and electric cars. 

 

Is it a fair assumption that games is just mass-entertainment, and does not have any 

Danish culture in it. Personally, I think not especially if you compare it to Danish film. Is 

watching a Danish film any less of “just entertainment” than playing a game? And to me 

Danish games do constitute a counterpart to what we see internationally. Danish games are 

known for its creative ways of innovating gameplay and its artistic expression. Titles like 

Hitman, does look a lot like what we could have expected from an American developer, but 
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Hitman is such a small part of the Danish games industry (disregarding sales figures). Hitman' 

creator, IO Interactive, latest release (Kane & Lynch 2: Dog Days)
 
has received considerable 

recognition for its innovative graphics and visuals. 

 

“Dog Days make such a strong first impression, with its handheld video style visuals” 

(Gies, 2010)  

 

Other recent games like Limbo and Max and the Magic Marker, goes further in 

demonstrating the qualities of truly novel Danish game design. 

 

In the end I guess it is all in the eyes of the beholder. A number of writers on this subject 

have noted the increasing sophistication and quality of games, along with a growing audience, 

yields the possibility that new generations of games will legitimate digital games as a new 

popular art form, just as films of the late 1910s and 1920s legitimated the then infant cinema 

(Poole, 2000) (Jenkins, 2000) 

 

If games become fully accepted as a part of Danish culture, I believe the industry will see 

a significant increase in political willingness to support the industry. But it could very easily 

require a generation shift among the political decision makers. 
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4.2.4 Technological Factors 

4.2.4.1 New Platforms and Digital Distribution 

 

Historically the video games market has been widely driven by technological 

advancements. The hardcore gamer would expect new titles to build on the latest generation 

of console/platform. This remains true, but there is some evidence that, as the audience 

demography has evolved new niche markets have spawned around new platforms that appeal 

to casual gamers. The Nintendo Wii is one example of a platform that targets casual gamers. 

Although we are dealing with a "latest generation platform", the Nintendo Wii is equipped 

with graphical and computing power that cannot compete with that of its competitors, 

Playstation 3 and Xbox 360. Despite its technological shortcomings the Wii has experienced 

great success.  

 

As we saw in the early part on Markets, Platforms and Segments, Nintendo has sold 

almost as many Wii consoles as XBOX and Playstation 3 combined. The reason for the Wii's 

success is widely regarded as being a result of its novel intuitive game controls and the focus 

on social gaming (Hartley, 2007). 

 

Another platform that has seen a rapid development in recent years is the mobile phone. 

Today smart phones carry the processing and graphical computing power that can compete 

with computers and consoles 5 - 10 years ago. The mobile phone market is strengthened by 

the high consumer penetration. 

 

There are some signs that a game “Made in Denmark” is on its way to mobile phone and 

consoles. The recent year’s development of digital distribution and internet technologies has 

both cut production costs and made it significantly easier for small developers to launch and 

reach an audience (Rytter, 2010). 

 

“In the Danish Games Industry 2.0 developers are targeting the mobile- and online 

market. This cuts production costs, and the developers can bring games to market faster” 

Klaus Hansen, Managing Director at Producentforeningen. 
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The technological advancements with all its possibilities, however, also put a strain on the 

developers and the historic relations of the industry. 

Developers are required to keep learning new middleware and other development kits in 

order to stay on par with competition. As we saw earlier publishers are likely to choose to 

work with developers that have already proven the ability to develop games for a specific 

technology or platform. 

Also digital distribution is starting to create tensions along the industry’s value chain. 

Retailers are expressing their negative feelings towards this online digital market place. For 

the PC market, the online marketplace Steam has reached a market share of 80% of total sales 

of online games, distributed digitally. This has made some retailers proclaim that they are 

willing to boycott games that are being sold via Steam (Vigild, Spilbutikker vil boykotte 

digitale spil, 2010).  

 

As liberating it may have been, the technological advancements have created a lot of new 

competition, by the sheer amount of developers. This will fall under the problem we 

addressed earlier under development in audience demography, as these new platforms are 

very linked with its audience. 

 

4.2.5 Summary & Conclusion: PEST-framework and Findings 

 

The following findings are based on the above analysis of macro-environmental factors 

that have influenced the Danish games industry since 2000. It is important to understand that 

each set of findings is presented as a possible cause to the industry’s problems since 2000. 

The problems will make part of the CEO Ranking Exercise that should validate the findings 

and help me establish the focus on one particular issue. 
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Political Factors 

 The Education of Specialized Workforce  

 Attracting Labor From Abroad 

 Immobility of the Labor Market 

 Lack of Entrepreneurship Support 

 Lack of Public Funding 

 

Economic Factors 

 Death to the Games Industry 

 Insufficient Management Skills 

 

Social Factors 

 Development in Audience Demography 

 

Technological Factor 

 New Platforms and Digital Distribution 

 

Table 1 - Findings from the PEST Analysis 

 

4.2.5.1.1.1 The Education of Specialized Workforce 

 

The games industry is highly dependent on a specialized workforce. Only during the last 

10 years have we seen a handful of educations spawning that specifically target the games 

industry. The lack of specialized labor has been a prime cause of the industry failure. 

 

4.2.5.1.1.2 Attracting Labor from Abroad 

 

When it comes to attracting creative labor from abroad, diversity, quality and openness is 

a prerequisite. This goes for the available housing, a high level of welfare and social security, 

tolerance and integration of ethnic minorities. The government and local authorities have 

failed in providing the needed conditions for attracting labor from abroad, and this has been a 

prime cause of the industry failure. 

 

4.2.5.1.1.3 Immobility of the Labor Market 

 

Many creative companies are often in need of specialists for specific projects, often with 

short notice. It can be difficult to find the relevant competences within personal networks, and 

the existing “employment services” are not geared for this process of finding highly 
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specialized labor on a short notice. The immobility of the labor market has been a prime cause 

of the industry failure. 

4.2.5.1.1.4 Supporting Entrepreneurship 

 

Local authorities and government policies play an important role in creating the right 

conditions for entrepreneurs. We have seen an increased political focus on supporting 

entrepreneurship since 2000, but still many creatives find it hard to oversee the vast amount of 

rules, laws and general information from the government. The obstacles have been too many 

for young entrepreneurs and this has been a prime cause of the industry failure. 

 

4.2.5.1.1.5 Public Funding 

 

Throughout the period public funding has been very limited compared to the funding 

given to the film industry. Slowly it seems the last few years have provided a political 

willingness to increase public funding although far from the level of funding given to the film 

industry. This has been a prime cause of the industry failure. 

 

4.2.5.1.1.6 Death to the Games Industry 

 

While production costs are increasing exponentially, sales figures only increase linearly. 

This means that the average game loses more and more money, and that fewer and fewer titles 

each year carry a bigger and bigger portion of total revenues. The increased risk derived from 

fewer hits each year and the exploding production costs have made it hard for developers to 

sell “original content” – Publishers seek to minimize risk by going for games that build on 

established brands. This has been a prime cause of the industry failure. 

