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“ For a nation with an ancient culture, it is not merely a matter of learning something new; it is also a 
matter of remembering what has been forgotten” 

 —Chinese proverb 
 
 
 
 
 
“Tradition is not a model to be copied, but to support upon which ideas take shape. There is no 
modernity without tradition.”  

— Antonio Marras, Designer. 
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0.0 Abstract 

	
The paper is an explorative research regarding the potential values brought on by local crafts and design production 

within the Nordic-European region. Thus, this research will explore different characteristics,  grasp the importance of 

local production for design and crafts in Denmark, and if outsourcing crafts and design expertise could potentially 

affect the design firms’ outcomes. In my research, I will apprehend the implied effects of the craftsman’s tacit 

knowledge and expertise contribution, into design production process and its close dynamics with the designer.  My 

research includes primary data collected by observations, interviews and netnography. Moreover, I will Danish and 

Finnish design, from a historical point of view,  and how outsourcing companies currently affect this outlook. Lastly, 

the research will entice some business and strategic implications, deriving from the literature and data collected 

grouped around themes such as experience economy, country-of-origin and proximity. Implications deriving from the 

data analysis suggest — labels of origin ‘Made in Denmark’ inspired from Finland’s label policy success and an 

elaboration on the potential of experience economy within the crafts sector with toolkits for craftsmen. 

 

0. Creative Business Process implication of this thesis 

	
I wrote this thesis, to better understand the importance of skills traditions heritage, in craftsmanship as an innovative 

factor for creative industries in Denmark. Additionally, the research will provide an outlook on how creative industries 

with limited resources; can generate value by using different perspectives on production, business opportunities and 

expertise while involving local processes. My aim and interest for this inquiry, is to explore the outsourcing 

problematic from a different angle. From my research, I will aim in to understand, that Scandinavian crafts and 

traditional skills, are an undeniable source of growth and competitive advantage for design firms. 
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1. Introduction  
	
During the last decade, resource consumption per capita rose to its highest level in history. As of today, westerners 

consume 400% more clothing than they did just 20 years ago (Fletcher 2014). The consequences of globalization are 

superficially known to most. National economies are taking down barriers to foreign competition and experiencing 

growth in international trade. The doors have opened for worldwide distribution, acquisition of material and the 

growth of goods produced all over the world, resulting in a radical change in how we all consume goods (Tortora & 

Eubanks 2010). The BusinessDictionary.com (2016) defines globalization as a phenomenon that implies the opening 

of local and nationalistic perspectives to a broader outlook of an interdependent world with free transfer of capital, 

goods, and services across national frontiers. However, it does not include unhindered movement of labor and, as 

suggested by some economists, this may hurt smaller or fragile economies if applied indiscriminately. By combining 

the offering of a wide range of goods at extremely low prices, along with the advancement of technology and higher 

purchasing power of consumers, the globalization phenomenon has driven a shift in consumer behavior towards mass 

consumption in western societies. Indeed, local competitors in developed countries merely survive in the face of often 

attractive global competition from developing countries, this is a result of their low production costs and tax 

incentives. Therefore globalization .... does such and such 

Consumptions habits are In order to produce the maximum quantity and remain competitive, most companies are 

forced to outsource their manufacturing and production processes abroad, where they can be done using cheaper 

materials and labor. These production methods are often accomplished using work ethics that do not meet the values 

or standards of the consumer's country or culture, such as child labor, poor occupational safety measures, and very 

low salaries, among others. The media, in press releases, documentaries, studies and projections, have shown alarming 

ecological consequences on a global scale of these habits of mass consumption. Most readers are aware of at least one 

political, ethical or environmental consequence deriving from globalization and mass consumption habits. As a result, 

consumers are increasingly recognizing the negative international impacts of their consumptions habits. 
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Many industries are affected by the phenomenon of globalization, including those relying on the skills and technical 

knowledge known as craftsmanship. In order to maintain a competitive edge, they often need to delocalize their 

production, restructure their business offering or simply shut down. For example, in the early 1900´s, Denmark, 

producers moved manufacturing and trades to Eastern European countries becoming cost attractive by the fall of the 

Soviet Union. This situation resulted in many Danish manufacturing companies shutting down or converting into so-

called “concept-houses” (Melchior Riegels 2010). A “concept-house” business means that a given company becomes a 

wholesaler entity, focusing principally on design, distribution, marketing and retailing, and accordingly outsourcing its 

manufacturing or production processes. Thus, globalization in some cases has transformed local creative industries 

from production- based into knowledge-based models (Ibid 2010). However, according to the last few years, the 

Danish industry has realized that many companies are taking their production back home to Denmark, according to 

Assistant Director of Danish Industry, Kent Damsgaard (Kruse 2016). The growing interest and added value for these 

firms in re-locating production back in Denmark, especially in the design and crafts industry, are the central interest of 

this thesis.  

1.2 Research background 

My interest in this research is more focused on the creative industries, in which economic activities rely mainly on 

cultural productions like music, film, design, contemporary art, crafts, tourism, gastronomy and advertising 

(Strandgaard 2016). There have been recent acknowledgments in that, these types of industries can become valuable 

sources of inspiration and provide competitive advantages for a larger scope of businesses. Creative industries are 

adding value to other industries, for example, by making their products and processes more attractive through creative 

services or products where “human creativity is the ultimate economic resource” (Florida, 2002; p.xiii). Creativity and 

innovation added to business practices can be defined as: 

“Creativity and innovation at work are the process, outcomes and products of attempts to develop and introduce new and improved 

ways of doing things. The creativity stage of this process refers to idea generation and innovation refers to the subsequent stage of 

implementing ideas toward better procedures, practices and products. Creativity and innovation can occur at the level of the 

individual, work team, organization or at more than one of these levels combines but will invariably result in identifiable benefits at 
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one or more of these level of analysis.” (Anderson, Potocnik & Zhou 2014) 

Despite all the positive potential outcomes emphasized by scholars in the last decade by pairing creative industries 

with standard business practices, substantial problems still arise. Caves (2002) referred to “humdrum” (or “ordinary”) 

concerns that bottom line-oriented managers, or as Austin & Nolan (2007) call them “stewards”, who often look 

down on creative industries since they consider cost minimization and profit maximization the main basis for profit 

and revenue calculation. Consequently, Austin & Nolan do not perceive creative workforce as essential for the core 

business activities. The authors explain this tension as following: “Stewards care most about allocating resources 

efficiently and responsibly. Creators, in contrast, care most for the glittering vision and higher purpose, and they often 

see business concerns as secondary. (Austin &Nolan 2007,p.2)” The same authors also point out that: “Never before 

in history have there been such profound knowledge gaps between managers and the frontline employees who create 

business value.” (2007, p.1). Moreover the author Florida (2002) also stress that: “workers in the „creative class‟ 

require adjustments to many of our ideas about management and business development” (Austin & Nolan, 2007, 

p.31). Concerning the design sector, in a recent essay Kristensen stated that, “many business people are not on par 

with the understanding of design” (2016, p.13). 