 

4.2.5.1.1.7 Insufficient Management Skills 

 

Managing creativity requires a unique set of managerial skills. On one hand management 

must provide the creative creators with a certain degree of autonomy and creative freedom for 
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the creators to feel at home. On the other hand, management is in a constant battle to build a 

sound business. At many young developers, management does not consist of trained 

personnel in management; rather creatives themselves try carrying the responsibility because 

they have to, neither because they want to nor because they have the required skills. This lack 

of management skills has been a prime cause of the industry failure. 

 

4.2.5.1.1.8 Development in Audience Demography 

 

As the audience for games has developed significantly over the last decades, many new 

niche markets have evolved. Instead of competing in the classic market segments where 

developers with huge budgets already compete, such as first-person shooters or real-time 

strategy, small developers should aim at niche markets where budgets and derived financial 

risk is smaller. The Danish developers have failed to seek out these new opportunities, and 

this has been a prime cause for the industry failure. 

 

4.2.5.1.1.9 Summary 

 

With the proposal of these hypothetical causes to why the industry did not deliver in 

accordance with expectations, I will leave the macro-environment and begin the analysis of 

micro-environmental factors, before finally conducting the manager ranking exercise to 

validate and operationalize the findings. For the purpose of structure the analysis will be 

conducted as a Porters Five Forces Analysis. 
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4.3 Framework of Micro-Environmental Factors (Five Forces Analysis) 

 

The five forces analysis will be the final framework used in this preliminary market 

analysis. The five forces analysis should help contrast the competitive environment of Danish 

games development. The five forces analysis looks at five key areas namely the threat of 

entry, the power of buyers, the power of suppliers, the threat of substitutes, and competitive 

rivalry. 

 

The Danish developers compete both nationally and globally and in very different market 

segments. For this reason I will divide the analysis into the following segments (where 

appropriate): 

Global vs. National 

AAA-titles vs. Casual Games 

Funded by Publisher vs. Funded by other means 

 

4.3.1 The Threat of the Entry of New Competitors 

 

When considering the threat of the entry of new competitors I will focus primarily on the 

global market since, as we explored previously, almost all developers are highly dependent on 

large international publishers and almost all games are competing in a globalized market. 

                                                                                                                          

AAA-titles 

 

AAA-titles are surrounded by considerable barriers of entry. First of all, development of 

an AAA-title today requires in the range of 100-200 employees and a budget in excess of $20-

30 million USD. As we saw earlier the funding will typically come from a publisher, but only 

developers with a proven track record and the capacity to undertake such a development 

process will ever come into consideration. 
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Casual Games 

 

Casual games have developed enormously over the last 10 years or more. The 

diversification of the audience demography and the advancements in technology and new 

platforms has created a lot of new and exciting ways to reach gamers of all ages and gender. 

Today a tiny mind-game can entertain millions of gamers on smart phones around the world. 

But a casual game means, for the most part, a small game. As we saw earlier, the 

development of a small casual game for mobile phones or party games for the Nintendo Wii, 

can take as little as a few months and only require a handful of developers, sometimes just 

one or two. This means competition is fierce. Literally anyone with knowledge of 

programming and a good idea can start developing games for these new platforms.  

                                                                                           

4.3.2 The Threat of Substitute Products or Services 

 

Video games compete in the market of leisure time and entertainment. Games are 

competing against substitute products such as movies, TV-shows, books and cartoons, and 

there is some evidence that games are winning. The desire to impact, influence and actively 

take part of the user experience drives a tendency where especially movies and TV-shows are 

becoming less attractive. There is little or no cost for the consumer to substitute into another 

product or service, so the threat clearly exists, it just seems that games are winning the battle 

especially among men aged 18-35 (Knowledge Networks, 2010). 

                                                                                    

4.3.3 The Bargaining Power of Customers 

 

The customer for developers depends on their business model. For the developer that 

needs funding from a publisher the obvious customer is the publisher who needs to be 

attracted by the game idea and/or prototype. Other than that, all developers face the ultimate 

customer – the audience. With little or no transition costs the customers have a great 

bargaining power. 
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Funded by Publisher 

 

The bargaining power of a publisher is strong. Often the publisher even describes in a 

semi-public tender what they are looking for and developers then submit their idea and 

prototype for evaluation. The publisher solely determines which game to go for. 

 

Funded by Other Means 

 

All developers face the bargaining power of the audience. The audience bargaining power 

is even stronger than that of a publisher. Some publishers may be constraint by the need to 

develop a game for a specific technology. An example of this is Microsoft who was launching 

their latest technology “Kinect” by the end of 2010. This created an urgent need to find 

developers that had ideas for games that could utilize this new tech-feature. Audience never 

has such constraint and as such has a strong bargaining power. 

 

4.3.4 The Bargaining Power of Suppliers 

 

There exist no obvious suppliers to the game developers. The publishers and public 

funding programs could be viewed as a supplier of funding, and in that case the bargaining 

power would be as described above. Other suppliers could be educational institutions which 

has no real bargaining power. 

 

4.3.5 The Intensity of Competitive Rivalry 

 

The intensity of competitive rivalry is very different dependent on what market segment 

we are exploring. 

 

As a consequence of the enormous budgets and derived risk associated with developing an 

AAA-title, the competition amongst these actors is fierce. The marketing budgets have 

exceeded 20 million USD which is a good indication of just how hard competition is. 
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On the other end of the scale, we see clusters such as the Copenhagen creative cluster in 

Pilestræde where a dozen of developers have taken office. They all work independently on 

their titles and still find resources to meet and share ideas and knowledge. Clusters are not 

often confined to one building, but here we see an example of a small ecology that works 

independently and together. When visiting the facility it is hard to find any competition. 

                                                                           

4.3.6 Summary & Conclusion: Porters Five Forces and Findings 

 

Globally the competition is fierce for one of two reasons. Among the AAA-developers 

budgets have reached biblical proportions and as such increased the financial risk. 

Among the small independent casual-developers competition exists based on the 

liberation and democratization of games development that has happened due to the 

technological advancements of smart phones, broadband internet connections and the latest 

generation of consoles that provide online marketplaces. All these different channels of digital 

distribution has led to a significant cut in costs of production and distribution and in turn 

expanded the amount of marketed titles and the number of independent developers. 

Interestingly, because the market is so globalized, and because the Danish market is so 

small, it seems there is little reason for the Danish developers to compete against each other. 

Which leads to the question, have the Danish developers previously neglected the opportunity 

to unite in clusters that could have strengthened the industry in the fierce global competition? 

 

 

Having conducted the preliminary market analysis nine possible causes to why the 

industry did not deliver in accordance with expectations in the years 2000 – 2010 has been 

presented. In the following I will discuss the findings from the market analysis, and reflect on 

the results from my manager ranking exercise.  
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5 Discussion of Findings and the CEO Ranking Exercise 

 

# Cause Average ranking Std. Deviation 

1 Lack of Public Funding 3.57 2.71 

2 Insufficient Management Skills 4.43 2.33 

3 Death to the Games Industry 4.57 2.03 

4 Lack of Entrepreneurship Support 4.71 2.84 

5 The Education of Specialized 

Workforce 

5.14 2.43 

6 Uniting in Clusters to Support the 

Industry 

5.36 1.87 

7 Attracting Labor from Abroad 5.50 2.71 

8 Development in Audience 

Demography 

5.71 3.02 

9 Immobility of the Labor Market 6.00 2.58 

Table 2 - Results from the CEO Ranking Exercise
2
 

 

The first and obvious reflection on the preliminary analysis is the notion that numerous 

issues could have caused the shortcomings of the Danish industry and that the rankings are to 

some extent ambiguous, in the sense that there are not one or two issues that stand out from 

the rest in ranking. This could be interpreted as a weakness, but I believe this illustrates that 

most findings are something that managers can relate to, but the Danish developers are very 

different in nature. If you dig in to the actual rankings you get a sense of this. What some 

managers have ranked the highest are ranked the lowest by others; a good indication that the 

problems are very differently felt.  Even with these considerations in mind, the CEO Ranking 

Exercise was intended to help me establish the focus for the in-depth research that should 

make up the second part of this thesis. The objective is to answer the second research 

question; how are the developers doing today in relation to the most important problem? 

 

                                                           
2
 See Appendix – Survey Design and Data 
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By having 50 top-level managers from the Danish industry (28 responses)
3
 rank the 

causes according to the severity of the problems over the last ten years, I would be able to 

validate the purpose of the remaining analysis. 

 

One thesis I had, before conducting the ranking exercise, was the idea that managers 

would rank the problem of insufficient management skills low and focus more on the lack of 

public funding or other external factors. Had this been found true, a similar exercise 

addressing academics and other professionals could have illustrated some lack in sense of 

own abilities and shortcomings. However this was not the case. Instead the managers partly 

shattered this thesis of lacking sense of own abilities by ranking insufficient management 

skills second. 

 

On top of these findings, an interesting topic was brought forward by the managers, as a 

result of giving them the option to add problems to the list presented at the ranking exercise - 

the issue of uncompetitive development costs. 

A couple of the managers express a concern that the high wage level is making it very 

hard to justify production in Denmark, a trend seen across other industries. This could 

probably have led to some interesting research on the use of outsourcing and the difficulties 

of outsourcing in a creative environment. Since only a handful of managers brought this issue 

to attention, and because of survey design, some of the managers that added their own 

problems also did not add a rank to it. For these reasons the issue of uncompetitive production 

costs will not be the focus of the second part of this thesis.  

 

The idea was to focus on the one problem that was ranked the highest. However, due to 

the nature of public funding which is a political decision this will not be the case. In other 

industries you could have justified an analysis of how companies could work to influence 

politicians and other decision makers, but when working with Danish games development this 

seems too farfetched. The Danish developers are just too small to really invest resources in 

lobbyism and also, as it was discussed previously, are increases in public funding even 

justifiable? We do not have a Danish precedence of subsiding specific industries unless it 

serves a greater purpose. 

 

                                                           
3
  See Appendix – Survey Design and Data 
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Coming in second is the issue of insufficient management skills. This issue covers a vast 

array of management issues relating to the obstacles of on one side nurturing creativity and on 

the other side constantly in the process of building a sustainable and successful business. A 

couple of the respondents from the ranking exercise had added the notion that especially the 

management’s commercial skills were inadequate, and so the decision to leave the 

respondents with the option to elaborate on their ranking, allows me to develop on the 

finding, by focusing entirely on the managements commercial skills, rather than try grasp 

everything that could have been categorized as insufficient management skills.  

  

What really set this issue apart from most of the others is the internal possibility to 

actually improve. This fits well with my hopes to create knowledge applicable in a business 

context and as such will serve as the focus for the remaining analysis to determine whether or 

not the Danish developers have improved in regards to sufficient commercial management. 

 

5.1 Summary 

 

Having established the focus on how management should work with commercial 

management to further increase firm performance, theories and previous research on this 

matter was analyzed and selected based on relevance. Also I attempted to collect research that 

could, to some extent, deliver a holistic approach to commercial management, from a strategic 

level to a tactical/operational level. 
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6 Part 2: Commercial Thinking in a Creative Environment 

 

“The ability and willingness of management to think commercially - focus and act 

commercially. I think that is a huge problem in the industry.” 

Maz Spork, CEO at NOGAP 

 

In the following, a theoretical approach to commercial thinking in a creative environment 

will be presented and consequently applied to the findings from my interviews and 

observation studies. The first theories presented will work at a strategic level, and the later 

will address a more tactical aspect of how to organize the daily work. 

 

6.1 Strategic Orientation of the Firm and New Product Performance 

 

One of the cornerstones in marketing is that to be commercially successful a product must 

satisfy some need or desire in the marketplace. Consequently marketers generally propose 

that the marketing concept and customer-oriented behaviors should guide marketing 

decisions. On the other hand, some researchers caution that being too customer focused can 

lead to inertia (Christensen, Clayton M. and Joseph L. Bower, 1996) (Hamel, Gary and C. K. 

Prahalad, 1991) (Leonard-Barton, 1992), and some evidence suggest that it may be better to 

ignore your customers in the new product research and development process (Rainey, 2005). 

 

As a challenge to the classic customer oriented marketing strategies, Gatignon and 

Xuereb’s (Gatignon, H., and Xuereb, J., 1997) work on strategic orientation seeks to 

understand which of three different strategic orientations of the firm is more appropriate, 

when, and why it is so in the context of developing product innovation. In detail, they propose 

the following strategic orientations. 

 

Customer Orientation is defined as an organization’s commitment to integrate customer 

preferences into product development and marketing process. 
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Competitor Orientation is defined as an organization’s commitment to integrate 

competitor intelligence into the product development and marketing process. 

 

Technological Orientation is defined as an organization’s commitment to acquire a 

substantial technological background and use it in the development of new products.  

 

Gatignon and Xuereb find that firms should be customer and technology-oriented in 

markets in which demand is relatively uncertain. Together, these orientations lead to products 

that perform better, and the firm will be able to market innovations better, thereby achieving a 

superior level of performance. The video games industry can certainly be characterized by a 

high level of demand uncertainty, and as such should, according to this research, be customer- 

and technology oriented in order to achieve the highest level of performance. 

 

6.2 Strategic Orientation and Firm Performance in an Artistic Environment 

 

Voss and Voss (Voss, Glenn B., and Voss, Zannie G., 2000) goes further than Gatignon 

and Xuereb, by using an artistic environment, namely the non-profit professional theater 

industry, to explore the boundary conditions for one of marketing’s most fundamental 

premises: that a customer orientation provides a firm with a better understanding of its 

customers, which then leads to enhanced customer satisfaction and firm performance. 

 

The most unambiguous finding from their research is the effect of customer orientation. 