I am writing this thesis to specifically target students, craftsmen and designers in general as well as brand managers or 

other typical managers. The goal of the research was to point out and convey the values that can be found in 

producing designs and crafts locally and balancing them ideally in terms of branding, innovation, outsourcing, PR and 

customer offering. In fact, the problem case below shows how Danish design industry is reviving the urge to find new 

ways of doing business that adds value rather than focusing solely on cost-performance practices. The following 

problem case has made me curious about the future potential for Danish design firms in global competition whether 

producing locally or not could be beneficial for them. 

2. Case problem 

To better illustrate the problem, several months ago I visited the Iittala museum Helsinki with my Finnish mother-in-

law. We went to buy a locally produced glass vase for her mother - a devoted Iittala fan. After a revealing conversation 
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with the museum manager, I was surprised to learn that Iittala, an iconic Finnish design company, had been sold years 

ago to another Finnish company, Fiskars in 2007. The most surprising fact that I have learned was that Iittala began 

outsourcing some of its fine glass production to Thailand several years ago, as they did likewise for Wedgewood, a 

famous English porcelain company. Established in 1649, Fiskars is one of the oldest company in Finland and best 

known for their orange plastic-handled scissors. They own various design companies including Iittala, Arabia, Royal 

Copenhagen, and Wedgewood (Fiskars 2015). Further investigations through other informal discussions lead me to 

understand that similar situations are widespread amongst applied-art and crafts design companies in Scandinavia, 

such as Royal Copenhagen, Georg Jensen, Iittala and Fritz Hansen, which also shifted production overseas or to 

Eastern Europe. Therefore, unions, higher taxes, higher salaries and “costly work ethics” are main reasons why 

Scandinavian companies are outsourcing their companies elsewhere. Start with Fritz Hansen, the delocalization 

production to Poland, for example has meant the direct loss of jobs for 4,000 highly skilled Danish employees since 

2008. The significantly lower labor cost and proximity grossly explains the delocalization of manufacturing to Poland 

(CPH post 2012). “In Denmark, we are a labor market where hourly wages are easily superior to 160 kroner (20 

euros), vacations, sick leave and all the other benefits; it is hard to equalize what we can obtain in Thailand” insisted 

Mads Ryder (Brekasse 2012)1. This has also been used to justify the decision that in Scandinavia “executive employee 

conditions and taxes are surprisingly expensive,” stated by Jacob Holm CEO of Fritz Hansen, referring in a financial 

market statement to possible causes for the delocalization of their production to Poland (Ibid 2012).   

 

Ago, as I discussed the Royal Copenhagen outsourcing situation with one of their employees at their flagship store 

situated on Strøget street in Copenhagen, she explained: “Nobody could afford our porcelain if it were still produced 

in Denmark,” adding that “this is the age of globalization, it's becoming normal business.” I agree that outsourcing 

has become a normal business practices nowadays and some companies can chose to dedicate more time to product 

developments, improving production efficiency, cost reductions and much more. However, the challenge here lies in 

the fact that these emblematic design and crafts companies have great cultural histories within Nordic culture and 

																																																								
1	Brevkasse, K.(2012) Dansk Design, Made in Somewhere else. Politiken  [online] Available at : http://pol.dk/1814687  [Accessed 12.02. 2016] 
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outsourcing could therefore, become a threat to Nordic national design’s special essence. Danish Design & Finnish 

Design have been central elements in the national identities of both Denmark and Finland. This feature holds a mythic 

status in the rhetoric of both business and culture (Teilmann-Lock 2012). Nowadays, both nations’ Design culture 

continues to be perceived as a strong “image” in the promotion of the countries’ identities (Niss 1996). Companies like 

Iittala, Royal Copenhagen, Fritz Hansen, Georg Jensen are some that Louise Campbell, a top Danish designer and 

curator, describes as “elephants” since they “leave the biggest footprint in the field” (Morgan-Griffiths 2007)2. These 

“elephants” play a substantial role in terms of national design identity and promotion of their respective countries. 

More than producing national design icons, they also symbolized the Scandinavian designer pioneers like Alvar and Aino 

Aalto, Tapio Wirkkala, Kaj Franck, Arne Jacobsen, to name a few. Decades ago, these very same designers affirmed to 

the rest of the world that Danish design coincided with quality and craft (Morgan-Griffiths, 2008). In fact, “almost all 

of the great Scandinavian designers were craftsmen. They sanded wood with a file and worked their way through the 

material until it felt just good”, Danish designer Erik Magnussen told Fokus magazine (Nelson 2004). The close 

association with crafts – a method of production based on manual labor and material knowledge – has long defined 

Scandinavian design. Although the expertise of Scandinavian craftsmen has traditionally been influential on design, 

this knowledge is actually in danger of disappearing as companies cut costs by hiring workers abroad.  

Consequently, in the last decade, international acquisitions of competitors and outsourcing local labor have eroded the 

traditional Scandinavian bond between art and industry (Kristensen 1994). Thus, while early Scandinavian designers 

and reformers proclaimed the outstanding capability of new technologies to mass-produce affordable, functional 

objects, at the same time, they viewed craft technique as essential for retaining high quality in the manufacturing 

environment (Ibid, 1994). Thomas Dickson, author of Dansk Design, stresses that delocalization will also bring a 

certain loss of expertise and tacit knowledge.  “Knowledge is disappearing, there is nothing left except a name, a 

nostalgia.” (Dickson 2008). He adds that Danish design has been not grown enough during the last years, a 

																																																								
2 Morgan-Griffiths, L. (2007). Danish Designers, seriously at play. Financial Times [online] Available at: https://next.ft.com/content/1ec4ca56-
5c12-11dc-bc97-0000779fd2ac  [Accessed 21.07. 2016] 
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disposition that has caused the Denmark design nation to vanish. “With respect to furniture and things for the home, 

I don’t think we are still a leading country in design (Brevkasse 2012).” 3 

Additionally, M. Ahnfeldt-Mollerup, teacher and researcher at the Royal Danish Academy of Fine Arts, understands 

the attraction of low-cost labor. However, she also stresses that there is very little in the way of fresh and new ideas 

coming from the Danish design field. As an example, 85% of the furniture that Fritz Hansen sells is more than 50 

years old. As well, the successful Royal Copenhagen’s Megamussel porcelain design is more than 200 years old 

(Politiken, 2012). Moreover, the researcher thinks that foreign production can affect quality, as she illustrated with a 

comparison of some Kay Bojesen products she owns produced in Denmark and those from abroad. The one 

produced locally was more distinguished, the proportions were right. She adds: “There are people who think that it 

doesn’t really matter whether goods are produced here or abroad, but in the long run, the difference is quite notable, 

so that you could hardly recognize the design.” Subsequently, PP Møbler, a family-run design firm, also attempted to 

outsource their production in Poland but brought their entire production back home in Allerød in Denmark after 

being clearly dissatisfied with the quality of production abroad.  “The first chairs we got home, it was okay, but the 

second time it was crap. Third time, the quality was absolutely miserable (...)” (Politiken, 2012) says Søren Holst 

Pedersen CEO of PP Møbler.  He added: “We are proud cabinetmakers, and it is the craft that matters. You get what 

you pay for,”  (Ibid 2012). 