Voss and Voss find that being customer oriented leads to more theater subscribers, but fewer 

single ticket buyers. This once again illustrates the problems of having a tight focus on 

customer preferences when dealing with an environment that is characterized by a high level 

of demand uncertainty. In the context of theaters the customer orientation allows the customer 

to predict with some certainty what they are going to see during a season and do not hesitate 

to renew their annual subscription. On the other hand, having a customer orientation leaves 

less chance for the artists to create the unlikely success that yields disproportionate returns. 

 

All together this research indicates that customer orientations should be employed 

relatively to demand uncertainty. 
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Rossiter and Radbourne (Rossiter, C., and Radbourne, J., 2003) also build their research 

on Gatignon and Xuereb’s work and apply the framework to an artistic environment – the 

Australian motion picture industry.  As a modification to the framework they propose a 

change to the three distinct strategic orientations, namely a change from technological 

orientation to artistic orientation.  

 

Artistic orientation is defined as the willingness and commitment of the firm to integrate 

the artists’ vision in the development and marketing process as the key driver in meeting the 

needs of users (manifest or latent). 

 

The research finds support for Gatignon and Xuereb’s initial finding that an artistic 

orientation coupled with a customer orientation is likely to lead to higher levels of success. 

  

6.2.1 Discussion and Application to Practice 

6.2.1.1 Customer Orientation 

 

 

 

 

 

 

 

 

 

 

 

According to the research presented in the previous, customer orientation is an ambivalent 

strategic approach that should be applied relative to demand uncertainty and coupled with an 

artistic orientation when working in a creative environment. 

 

When conducting the interviews it was very clear, that all developers do have a sense of 

the importance of having some degree of customer orientation, but it is very different to what 

Research: 

A customer orientation is significantly related to motion picture performance. A 

customer orientation is likely to have a greater impact on demand uncertainty than 

it is on product uncertainty. 

 

 

Figure 6.1 Customer Orientation. Source: (Rossiter, C., and Radbourne, J., 2003) 
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extent and at which production stage they find the customer orientation appropriate. At one 

end of the scale I found companies that express a resistance to having a tight focus on 

customer preferences, not just during the early stages of production, such as the idea creation 

phase, but also in general. Here it was argued by some, that customers do not know what they 

want, and that ultimately it will be the people employed that will have to work on the specific 

project for a given period and therefore the project should be internally satisfying, and as such 

be founded on the visions and desires of the artists.   

 

“Customer preferences are important, but not in the very early production stages. Rather 

we think about who our customers are during the development. Initially we have a stronger 

emphasis on the artistic orientation.” 

Dajana Dimovska, CEO and Producer at KnapNok Games (Dimovska, 2011) 

 

“If you orientate your development according to customer preferences in the early stages, 

I think you are always going to come up with something worthless. Doing what customers 

think they want, feels like a merchant. Most developers are hyper-creative people, and 

creativity is about self-expression.” 

Brian Meidell, CTO at Space Time Foam (Meidell, 2011) 

 

At the other end of the scale, we have companies like PortaPlay. When talking to 

managers at this developer you really get a sense of how different the firm is orientated. At 

PortaPlay the customer orientation is predominant. 

 

“The customer orientation is dominant at our company. We view ourselves as a sales 

company.” 

Hans Von Knut, CEO and Creative Director at PortaPlay (Knut, 2011) 

 

As a consequence of this tight focus on customer preferences, PortaPlay has a strong 

emphasis on capturing product performance (metrics), matching of the customers perceived 

needs and what is artistically possible, and finally development of sales material and 

optimization of sales processes.  
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“We never make a game that we do not know whether or not will work. How do we know 

that? We read the numbers. We track performance of all our products on every possible 

dimension.” 

(Knut, 2011) 

 

But this might come with a cost. As the managers themselves are aware, by having a tight 

focus on customer preferences in an environment where customers often do not know what 

they want, could limit their chances of making the unlikely mega hit.  

 

“We claim to know whether or not a game will be good before we make it. This comes at a 

price. We don’t have that portion of unpredictability that allows us to make the unexpected 

excellence.” 

(Knut, 2011) 

  

Somewhere in between we have companies like Art of Crime. Here management has a 

great deal of focus on customer preferences, but constantly attempt to integrate the artistic 

orientation. Recognizing what customers want to see and coupling it with what is 

technologically and artistically possible or desirable is the approach here.   

 

”Customer preferences are extremely important to us, but it’s imperative to constantly 

consider the artistic vision. We don’t necessarily give the customer what he wants, but 

attempt to consider everything in a greater context.” 

Ida Brinck-Lund, CEO and Co-owner at Art of Crime (Brinck-Lund, 2011) 

 

6.2.1.2 Competitor Orientation 

 

 

 

 

 

 

 

 

Research: 

A competitor orientation is significantly related to the success of a motion picture, 

particularly at the launch phase of a films’ development process. 

 

 

 

 

Figure 6.2 Competitor Orientation. Source: (Rossiter, C., and Radbourne, J., 2003). 
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Among the Danish developers there is a broad understanding of competitors as a source of 

inspiration, but that developing games that are exact copies of other games is not desirable. 

 

“Basically I think it’s a very nice tool, but if you focus your business on what your 

competitors are doing, you will never really have inspired work. You will end up making 

cheap knock offs… In a creative environment your imagination should be the boundaries, not 

what your competitors do.” 

(Meidell, 2011) 

 

One manager goes further and, in accordance with the findings from the CEO Ranking 

Exercise, points out that in the cultural industries it’s hard to make something others made, 

cheaper; especially when you consider the Danish wage level. 

 

“In the cultural industry it’s hard to make something others made, cheaper… On the 

other hand we are all inspired by all the games we ever played.” 

(Knut, 2011) 

 

6.2.1.3 Artistic Orientation 

 

 

 

 

 

 

 

 

One very obvious difference among the Danish developers is their emphasis on the artistic 

orientation. To some developers this is the dominant driver in everything from idea to 

product.  

 

 

Research: 

An artistic orientation is positively associated with the performance of a motion 

picture, primarily through its ability to reduce product uncertainty. 
 

Figure 6.3 Artistic Orientation. Source: (Rossiter, C., and Radbourne, J., 2003). 
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“With the risk of sounding anti-commercial, fundamentally it’s the artistic vision that 

drives our work.” 

(Meidell, 2011) 

 

“The artistic vision is our key driver. People come up with something crazy they think 

could be funny to do.” 

(Dimovska, 2011) 

 

As I found in the observation studies, to some developers the idea of commercialization is 

close to opposite to true creativity by nature. This is reflected to some degree in a majority of 

the interviews. 

 

“I am not a game hippie that hates money. I love money. We think a lot about money. But 

I think we would rather be a bit too artistic than a bit too commercial.” 

(Meidell, 2011) 

 

At PortaPlay we saw a tight focus on the customer orientation, with emphasis on tracking 

of performance and sales optimization. As a consequence they are using a level of 

outsourcing to fill some of the artistic work. 

 

“We have no hyper creative artists in our company. When we need advanced graphics or 

3D, we buy in the market.” 

(Knut, 2011) 

 

6.2.2 Summary 

 

In regards to the strategic orientation of firms in a creative environment, my research 

illustrates how very different the Danish developers are in their nature. According to previous 

research, developers should couple a customer orientation with an artistic orientation and use 

competitor intelligence in the early development stages, before production. My research 

shows that, although all developers do have a sense of the importance of a customer 

orientation, it is very different what emphasis they put into this. When interviewing some 

managers, you get a sense that a tight focus on commercialization is conflicting with their 
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creative nature. To some extent I believe this reflects a degree of corporate immaturity 

perhaps explained by the young age of many developers. When addressing competitor 

orientation, my research finds that the Danish developers are dealing with this intelligence 

according to the research presented. Perhaps the biggest difference in my findings is the 

importance of the artistic orientation and how the developers work with their artistic vision. 

To some developers the artistic vision is the single most important aspect of developing 

games, and a good indication of the dichotomy between commerce and culture. According to 

the previous research presented here, and the findings from my manager ranking survey, this 

constitutes a real issue for the developers that carry this characteristic. This is one area that 

indicated that not all developers have learned from the past, and still has to abandon the 

purely creative and artistic world, in order to further increase firm performance and become a 

successful business.  

 

 

Having worked with theories and research studies that work with commercial 

management on a strategic level, I will now present the works of Bill Ryan and David 

Hesmondhalgh, who both work with management of creativity on a more tactical level. 

 

6.3 Organization and Creative Autonomy 

 

Central to Ryan’s (Ryan, 1992) work is an analytical dichotomy between the artistic or 

cultural and the economic. In modified Marxian terms it is the 'contradiction of capitalist and 

artist' which ultimately characterizes the cultural commodity and the workings of the 

corporations of culture. The dichotomy is elaborated throughout his book: the irrationality of 

cultural or creative production is contrasted with more rational economic processes, and both 

cultural workers and cultural commodities may be categorized as predominantly 'commercial' 

or 'creative'. 

The substantive chapters of the book deal with the organization of labor, the nature of 

management, and the role of marketing and publicity in the corporations of culture. The 

'project team' is the organizational unit which is said to characterize the creative stage of 

production. It comprises creative management plus executants and is subject to a continual 

interplay between two types of authority: the artistic and the organizational. An important 

point from Ryan’s work is the notion of creative autonomy. During creative production the 
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project team, is believed to require a substantial level of creative autonomy, far more than 

what you would expect in other industries.  

 

6.4 The Increasing Importance of Marketing and Market Research 

 

Building on the work of Ryan (Ryan, 1992), Hesmondhalgh (Hesmondhalgh, 2007) points 

out that the notion of creative autonomy is absolutely crucial for an understanding of the 

cultural industries in the late twentieth century. As a consequence, companies in the business 

of cultural production should exert much stricter control over the other stages of making texts 

after the creation stage. Building on Ryan, the stages of production is defined as the 

following: 

 

Creation 

 Conception – design, realization, interpretation; writing of screenplays and 

treatments, composition and improvisation. 

 Execution – performance in recording studios, television sets and on film. 

 Transcription on to a final master – involving editing (film, books and magazines), 

mixing (music, film) 

Reproduction 

 Duplication – in the form of printing, copying of CDs from a master recording, 

making multiple copies of a film from a negative. The text now takes the form that 

the audience will experience. 

Circulation 

 Marketing – including advertising and packaging, but also aspects that might take 

place alongside conception or between transcription and reproduction of the main 

text, such as market research. 

 Publicity – involving trying to ensure that other organizations provide publicity for 

the commodity. 

 Distribution and wholesaling. 
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One important example of the increasing importance of marketing is the growth in 

intensity of efforts to use market research as a means of controlling risk. But, as 

Hesmondhalgh points out, the use of market research in the cultural industries is not a 

mundane task, due to the fact that every product is different. 

 

6.4.1 Discussion and Application to Practice 

 

My research finds both in the interviews and during the observation studies, that creative 

autonomy comes very natural at the Danish developers. Everyone takes a part of the idea 

creation phase, where everyone brings their idea to the table based on what they played 

themselves or what they think could be funny.  

 

“The creative stage of production is very open. As a manager, the only control I have is 

determining which days we have meetings. During production we have a tighter control over 

milestones and meeting deadlines.” 

(Dimovska, 2011) 

 

However, my interviews illustrated an entirely different issue. When asked what part of 

the production chain; from idea to circulation the managers are attempting to control. I found 

that some claimed to want control over everything themselves. 

 

If this was true, and given that management really did see themselves as business 

managers, this would imply having an equally tight control over any creative phase as any 

later circulation phase, such as controlling marketing and publicity. I think this is definitely 

not the case. 

 

What might appear as an attempt to apply tight control over the creative phases – which 

would be devastating in accordance to creative autonomy, I believe illustrates something 

entirely different. To me it depicts how these managers are never really capable of 

approaching the process as a business manager, but rather think of themselves as on par with 

everyone else in the company, especially during the creative phases. In the creative phases of 

game production the hierarchies of the companies are extremely flat. This is supported by my 

observation studies. 
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I think this shows a great deal of immaturity for the most part, but clearly a possibility for 

improvement. To run any successful business you need to have a strong sense of business. 

After all this is what we are dealing with – a business. 

 

To have someone focusing entirely on how to capitalize from the creative work, both in 

terms of strategizing and creating a sustainable business model, but also how the company is 

handled in other media through networking and “lobbying” should be key in any creative 

business. 

 

Also, not having to deal with mundane daily business management could possibly free 

some creative potential that these technically and artistically educated managers’ definitely 

posses. 

 

It is important to say not all developers carry this immaturity or greenness. There are signs 

that some developers are turning the tables, and have begun thinking heavily about how they 

can build a healthy business.  

 

“Every day we have to consider how we are making money. After all this is essential.” 

(Brinck-Lund, 2011) 

 

Art of Crime and Space Time Foam are both examples of developers that have a tight 

focus on their commercialization and profitability.  

 

The increasing importance of marketing and market research as advised by 

Hesmondhalgh, goes well having adopted the idea that a customer orientation leads to an 

increased performance of new product developments, even creative ones. 

 

What I found during my interviews, was recognition among the developers that they are 

having a hard time dealing with marketing and publicity. 

 

“What we have experienced is that we don’t have a good strategy for controlling 

publicity. So far it has been very freestyle. This is an area where we come out weak. The 

question is how many resources are you allowed assigning to this.” 
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(Dimovska, 2011) 

 

Danish developers are very limited by resources, and constantly have to consider how to 

allocate time and money. As a natural consequence of the chronological order of production, 

very few resources are ever dedicated to deal with only marketing and market research. 

Instead some developers attempt to participate in industry fares such as networking events, or 

delivering speeches at conferences etc. 

 

“Our experience is that, considering the resources required, we gain the most value from 

delivering speeches and attend industry events. You could call it networking.” 