During the problem case investigation, I encountered several different challenges and consequences encompassing the 

current outsourcing situation of  ‘the elephants’ in Denmark. One of the first problems I stumbled across, came from 

customer reactions in several discussion forums online. These aforementioned outsourcing ‘elephant’ companies seem 

to be using a cynic branding in explaining their outsourcing methods to customers, such as, often repeating storytelling, 

images and associations that may mislead consumers. Storytelling, such as Royal Copenhagen’s “hand-made Danish 

porcelain highly supporting high craftsmanship and tradition” (Fiskar, 2016) or Iittala’s: “The craftsmen of the Iittala 

																																																								
3 »I hvert fald når det handler om møbler og ting til boligen, så tror jeg ikke længere, vi er førende. For det er jo de samme gamle travere, vi 
bliver ved med at rejse rundt med«, siger Dickson ( Brevkasse K.(2012) Dansk Design, Made in Somewhere else. Politiken  [online] Available at : 
http://pol.dk/1814687  [Accessed 12.02. 2016] ) 



	 12	

glass factory have dedicated themselves to keeping the Iittala tradition alive. When the timing is just right, the 

craftsmen take hold of a pipe, begin to twirl, lift and blow it” (Iittala, 2016), confuses customers in understanding the-

country-of-origin of the brand and its business production processes. Another cynical branding practice is masking 

the provenance with an allusion to a different origin. This can be seen, for example, with Georg Jensen, simply 

engraving on their product “Georg Jensen Stainless Denmark” even when the product is produced abroad. Naturally, 

there is a significant group of customers who are more price-sensitive than concerned about product origin. However, 

often the company storytelling leads to indirectly misleading the customers, and many react negatively when they 

realize that they have been cheated: “The REGION is part of the REASON that one buys the product.” or “One of 

the main reasons why I buy Iittala is because it is made in Finland.” (myiittala, 2016). Findings on the forums will be 

discussed further in the methods section.  Still, it implies the concern that from only a glance at the company’s 

websites, the marketing campaigns allow the customer to assume that the goods are still produced locally and/or 

under the prime working standards highly valued in the Nordic countries. 

 

Secondly, at the end of 2013, an investigation report called responsibility of Finnish design products was initiated by 

Finnwatch, an organization focusing on monitoring global corporate social responsibility of companies strongly linked 

to Finland.  The report by Finnwatch had serious repercussions in the country for some traditionally known Finnish 

design products companies that were outsourcing to foreign factories. The 2013 report concerning Marimekko and 

Iittala, revealed that these companies had “safety violations related to the working environment and its cleanliness, 

salaries were in the line with the law but very low and not all of the workers were aware of their rights” (Finnwatch, 

2013). Finnwatch concluded after interviews and its investigation that “All in all, it can be concluded that the 

investigated Thai glass works was far from the Finnish standards.” Finnwatch believes that “production has not been 

transferred to this production plant due to its accountability, but rather due to its cheap labour”, (Ibid 2013).  A more 

recent Finnwatch report in May 2015, demonstrated that both companies have improved their Thail factory 

conditions, but “factory working conditions do not yet meet the highest safety standards” (Finnwatch, 2015). Indeed 

the work ethics do not meet those in Finland and this has even caused enough societal and customers pressure to 

bring parts of Iittala production back to Finland but there is still a lack of transparency from not publicly releasing 
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information about its foreign subcontractors (YLE, 2015). As suggested on the forums, some of the customers are 

worried about the work ethics in manufacturing in developing countries: “I am concerned that the dishes are now 

made in Thailand. I very much try to support Fair Trade products when I can. Whereas I can expect high worker 

standards in Finland, in fact I don’t expect this in Thailand. So now I am paying $22/piece without having this high 

cost going towards the fair treatment of workers.” (myiittala 2016).  

Thirdly, an additional problem was revealed during my visit to a design store called Illums Bolighus to examine which 

design companies are still producing in Denmark. I was surprised to realize that most of the products made in 

Denmark are not marked or labeled clearly concerning their country-of-origin. In fact, Danish products don’t show 

any indications of provenance on their packaging. When I asked for locally produced goods in Illums Bolighus, the 

employees simply indicated to me “If it does not mention the origin as made in China, Portugal and so on, well, if it 

simply doesn't indicate anything: THEN, it is made in Denmark.”   

 

Indeed, the companies’ main answers on outsourcing practices rely mainly on the fact that customers do not really 

care about whether their product is produced locally or in low-cost countries, as the well-known example of Apple 

products: “Design by Apple in California, assembled in China”. The managing director of Fritz Hansen points out that: 

“even though Danish design is now being produced abroad, it did not mean consumers would associate them any less 

with Denmark” (CPH post, 2012). The previous Finnwatch example clearly demonstrates that there is an actual 

pressure from the customers arising from these practices, asking for transparency and more information.  

 

To summarize, in a way, outsourcing had depleted the brand’s unique identity and selling point - it's “Finnishness” or 

“Danishness”. Customers are not indifferent about goods and their provenance, says Martin Jes Iversen; a CBS 

researcher specialized in market information and corporate strategies. “It has been a secular tradition that the country 

has been producing quality furniture, and even if we talk about growing globalization during the last 10 years, I don’t 

think the consumers will give up easily in facing the phenomenon” he adds (Brevkasse 2012)4. He explained: “Indeed, 

the effect of globalization is that many goods will be assembled from many components coming from different 

																																																								
4	Brevkasse K.(2012) Dansk Design, Made in Somewhere else. Politiken  [online] Available at : http://pol.dk/1814687  [Accessed 12.02. 2016] )	
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countries, and yes, in specific case, consumers will be indifferent regarding its origin, but not when it concerns lifestyle 

products (livsstilsprodukter). There is way more identification associated with the conception and the furniture, and you 

are underestimating your customers if you are ignoring their feelings.” (Brevkasse 2012)5. Moreover, pressure is also 

coming from outside the Finnish national market, explained Tapio Yli-Viikari, researcher at Aalto University School 

of Art, Design and Architecture. He adds: “No Japanese customer wants to buy Iittala glass made in China. They want 

to see it is made in Nuutajarvi or Sorsakoski or Arabia factories in Finland” (Bosworth, 2014 p.87). Indeed, the 

Fiskars annual review of 2015 shows a clear alignment and strategy with regard to the Asian markets (Fiskars, 2015).  

3. Problem Formulation 

Given the current situation of outsourcing, the background research, and the detailed problem case aforementioned; I 

was curious in understanding  

• What potential value(s) can be found in the local production of locally designed applied arts 

and crafts.   

In conclusion, what I will be seeking to explore, is how small design firms can set an agenda for Scandinavian design 

revival, experience savings and bring innovation into processes and products while protecting their cultural heritage 

and traditions. In attempt to answer the research question, I will be pointing out significant values of the Danish and 

Scandinavian design heritage that might vanish as part of the outsourcing phenomenon depicted by the big design 

firms, by examining smaller, local productions, such as crafts businesses. Hence, this research will be focusing on 

how culture and local production within the design field can be turned into added value.  I will also analyzes 

the opportunities and challenges facing Danish design industries in the international arena. 

 

 

																																																								
5	Brevkasse K.(2012) Dansk Design, Made in Somewhere else. Politiken  [online] Available at : http://pol.dk/1814687  [Accessed 12.02. 2016] )	
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3.1 So, why do local design companies make for an interesting research? 

Danish Crafts, has gone from being fairly non-existent players to acquiring recently, international attention and 

holding now an essential role regarding the branding of contemporary Danish design (Danish Crafts 2009). An 

increasing number of notable expositions, took place around the world featuring Danish Crafts as Made in Denmark; in 

London (2008), MINDCRAFT (2008- 2009), world EXPO Zaragoza (2008), and SOFA in Chicago (2003 to 2005), 

just to name a few. Yet in 2006,  is the exposition CC+MoMa, collating the Danish crafts association with the MoMa 

museum, that was the most notable exposition which brought awareness on the potential that lies in Danish Crafts 

today (Danish Crafts 2009). In the same year of 2006, MoMa designed stores in Soho and the 53rd street, New York. 

Here, is where shelves were filled with nothing else, but Danish crafts and design. While winning international 

recognition, many agree that the Danish Crafts’ recent success, on the international scene is due to its particular 

dimension that mass-produced designs often lack-in authenticity and integrity (Danish crafts 2009). “By producing in 

Denmark, we show that we are not simply a company that mass produces. It adds value to our products”6, says the 

Danish designer Åse Hansen (Kruse 2016b). Additionally its success can be explained by an increasing interest that 

lies in the DNA of crafts making, meaning in “the personal fingerprint as well as the whole intuitive and reflecting 

work methods that the proud crafts traditions are based on” (Danish Crafts 2009).   

This unique crafts scene, developed during the last decade in Denmark. Today, this special hand-made character has 

generated new potential, both in relevance with experience economy, as well as in terms of branding the country as a 

design nation (Danish crafts 2009). Murray Moss, the owner of Moss, one of New York’s most influential design 

stores, stated: “There is reversal from the idea that something is beautiful because it’s made by a machine and could 

not possibly be made by a human” (FOKUS magazine 2005: Danish Crafts 2009, p.82). 

																																																								
6 “Ved at producere i Danmark, viser vi, at vi ikke bare er et firma, der masseproducerer. Det giver vores produkter noget merværdi ” (Kruse, M. 
(2016) Modefirmaer styrker deres brand med dansk produktion. Berlingske Business [online] Available at: 
http://www.business.dk/detailhandel/modefirmaer-styrker-deres-brand-med-dansk-produktion [Accessed 14.08. 2016] ) 
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Thus, when we talk about Danish crafts, what are the most distinct features of contemporary crafts competences? It 

even concerns the profound technical know-how of materials, techniques and the preservation of traditional methods, 

that are currently vanishing by the outsourcing or machine-based production. This provides the designer with an easy 

prototyping processes, storytelling, interdisciplinary collaborations, as well as stimulating new development within 

Scandinavian design and dynamic creative economy (Danish crafts 2009), (Lupo 2010). Therefore, when this firms opt 

for a production in Denmark, their main ‘secret weapon’ towards outsourcing resides in the company’ knowledge 

(viden), explains Kent Damsgaard, vice director of Dansk Industri (Kurse 2016a). In the end, this is what made Danish 

Design also successful is the craftsmanship knowledge and its heritage as well as wild design ideas (Kristensen 1994). 

Nevertheless, the offshoring of design production can possibly affect Denmark’s image as a design nation, confesses 

Søren Holst Pedersen (Brevkasse 2012). He adds, “If we don’t pay attention, we could lose what makes Danish design 

distinguishable, as also the unique collaboration between designer and the craftsman. It will certainly disappear if only 

the design conception remains in Denmark while its production is performed abroad. The relationship in between the 

processes is much more important than we often like to think” (Ibid 2012).  

Smalls businesses become successful in providing ethical, differentiated and unique offerings highly valued by 

customers. As mentioned earlier, along with this growing recognition of consumption habits consequences, 

westerners are opting for a more conscious purchase behaviour, as it was previously mentioned in the case towards 

the agricultural sector (Lupo 2010). The Creative Director of the trade association Dansk Mode & Textil, As Øland, 

explains that, the average Danish consumer demands a locally-produced value. This demand is also begging to be 

experienced strongly in the design and fashion fields. "We want to buy beer from small microbreweries. And in 

relation to clothing for example, we want to know where the material comes from." (Kruse 2016b)  

 In the part five years, the United States, among other European countries, have begun withdrawing some of their 

production out of China and Kent Damsgaard paired with the company owner and designer Mads Nørgaard. They are 

confident this trend is starting to be felt positively in the Danish industry (Business.dk 2016). Louise Mazanti, a 

designer and researcher, points out along with the growing interest in craft and design, that young design firms such as 
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Muuto, Normann Copenhagen and Hay have emerged and developed within that interest resulting in an important 

international recognition and growing popularity. Lauris Morgan-Griffiths (2007) defined the upcoming Danish crafts 

design as: “ (...) there are new pieces being produced in Denmark that show not only a respect for the country’s design 

history, but also a new direction for its tradition of scientific innovation through craft. Twenty- and thirtysomething 

designers are focusing on sustainability and longevity, exploiting new materials and technologies and, increasingly, 

having a bit of fun.”7 

3.2 Delimitation 

Owing to the complex nature of this issue, especially regarding difficulties such as globalization and outsourcing, as 

well as the time frame and resources, this research will be narrowed considering the problematic case which focuses 

on the industry of applied arts, crafts and design within a territory in particular. The Nordic European region, more 

precisely Finland and Denmark were chosen as the regions to be analysed for the purpose of this research. Moreover, 

I will focus the research exclusively on the B2C market. The reasoning behind my chosen research limitations will be 

developed further in the working definition. I am aware that my research cannot provide a concrete solution to the 

outsourcing issue, but it can provide a deeper understanding of possible solutions and outlooks previously neglected 

found in local production for small design and crafts businesses. By narrowing down the scope of the study, the issue 

became easier to tackle, analyse and formulate answers to questions that arose during my research.  