(Knut, 2011) 

 

6.4.2 Summary 

 

My research again illustrates how very different the Danish developers are in their nature, 

and especially their level of maturity or lack of it. When addressing the issue of creative 

autonomy, my findings suggest that all developers are very aware of the need to have a loose 

control over its creative personnel. I believe this comes as a natural consequence of the 

creative nature of the managers themselves. Most of the managers are trained in creative 

fields and as such have a good understanding of how to manage and nurture creativity. You 

could say that it is a case of “treating others like you want to be treated yourself”. 

This is reflected in the present successes of games like Limbo and Max and the Magic 

Marker from Danish developer Playdead and Press Play, where truly novel and ingenious 

gameplay has captured international attention. 

 

This creative nature of management however, comes with a downside. Almost every 

manager interviewed for this thesis indicates a very ambiguous attitude towards marketing 

and market research. Managers express that they have a profound wish to improve on this 

matter, but they are having a hard time doing so. This is another area where the majority of 

the developers come out short. They often feel they do not have funds required to employ a 

dedicated resource just to work with marketing and market research.   
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7 Conclusion 

 

This research was intended to do two things; create an overall understanding of what has 

been the problems endured by the Danish games industry over the last decade (2000 – 2010), 

and analyze how the Danish developers are doing today in regards to the single most 

important issue. 

 

The technological advancements of new platforms and changes in the audience 

demography have made way for a variety of new business models. This helps to explain why 

the Danish developers today are much differentiated, and as such makes it problematic to 

make generalizations about a group of companies that are so different from one another. 

 

In the preliminary market analysis and the following manager ranking exercise, I found a 

number of factors that could have had a negative impact on the industry over the last decade.  

Scoring highest in the survey was the issue of a lack in public funding. 

 

Looking at the film industry it is easy to understand why managers feel neglected. With a 

public funding program for films exceeding 500 million DKK annually, and a corresponding 

funding program for games that has yet to reach just a tenth of that, naturally managers feel 

that this is an area where a lot needs to be done. However, as it was debated, it might be hard 

to justify such public funding. 

 

Are games really culture? Does it constitute a form of art? 

 

Obviously there is no easy answer to this dilemma. As films did in 1910s and -20s, we 

might see games develop and mature into a modern form of art. A few generations ahead, 

games could have become a natural part of culture and as such justify an increased support to 

the development of a Danish industry. Mainly due to the scale of most Danish developers, this 

issue was not chosen for further research. 

 

Coming in third place in the ranking exercise was the issue labeled Death to the Games 

Industry. The concept implies that, as production costs increase so does the need for the 
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publishers to mitigate risk. As a consequence, the big publishers will choose to develop only 

games that build on established brands which they can relate to and with some probability 

estimate sales. This makes it hard for the many young Danish developers to sell their original 

content. I personally believe that this has been a critical problem for many developers. When 

talking to the managers today, this is an area that really shows they have learned from the 

past. With the help of technological advancements, that has put the developer closer to the 

audience via digital distribution, the access and time to market has improved significantly and 

has truly democratized games development. It is very promising to see how Danish 

developers are grasping these new opportunities and breaking away from the existing industry 

value chain, which left the publishers with all the decision power, IP ownership and most of 

profits.  

 

All in all, I feel the thesis did deliver an overall understanding of the many different 

problems experienced by the Danish games development industry over the last decade. 

Through a manager ranking exercise I was able to validate the findings and even to develop 

slightly on one issue to make it more focused.  

 

The second part of my thesis was intended to research in-depth how the Danish 

developers have improved, or not, in regards to the single most important issue. 

 

Coming in second at the ranking exercise, I found the issue of insufficient commercial 

management skills. This is an argument which has been brought forward by other writers on 

the Danish games industry before me. In my research, I found one thing I believe is true. 

There are some very young and managerially immature Danish developers that will probably 

never be more than work experience for the few involved. Carried by the Danish welfare 

system young developers that are straight out of the university can try their luck and become 

entrepreneurs. We saw that early in the market analysis on entrepreneurship. Students from 

ITU are more than twice as likely to become entrepreneurs compared to other students.  

Friends join and, maybe - despite the high national wage level - succeed to publish a casual 

game or two. These developers don’t mind living from less than minimum wage or take use 

of the welfare system, as long as they get to do what they love – making games. To some 

extent they exist only as a consequence of the good public condition, in the form of the 

welfare system, public funding programs and the democratization of the games field today. 

Technological advancements have brought, and will possibly bring, many exciting things to 
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games. But that is not all the Danish developers have going for them. A good portion of the 

interviewed developers show a good understanding of how they are working with the 

company commercially. Tracking of product performances and optimization of sales 

processes are becoming an important part of these developers management in their efforts to 

build a business from their work. 

 

My advice to the young developers, and future entrepreneurs, would be to aim for that 

balance between the artistic orientation and customer orientation. Make sure to have someone 

from the start to work entirely to make a business from all the excitement and creativity that 

goes on in the actual process of making games. Creative souls should not be managers by 

necessity. Get someone that actually has training in economics and business administration, 

but also has the passion for games and understands what games development is all about. 

With some of the new educations out there that target the creative industries, it is possible to 

find someone that will wear a tie while not killing creativity. 

 

A positive experience from my interviews was the realization that not all developers are 

confined to this managerial immaturity. The developers that work professionally with 

commercial management, also to a large extent have managers that come from a managerial 

background or at least have had some training in management. To me, talking with some of 

these developers provides a great promise for the future. 

 

Like anything else in the creative business environment, no one knows what is next. To 

say that something will definitely fail or succeed is going a long way. I believe we will still 

see developers go under partly as a consequence of immaturity and insufficient commercial 

management, but also I believe that with all the new opportunities available to the Danish 

developers and signs that more developers are actually working professionally with 

commercial management and in general a tighter focus on running a business, brings great 

promise for the future. 

 



69 
 

8 Bibliography 

Art of Crime. (n.d.). Retrieved from http://artofcrime.com/ 

Babette's Feast. (n.d.). Retrieved from Wikipedia: http://en.wikipedia.org/wiki/Babette's_Feast 

Berg, B. L. (2001). Designing Qualitative Research. In Qualitative Research Methods for the Social 

Science (pp. 15-38). 

Bernstein, R. J. (1983). Beyond Objectivism and Relativism.  

Brinck-Lund, I. (2011, February). Commerzial Thinking in a Creative Environment. (A. M. 

Pedersen, Interviewer) 

Bryman, A. (2007). The Research Question in Social Research: What is its Role? International 

Journal of Social Research Methodology 9 . 

Chandler, H. M. (2010). The Game Production Handbook, Second Edition.  

Christensen, Clayton M. and Joseph L. Bower. (1996). Customer Power, Strategic Investment, and 

the Failure of Leading Firms. Strategic Management Journal, 17 , 197-218. 

Computerspilzonen. (n.d.). Retrieved from www.computerspilzonen.dk 

Computerspilzonen. (2010). Danish Computer Games Companies 2010.  

Copenhagen Business School. (2005). The Danish Computer Games Industry Annual Mapping 

2005.  

Costikyan, G. (2005). Death to the Games Industry.  