Yet, the understanding of this thesis intends to grasps a different managerial outlook than the one adopted by the outsourcing companies 

“the elephants”. This thesis is an attempt in exploring the potential of the design firms or craftsman producing locally and how can it be 

beneficial for the Danish design industry. In an ever-changing economy it could be beneficial to take a backward perspective and understand 

what ‘the elephants’ can learn from the small local producers. 

																																																								
7 Morgan-Griffiths, L. (2007) Danish Designers, seriously at play. Financial Times [online] Available at : https://next.ft.com/content/1ec4ca56-
5c12-11dc-bc97-0000779fd2ac  [Accessed 21.07. 2016] 
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3.3 Agenda of the thesis  

In my agenda, I will elaborate on my research structure, where each section is divided in a chronological order. Also, 

the introduction and working definition sections will the reader with my observations on local crafts, design production 

and its added value. This way, they could better familiarize themselves with my research analysis. In the introduction section, I 

will present the problem case of ‘the elephants’ - Scandinavian design firms that are using outsourcing practices while 

using cynical branding. The section I will also write about my motivations behind the research; that being, the 

discovery of the potentials values lying in the Danish crafts, followed by my research question.  Subsequently, 

following this agenda section, the working definition section of my thesis will consists of an elaboration and clear 

definition of the ambiguous terms that will be presented in my thesis in order to provide the reader with a clear 

comprehension of these terms and definitions throughout my thesis 

I the methods section, I will introduced the problem area, which will be met with questionsas, why research, gathering 

and analysing data is important in this case. In the problem area, I will elaborate on the Scandinavian design 

phenomena and, more precisely, how, Denmark’s and Finland’s design history shared similarities from its origins that 

evolved separately. The theory and literature sections will cover around three dominant themes which I have chosen 

to apply; experience economy, proximity and country-of-origin. Moreover, in the methodology section, the methods such 

as observation, netnography and interviews as well as their data collections will be discussed. In the methodology 

section, validity of the research and reliability will be covered briefly. 
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The Conclusion section will consist of a smaller section for my analysis, where I will analyse the applied theories with 

the research results in same three different themes define earlier. Further on, in this section, my analysis will be able to 

generate this study’s implications, which suggest a label of origin and a craftsman business toolkit. To conclude, I will 

summarize my thesis, go over the limitations and possible further researches and implications that can be apply with 

my findings. 

 

4.Working definition  

In my working definition I will be explaining the definition of concepts or terms, which may be ambiguous in 

reference to my research. The terms I will define in this section concerns the expressions I often use when I will be 

mentioning design, handicrafts business, craftsman and designer, slow culture, local or authenticity. I will also 

extend about the ‘locality/nationality’ term namely Scandinavian design and reflect on which countries I subsequently 

chose to include in the thesis. Finland and Denmark were selected for the purpose of this research -based on their 

similarities in terms of being design nations and their influence on the Scandinavian design movement. The design section 

will add detail more rigorously on the reasons selecting these countries will follow. 

 

4.1. Design concept  

Design is a term I will be using repetitively throughout the thesis. At first, I will develop on the semantic of this 

ambiguous term. To state briefly, the design activity field is involve in this thesis. In the years 1390, ‘design’ first 

appeared as a word(term) in the English language (Muratovski, 2016). However, as Buchanan explains in his rhetoric 

of design: “the scope of design appears to be so great, and the range of styles and other qualities of individual 

products within even one category so diverse, that the prospects for identifying a common discipline seems so dim 

(Buchanan, 1995; p.23). Indeed, the term design covers a large spectrum of activities and in Heskett's (2002) opinion, 

design is a complex phenomenon by its terminology full of incongruities, innumerable manifestations and lack of 
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boundaries that give clarity and definition. Heskett (2002) stressed that even the word design itself is confusing by 

illustrating it with this meaningless sentence shows the shifts of the design meaning in English; “Design is to design a 

design to produce a design.” (Heskett, 2002;p.5). It also covers a great subdivision of design practices leading to the 

confusion of an overall meaning of this concept, causing a lack of common appropriation of a unified profession like 

law, medicine, and architecture amongst others. Within these professions, it is noteworthy that a qualification or 

license is required to practice fixed and protected by self-regulating institutions (Ibid, 2002). 

Nevertheless, in Heskett (2002) what is design paper, he defines design term as a noun, a verb, but he generally defines it 

as a way of: “human capacity to shape and make our environment in ways with precedent in nature to serve our needs 

and give meaning to our lives”(p.7). Similarly, Buchanan states that the design activity about discovering problems 

(undergoing exploration of the indeterminate subject matter) where “design is a discipline where the conception of subject 

matter, method, and purpose is an integral part of the activity and of the results”(Buchanan 1995, p.26).  

Certainly, with the complexity of the design etymology, it is hard to contextualize a clear line analysis. However, it is 

important to understand, that my working definition will focus solely on the design range of practice of in the design 

oriented-products field and design activity, as a decorative art or applied art classification highlighting decorative 

objects, interiors and house furniture. 

 

4.3. Crafts  

Craftsmanship is an important activity within the range of ‘applied art and design products’ and in understanding of my 

thesis, I will, therefore, clearly define what crafts activities consist of; within the last few years, there has been a 

renewed interest felt throughout western societies for traditional techniques and productions, that have returned to 

contemporary industries as a means of new functionality and aspect. Departing from Vacca & Bertola's (2010) 

etymological point of view of tradition: 

 

“The term tradition (from Latin traditiàonem from the verb tràdere : to transmit) means ‘the transmission of past generations 

cultural heritage’ such as laws, habits, memories, historical facts, etc. by means of written documents or verbal communication. This word is often 

used as a synonymous of custom. By custom, we mean the transmission throughout time, and within a given community, of the memory of events 

linked to the social or historical context, habits, rituals, myths, religious beliefs, superstitions and legends. The cluster of traditions intended as 
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material culture is identifiable with crafts production (Miller, 1987). This kind of production therefore becomes a founding element of the identity 

of a community. (Vacca, Bertola, 2011; p. 11) 

 

Deriving from this understanding, the crafts production consists, therefore, of the  ‘transmit meanings’ skill which is 

often a transfer by verbal communication a persons to another, in ‘learning by doing’ and consequently leaves this 

expertise intangible or term that I will refer in this thesis as tacit knowledge. UNESCO (2003) describes craftsmanship as 

“the most tangible manifestation of intangible cultural heritage.” This tacit knowledge is also what Lupo (2008) named 

typical knowledge, which enfold three different sub-categories. “Typical knowledge is productive knowledge when it is 

referred to products and production processes (or “ability to make” of a community, like traditional handcraft, art, 

artisanal and gastronomic products), relational when related to celebrations, rites, customs, popular and religious feasts 

and manifestations, and ri-productive when concerns art, music, theater, languages and all the forms of expressions, or 

the “way to represent” a community.”(Lupo 2010, p.2)  

For the purpose of the research I will therefore use as working definition Lupo’s (2008) reproductive sphere of tacit 

knowledge when I allude to crafts or tacit knowledge. In addition, my working definition of crafts ensues UNESCO 

(2003) definition of traditional craftsmanship which includes reproductive expressions of tacit knowledge in diverse ways such 

as tools, clothing, jewelry and storage containers, transport and shelter, decorative art and ritual objects, household 

utensils, musical instruments as well as toys both for amusement and education. 

 

4.4 Handicrafts businesses  

Crafts are objects created by special skills, often inquiring manual dexterity and artistic skills to reproduce tangible 

expressions of a culture. It can be express in many ways such as woodcarving, knitting, and metalwork, illustration and 

collage. In my working definition, I used  “small design firms” or “handicrafts businesses” when I referred to small 

businesses involving crafts as main business activity. It is noteworthy to grasp the idea of the market economy of local 

businesses, implementing crafts methods and handicrafts businesses mostly consisted of very small enterprises or 

actual micro-businesses (Vacca, & Bertola 2010). Therefore, within a research context I found this to be c handicrafts 

businesses as a ‘design-driven business’ where offerings or products are often a very sophisticated design-led, technical 

and aesthetic principles where “their production is often very small-scale and is based on a sophisticated mix of 
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advanced technologies and handicraft work” (Vacca & Bertola 2010, p.10). It is important to understand that these 

handicrafts companies are often situated in the high and medium-end market by producing small, exclusive, high 

quality, time demanding offerings. Therefore, as working definition, the main scope my analysis rests solely on small 

crafts and design businesses that are positioned within the high and medium-end B2C market. 

4.4.1. Craftsman 

A craftsman consists of a skilled person that applies his expertise to create an artefact. Thus, my definition of 

craftsman’s role revolves around the capacity of application, acquirement and dissemination of tacit knowledge the 

craftsman holds; his knowledge of material techniques and processes; familiarity with the different stages and 

problems that could occur as well as a close supervision role on all production processes (Gelfer 1996). Even if we 

often confuse the role of the craftsman with the one of designer, the function of the craftsman mostly relies on the 

application and dissemination of tacit knowledge he posses creating an artefact, from traditions and expertise. Under 

UNESCO perspective (2005), tacit knowledge is a vital factor used for local cultural identity while being a key feature 

for sustainable development. Tacit knowledge is not easily replicable in a short term, without documentary evidence 

and experience (UNESCO, 2005). The expertise hold by craftsmen is a great open-ended repertoire of skills of form 

and processes reinvented and mutable into new input-outputs design processes that we will discuss in the literature 

review section. 

4.4.2. Designer role 

The designer role consists of an individual that instruct and relies on technical as well as explicit knowledge. Generally, 

the designer applies a research-driven process in order to generate outcomes. The designer role analysed regards the 

designer in the role of an important intermediary that bridges communication and business practice gaps between 

customers and craftsman (UNESCO, 2005). Indeed, in most situations, the craftsman situation has changed -as he is 

no longer a designer, producer and marketer as it used to be before (Ibid, 2005). The craftsman is not always in 

contact directly and personally with the end-users, and in conflict response to the consumers’ needs. It leads into the 

implementation of a designer role, which is to mediate the craftsman supply with the customers demand. One other 

function of the designer is to bridge the gap between the discontinuous realities of tradition and modernity, in order 
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to marry crafts production to the needs of consumers’ modern lifestyles (Ibid, 2005). Therefore, the role of the 

designer is to interpret these changes in new offerings as well as consumers’ lifestyles and usage preferences that keep 

changing constantly. In the crafts economic activity, marketing is the departing point of an offering development 

process (UNESCO, 2005). The consumer's tangible willingness to buy a product is mainly related to its competitive 

price, pleasing aesthetics, efficiency and functionality features.  Therefore the actual designer role is to design a 

product that will suit consumer tastes, as the craftsman used its traditional skills, and tacit knowledge to shape its 

aesthetic adapted in consequences. According to UNESCO (2005): “ crafts producers cannot be economically viable 

unless their product is marketable, and this is where design intervention plays a critical role in ensuring this variable in 

matching technique with function.”  

4.5.  Slow- Design 

The term slow culture, or for the purpose of my thesis, slow design derives from the cultural slow food movement, which is a 

movement established in Italy that consists of shopping food/ agricultural produce locally by using local expertise to 

produce the local resources it needs and locally processes its waste (Fletcher 2008). Otten & Krohn (2010) defines slow 

design as a reaction against modern ways of living and consumer patterns. “It focuses on low-tech procedures and 

crafts production methods, espouses environmental concerns and counter today’s throw-away culture with a make-

do-and-mend mentality.”(Otten & Krohn, 2010; p.19) Involving social activities presumably lost as a result of 

industrialization and modernism. Supporting the local economy (or slow culture in general) movement about developing 

a sector with greater sensitivity to place and scale, a sector devised to sustain communities and support jobs while 

protecting the quality of the environment (Fletcher, 2008). Therefore, my working definition implies slow culture as an 

act of response from the consumers towards urbanization and industrialization and result in an increase of the 

consumers’ appreciation for handmade objects that showcase the accrued knowledge and cultural value of the 

craftspeople (slow design) (UNESCO, 2003). Slow design is signifying a revival of traditional forms and materials 

through craftsmanship and design. 
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Slow culture also modifies relationships and power status between creator and consumers, resulting in building mutual 

trust and a better understanding of their customers’ needs (Ibid, 2010). Slow culture also comprises new concepts, 

creating meaningful experiences, value propositions. Cradle-to-Cradle product innovation institute (2016) states this 

slow culture movement will bring change in how we create, source and consume design and other goods in the near 

future. 