Det Danske Akademi for Digital, Interaktiv Underholdning. (n.d.). Retrieved from www.dadiu.dk 

Dimovska, D. (2011, March). Commercial Thinking in a Creative Environment. (A. M. Pedersen, 

Interviewer) 

Entertainment Software Association. (2010). 2010 Essential Facts About the Computer and Video 

Game Industry.  

Entertainment Software Association. (2010). Essential Facts About the Computer and Video Game 

Industry 2010. ESA. 

Gamereactor. (1999, August 03). Crosstown: Giften. 

Garnham, N. (1990). Capitalism and Communication.  

Gartner Newsroom. (2010, February 23). Retrieved from Gartner Says Worldwide Mobile Phone 

Sales to End Users Grew 8 Per Cent in Fourth Quarter 2009; Market Remained Flat in 2009: 

http://www.gartner.com/it/page.jsp?id=1306513 

Gatignon, H., and Xuereb, J. (1997). Strategic Orientation of the Firm and New Product 

Performance. Journal of Marketing Research Vol. XXXIV , 77-90. 

Gies, A. (2010, August 17). Kane & Lynch 2: Dog Days Review. IGN . 



70 
 

Guba, E. G. (1985). The Context of Emergent Paradigm Research. In Y. S. Lincoln, Organization 

Theory and Inquiry: The Paradigm Revolution.  

Hamel, Gary and C. K. Prahalad. (1991). Corporate Imagination and Expeditionary Marketing. 

Harvard Business Review, 69 , 81-92. 

Hammersley, M. (1996). The Relationship between Qualitative and Quantitative Research: 

Paradigm Loyalty versus Methodological Eclecticism. In J. T. Richardson, Handbook of Research 

Methods for Psychology and the Social Sciences.  

Hartley, M. (2007, December 9). Why is The Nintendo Wii So Successful? SmartHouse.com . 

Hesmondhalgh, D. (2007). The Cultural Industries, 2nd Edition.  

Imagine... Creative Industries Research at Copenhagen Business School. (2005). A Mapping of the 

Danish Computer Games Industry.  

Imagine... Creative Industries Research at Copenhagen Business School. (2006). 

Rammebetingelser for Københavns kreative brancher.  

IO Interactive. (n.d.). Retrieved from www.ioi.dk 

Jenkins, H. (2000). Art form for the Digital Age.  

Jensen, D. (2009, July 3). Den danske spilbranche på ruinens rand. Computerworld . 

Jensen, D. (2004, March 4). IO Interactive solgt for 256 millioner kroner. CimputerWorld . 

Kane & Lynch 2: Dog Days. (n.d.). Retrieved from www.kaneandlynch.com 

Knapnok Games. (n.d.). Retrieved from http://copenhagengameproductions.com/ 

Knowledge Networks. (2010). Cross-Media Research 2010.  

Knut, H. V. (2011, March). Commercial Thinking in a Creative Environment. (A. M. Pedersen, 

Interviewer) 

Kofoed, S. P. (2010, June 14). Microsoft satser på dansk spil. DR.dk . 

Kultur- og Erhvervsministeriet. (2000). Danmarks Kreative Potentiale.  

Kvale, S. (1997). InterView - En introduktion til det kvalitative forskningsinterview.  

Leonard-Barton, D. (1992). Core Capabilities and Core Rigidities: A Paradox in Managing New 

Product Development. Strategic Management Journal, 13 , 111-125. 

Lü, M. O. (2009, June 26). Game over for dansk spilbranche? Computerworld . 

Lü, M. O. (2010, February 04). Svenskerne lammetæver danske computerspil. PC World . 

Meidell, B. (2011, March). Commercial Thinking in a Creative Environment. (A. M. Pedersen, 

Interviewer) 

Mini Ninjas. (n.d.). Retrieved from www.minininjas.com 

Morgan, D. L. (1998). Practical Strategies for Combining Qualitative and Quantitative Methods: 

Applications for Health Research. Qualitative Health Research 8 , 362-376. 

Multimedieforeningen. (n.d.). Retrieved from www.muf.dk 



71 
 

Nordisk Ministerråd. (2010). Nordic Entrepreneurship Monitor 2010.  

OECD. (2010). Education at a Glance.  

O'Keeffe, N. (2008). Software Games in the Danish Experience Economy. CBS imagine. 

Økonomi og Erhvervsministeriet. (2005). Handlingsplan for risikovillig kapital.  

Økonomi- og Erhvervsministeriet in collaboration with Det Danske Filminstitut. (2005). 

Computerspil i videns- og oplevelsesøkonomien.  

Pelle the Conqueror. (n.d.). Retrieved from Wikipedia: 

http://en.wikipedia.org/wiki/Pelle_the_Conqueror 

Poole, S. (2000). Trigger Happy.  

PressPlay. (n.d.). Retrieved from http://pressplay.dk/ 

Producentforeningen. (n.d.). Retrieved from www.pro-f.dk 

Rainey, D. (2005). Product Innovation – Leading change through Integrated Product 

Development.  

Rossiter, C., and Radbourne, J. (2003). Strategic Orientation, Symmetrical Ignorance and Success 

in the Australian Motion Picture Industry. ANZMAC 2003 Conference Proceedings.  

Ryan, B. (1992). Making Capital from Culture.  

Rytter, N. (2010, May 17). Danmarks spilindustri vokser som en vild underskov. Politiken.dk . 

Schilit, W. K. (1987). How to Write a Winning Business Plan.  

Smith, J. K. (1983). Quantitative versus Qualitative Research: An Attempt to Clarify the Issue. 

Educational Researcher 12 , 6-13. 

Socialdemokraterne. (2009). Sæt Danmark i Spil.  

Socialdemokraterne. (2010). Viden og Velfærd.  

Spilkanonen. (n.d.). Retrieved from www.spilkanon.dk 

The European Commission. (n.d.). Retrieved from MEDIA Program: 

http://ec.europa.eu/culture/media/index_en.htm 

The European Union. (2007). Lisbon Treaty.  

The Video Gaming Market Outlook. (2009). Business Insight . 

Time Space Foam. (n.d.). Retrieved from http://spacetimefoam.dk 

Toft, D. (2010, June 14). Olicom vækker stadig harme. Berlingske Tidende . 

Video Game Chartz Network. (n.d.). Retrieved from www.vgchartz.com 

Vigild, T. (2011, January 13). Det danske spil LIMBO sætter verdensrekord. Politiken.dk . 

Vigild, T. (2010, November 12). Spilbutikker vil boykotte digitale spil. Politiken . 

Voss, Glenn B., and Voss, Zannie G. (2000). Strategic Orientation and Firm Performance in an 

Artistic Environment. Journal of Marketing Vol. 64 , 67-83. 



72 
 

Webb, E. J., Campbell, D. T., Schwartz, R. D., and Sechrest, L. (1966). Unobtrusive Measures: 

Nonreactive Measures in the Social Science.  

Wittorff, J. Ø. (2010, April 27). Ung spildesigner: ITU er som et mini-Silicon Valley. 

ComputerWorld . 

Wolf, M. J. (2008). The Video Game Explosion - A history from pong to playstation and beyond.  

www.ivanoff.dk. (n.d.). Retrieved from www.ivanoff.dk 

www.kreamedia.dk. (n.d.). Retrieved from www.kreamedia.dk 

 



73 
 

9 Glossary 

 

AAA-titles – mean titles that are high-quality, premier, or excellent. It also implies a high 

scale and scope for the production. 

 

CAGR - The year-over-year growth rate of an investment over a specified period of time. 

The compound annual growth rate is calculated by taking the nth root of the total percentage 

growth rate, where n is the number of years in the period being considered. CAGR isn't the 

actual return in reality. It's an imaginary number that describes the rate at which an investment 

would have grown if it grew at a steady rate. You can think of CAGR as a way to smooth out 

the returns. 

 

Doom - is a landmark 1993 first-person shooter video game by id Software. It is widely 

recognized for having popularized the first person shooter genre, pioneering immersive 3D 

graphics as well as true third dimension spatiality, and networked multiplayer gaming. 

 

MMO – Mass Multiplayer Online game is a game that allows as much as thousands of 

players to play together in a shared game universe. Among the most prominent is World of 

Warcraft. 

 

Moore's law - describes a long-term trend in the history of computing hardware. The 

number of transistors that can be placed inexpensively on an integrated circuit has doubled 

approximately every two years. The trend has continued for more than half a century and is 

not expected to stop until 2015 or later. The capabilities of many digital electronic devices are 

strongly linked to Moore's law: processing speed, memory capacity, sensors and even the 

number and size of pixels in digital cameras. All of these are improving at (roughly) 

exponential rates as well. This has dramatically increased the usefulness of digital electronics 

in nearly every segment of the world economy. Moore's law precisely describes a driving 

force of technological and social change in the late 20th and early 21st centuries. 

 



74 
 

Non-formal education - became part of the international discourse on education policy in 

the late 1960s and early 1970s. It can be seen as related to the concepts of recurrent and 

lifelong learning. Tight (1996: 68) suggests that whereas the latter concepts have to do with 

the extension of education and learning throughout life, non-formal education is about 

'acknowledging the importance of education, learning and training which takes place outside 

recognized educational institutions'.  

 

Secondary education - in Denmark “ungdomsuddannelse” (youth education), usually 

takes two to four years and is attended by students between the ages of 15 and 20. Secondary 

education is not compulsory, but usually free of charge, and students have a wide range of 

programs to choose from. Some education programs are academically oriented, the most 

common being the Gymnasium. Others are more practically oriented, training students for 

jobs as e.g. artisans or clerks through a combination of instruction in vocational schools and 

apprenticeships. 

 

Tertiary education - also referred to as third stage, third level, and post-secondary 

education, is the educational level following the completion of a school providing a secondary 

education, such as a high school, secondary school, or gymnasium. 

 

Zoning - is a hyped city-political trend seen over the last few years. This politic attempt to 

create a number of activities at the same time: Consumption, real estate, business and discrete 

public funding. International experience shows that it is important that zoning is locally 

anchored and takes notice of the correlation between the creatives and the local scene. 
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10 Appendix 

 

 Survey Design and Data 

 Interview Design and Respondents 
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10.1 Survey Design and Data 

10.1.1 Survey Design 
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10.1.2 Survey Data 

 

 

The Education 

of Specialized 

Workforce

Attracting Labor 

from Abroad

Immobility of 

the Labor 

Market

Supporting 

Entrepreneurshi

p

Public Funding Death to the 

Games Industry

Insufficient 

Management 

Skills

Development in 

Audience 

Demography

Uniting in 

Clusters to 

Support the 

Industry

9 2 8 4 3 6 1 7 5

6 7 9 1 2 5 8 3 4

5 6 4 7 2 1 3 9 8

1 3 2 9 8 7 5 4 6

4 3 1 5 8 6 7 9 2

7 8 4 2 1 3 6 9 5

3 8 6 2 1 4 5 9 7

7 4 9 5 6 1 2 3 8

8 6 5 9 1 2 3 7 4

7 3 6 2 1 5 4 9 8

3 9 8 4 6 7 2 1 5

7 8 9 1 2 6 3 5 4

3 9 8 7 2 5 4 1 6

2 1 5 8 7 6 9 4 3

9 2 8 4 3 6 1 7 5

6 7 9 1 2 5 8 3 4

5 6 4 7 2 1 3 9 8

1 3 2 9 8 7 5 4 6

4 3 1 5 8 6 7 9 2

7 8 4 2 1 3 6 9 5

3 8 6 2 1 4 5 9 7

7 4 9 5 6 1 2 3 8

8 6 5 9 1 2 3 7 4

3 9 8 4 6 7 2 1 5

7 8 9 1 2 6 3 5 4

3 9 8 7 2 5 4 1 6

2 1 5 8 7 6 9 4 3

7 3 6 2 1 5 4 9 8

Average 5.14 5.50 6.00 4.71 3.57 4.57 4.43 5.71 5.36

STDECV 2.43 2.71 2.58 2.84 2.71 2.03 2.33 3.02 1.87  
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10.2 Interview Design and Respondents 

10.2.1 Interview Design 

 

Interviews: Insufficient Management skills 

 

Strategic Level 

  

1.  “Do you, as a company, integrate customer preferences into the product 

development?” 

a. “How do you trace customer preferences?” 

2.  “How important is this to you?” 

 

1.  “Do you, as a company, integrate competitor intelligence into the product 

development?” 

a. “How do you trace customer preferences?” 

2.  “How important is this to you?” 

 

1.  “Do you, as a company, integrate your artists’ vision into the product development?” 

a. “How do you integrate your artists’ vision?” 

2.  “How important is this to you?” 

 

Tactical Level 

 

1.  “How do you control your creative professionals/artists?” 

2. “How do you work with controlling publicity?” 

3. “How important do you feel it is to control your artists, compared to controlling 

publicity?” 

 

1.  “How do you work with market research?” 

2. “At what production stages do you see market research application appropriate?” 

3. “How could you become better at applying market research?” 

4. “What problems do you find using marketing and market research?” 
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10.2.2 Interview Respondents 

 

Data procured from company webpages or LinkedIn profile. 

 

Ida Brinck-Lund 

 

Founder and Managing Director at Art of Crime 

 

Ida is a journalist and has used her natural inquisitive curiousness in working with 

childrens content since 1996 at DR TV, TV2, Chili Media etc. She founded Art of Crime in 

2002 and has produced a range of interactive TV-animations and mobile content. 

 

Brian Meidell 

 

CTO at Space Time Foam 

 

Brian has produced and released three casual games under his own label. Previously, he 

served as the platform lead on the PS2 version of IO Interactive’s Hitman: Blood Money. 

 

Dajana Dimovska 

 

CEO and Producer at KnapNok Games. 

 

Hans von Knut 

 

Creative Director at Portaplay. 