 4.6. Authenticity  

According to Bevolo and Gofman (2011), a five-aspect classification was vital for luxury and high-end goods. The 

authenticity characteristic was significant in the customer's mind when a purchase occurred. Paired with experience 

economy, Pine and Gilmore also studied authenticity and the customers’ perception and it revealed that, “authenticity 

is becoming the new customers sensibility” (Pine & Gilmore, 2008). Nowadays, most customers place authenticity 

above price and quality features (Ibid 2008). Consumers decide where and when to spend their money and more 

importantly, their time - or as the authors call the “currency of experiences”. However, in a market where they get 

bombarded constantly by staged experiences everywhere they go –as the authors name ads nauseam. Consequently, the 

customer gets into an increasingly  “unreal” world and thus, purchasing are based on how real they perceived an 

offering to be (Pine & Gilmore, 2008). Marketers and decision makers in the company must learn to understand, 

manage and shine in providing authenticity to its customers. Managing consumer perception could be really 

challenging. Often in an effort to generate demand, companies will hide defects unintentionally or make the offering 

even better than it actually is, an idealized version of reality, disappointment and failure (Ibid, 2008).  Lupo research 

on crafts authenticity leads her to define authenticity as;  

“ (…) based on models of interpretation and representation of a specific heritage, whose authenticity factors (typicality, 

recognisability...) are constituted by material and immaterial dimensions (artifacts, materials, processes, techniques, knowledge). 

These factors can be “extracted” from forms and processes of a specific cultural patrimony to become object and matter of 

design towards creative transformation and re-contextualization, or an “activation in continuity” that drives from traditional to 

contemporary, from a native authentic to an original authentic (Lupo 2011).” ( Lupo 2015, p.3)  

Indeed during my research, authenticity is crucial dimension explored on crafts and design. Handicrafts businesses are 

often faced with an on-going challenge between persistence and transformation, continuity and change. Indeed, it 
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forces me to frame the concept of “authenticity” for the understanding of the thesis. Therefore my working definition 

is inspired from Lupo’s (2010) reflection on crafts authenticity combined with Pine and Gilmore (2008) perspective 

on authenticity provided by businesses. The term authenticity entails for small design firms to show integrity and be 

honest as possible with their customers on their production process, storytelling, quality as well as the material used. It 

also means to businesses authentic interpretation or application of heritage in material and immaterial dimensions 

without ‘staging’ an idealized version its production processes or practices involved.  

4.2. Locality  

I decided to restrict my scope of analysis to Finland and Denmark when I am using the term Scandinavian design. By 

following Fallan’s perspective (2012), there is a clear distinction between the concept of ‘Scandinavian Design’ (often 

with a capital D) as an actor category and the term ‘Scandinavian design’ (with a lower d) as an analytical category. In 

using the term actor category, Fallon is referring to “historical actors, based on their sociocultural context and their 

motives and agendas”(Fallan, 2012, p. 2). On the other hand, the analytic usage of Scandinavian design became a “tool 

with which historians describe and categorize historical phenomena”(Ibid, 2012, p.2). An understanding of the 

geographical component of the term “Scandinavia” is limited to Denmark, Norway and Sweden. However, 

‘Scandinavian Design’ derives historically as an actor category from a 1954 worldwide exhibition called Design in 

Scandinavia that showcased contemporary design. From this exhibition derived the term known as “Scandinavian 

Design”, which places cultural products from Denmark, Finland, Sweden and Norway under the same banner. I will 

return to this term in further detail in the following problem area section of my research.   

Why then Finland included in the understanding and publication of Scandinavian design? Finnish designers highly 

contribute in the dissemination of Scandinavian Design at its beginning. While still in the actor category, during the 

construction of the Scandinavian Design, actors chose to include Finland in their concept definition and by the events 

that reinforced it. Additionally, Finland and Iceland are frequently indicated as being part of Scandinavia due to their 

close political and geographical ties; the actual term given to this grouping of countries is the Nordic Countries (Fallan 

2012). However, since establishment of the exhibition Design in Scandinavia in 1954 and the important contribution of 

Finnish designers to the modern design concept, Finland is therefore included in the term Scandinavian 

Design.  Thus, for the purpose of this study we need to apply a shift from an actor’s category to an analytical category. 
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Indeed, each Scandinavian country has it own distinct identity and each should be assessed individually into a collective 

identity that is Scandinavian design. At its formation, the term Scandinavian design was predominantly talked about as 

Danish, Swedish and Finnish design input, which all have a different design emphasis (Sommar 2003). Explanations 

included in the actor categorization of the concept describe how after the Great War, Iceland and Norway lacked 

design industries, infrastructure and until relatively recently, had poor economies and small populations.  As a result of 

those factors these countries did not provide a design output comparable as the rest of Scandinavia. However, I am 

concerned that these countries are now radically changing; they now hold some of the highest GDP per capita, have a 

significant investment in education and the promotion of design, and place and emphasis on transforming and 

revitalizing the face of modern Scandinavian design. Moreover, due to time and resources limitations, I therefore 

chose to exclude Sweden. My reasoning behind is that an important part of the country design contribution scene lies 

on industrial production and my research do not rest on this design field (Ibid, 2003). The Scandinavian culture is not 

necessarily accepted internally, as “from a Scandinavian perspective, the differences between the individual nations 

were greater than the similarities” (Sommar 2003). It is important during this research to separate the design output 

that has collectively amassed, as it differs due to national trends, craftsmanship traditions, heritages that depict 

national designs, and how it government design policies and society.  

In conclusion, due to the time limitation and scope of this research, these are mainly the reasons why I used the 

working definition of the Scandinavian design term. Delimitation of the region analysed will rely solely on an in-depth 

analysis of Denmark and Finland as major providers historically of the Scandinavian Design concept. In this research 

I have explored the extensive efforts the Finnish government has done with companies to protect and reinforce the 

local design production and heritage. Both countries place a significant emphasis on being a “design nation” and using 

“Scandinavian Design” as an identity. As well, relying on the similarity between Finland and Denmark in the way in 

which they hold onto their design output and craftsmanship heritage. Lastly, a comparative analysis is performed 

concerning which actions have been undertaken in Finland that could be beneficial for Denmark as a “Scandinavian 

design nation”. 

5. Introduction to the problem area 
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Through design’s historical development, readers can understand the diversity and the human capacity for design, 

manifested in so many ways. (Heskett 2002) The history of design can be described generally as a process of layering, 

new development and turns of events added over time to create a non-static outcome. Following Alaca (2013c), 

“design history provides us with systematic methods to evaluate, organize and construct design phenomena in pursuit 

of the cultivation of a meaningful and sustainable design culture.”(p. 1).  Within this perspective, design history 

enables theoretical and methodological to transforms design into heritage with potential advantages for upcoming 

generations (Alaca 2013c).  

 

In this given section, I will elaborate more on the Scandinavian design phenomena as well as an analysis of its 

historical development. In my opinion, it is a relevant section to cover and analyse to fully understand the current 

problem/situation behind the phenomena and my motivations behind researching, gathering and analysis data in this 

given area.  

5.1. Brief history of Scandinavian design 

“ Show me the product and I will show you the country” was the introductory sentence of the famous world 

exhibition Design in Scandinavia booklet in 1954. Many literatures cite this exhibition as one of the most revealing 

exhibitions in terms of the expansion of worldwide awareness of Scandinavian Design. Design in Scandinavia exhibition 

was dedicated in the  to promoting worldwide the  “Scandinavian way of living”, showcasing design object, as symbols of 

what these countries can produce in terms of high standards also regarded as: “Beautiful articles for everyday use”.  By 

being promote around the globe, this exhibition also put the region on the map and influenced the development of 

Scandinavian design in American and the rest of Europe. It is from that exposition that derives the term 

“Scandinavian Design” including Denmark, Finland, Sweden, Norway under the same “banner”. On a historical 

geopolitical perspective, the divide between the Nordic and the Scandinavian is not as clear-cut. However, it was easy 

to group them under the same concept since these countries' common history resulted in a significant cultural unity, 

sharing similar values, ideologies and political systems (Fallan 2012). Often called democratic design, or humanistic design, 

meaning affordable for the vast majority of the population, underlying a philosophy which is less ego-driven and more 



	 28	

focused on making life better in a practical way. Nowadays, Ikea is strongly using this concept, highly regarded as a 

romanticized ideology that was at first implemented to criticize the capitalist political system by the fathers of the 

concept. The decade following the post-war decade in 1960’s, the Nordic region saw its design slowly establish itself 

and initiate similar expositions in order to promote trade with the rest of the world aimed in separating their image 

from the west and the Soviet countries. During this golden era, modern Nordic designers works were reflected or 

associated with aspects such as high quality, functional beautiful, simple, clean design and nature-oriented (Sommer 

2003).   Historians claim that it is important to understand that the past geographic isolation of the Nordic countries 

influenced its design history (Ibid 2003). This isolation helped the preservation of an high level of traditions of 

craftsmanship by the late arrival of industrialization. Scandinavian Design is strongly grounded in existing traditions 

and craftsmanship in Scandinavia combined with trends that had emerged around the turn of the century. Reflected 

by nature, organic modernism is a theme often used by design historians widely associated with Scandinavian design and 

referred as  “the natural world rather than the machine”. Objects were made of natural material in simple and organic-

like forms, fluidity of forms inspired by nature, built in accordance to tradition yet at the same time modern, often a 

mixture between craft skills and modern technology. (Skjerven 2010). Alvar Aalto, Arne Jacobsen, Tapio Wirkkala 

helped disseminated organic design, associated with Scandinavian design around the world (Halén & Wickman 2003).  

 

 One of the first problems I stumble upon during my research is the romanticized idea of Scandinavian design as a 

uniform and homogenous concept. The problem was been shaped through its history, as the concept of Scandinavian 

design is perceived as a unified manifestation rather than emblematic of a single region of design identity. Regarded 

first primarily as cultural ventures, Scandinavian design have been useful mean through the post-war era to conjoin 

and market the Scandinavian countries by geographical proximity, while masking their national design differences in 

prominence to sell design objects or politic images (Davies 2003). Moreover, Kjetil Fallan (2012) depicts the 

“straightjacket of mythologies meticulously woven around design from the Nordic countries by marketers, promoters 

and historians alike has resulted in a strong but severely distorted image of what Scandinavian design is.” (p.1) Some 

academics claimed that Scandinavian design came from a range of things, often developed by some set of “frozen” 

myth about regions, countries, nature and traditions that suited the rest of the world, but most likely the Nordics and 
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its manufacturers. During the golden era of Scandinavian design, they succeeded in introducing an international interest 

and acknowledgement due to the original and avant-garde design that then became icons of modernity, or “good 

taste”.  Thus, Scandinavia is generally often seen by the rest of the world through a lens of positive stereotypes 

(Davies 2003), perception that indeed favours the interested parties to keep this Scandinavian “myth” alive. 

 

A second problem regards that the “rest of the world” has solicited and reinforced broadly the Scandinavian design 

clichés through its history and now, been hard to knock down such collectively assessed, selective exaggerating 

assumptions on Scandinavian design. The critic Roger Connah (2001) irritated by such ideas of  Scandinavian design 

reduced to a monoculture, illustrated the typical Scandinavian designer as a  “new primitive” homo Scandinavicus or 

romantic primitivism tale fiction that suits the south. An image that also suits the North, internally indeed flattering. 

Fictions were built and extensively promoted to satisfy the desires of consumers, by manufacturers or other interested 

parties such as exhibition organisers. Thus, Scandinavian design is built on a fairy tale great for marketing and 

following the right storytelling for manufacturers of design icons.   

Indeed, a strong sense of tradition paired with modernity is felt throughout the four countries' cultures. It is also 

reflected in the crafts works where traditions are an essential feature of Scandinavian design. However, Davies stated 

(2003) “crafts products or craft-like aesthetic is an idealised and arguably fictionalised craft tradition that have figured 

prominently in exhibitions of Scandinavian design. In this sense, ‘craft’ is really about marketing”(Ibid 2003). 

Aforementioned in the problematic case, many Scandinavian companies are still using highly termed craftsmanship or 

similar in their storytelling or marketing ploy as promotional tools. In the 1950's and 1960s, these companies holding 

craft-based works, artist/designers have been largely responsible for representation of the firm abroad into 

international exhibition.  Consequently it took a major part of the company's marketing strategy; deceiving part is that 

it is still highly present nowadays and is keeping the customer from the truth to their benefices.  Simply walking the 

streets of Copenhagen, one can understand rapidly that companies who have no aspect related to design are even 

using “true Scandinavian design”  or similar terms to attract customers attention and motivate them into buying some 

of their offerings. 
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Scandinavian design has been criticised and viewed as outdate by some critics, curators and historians (Skjerven 2010). 

A mapping of the Danish design industry report demonstrates that Denmark's traditional role as a design nation and 

internationally recognised stronghold for design has been eroded over the last decades (CBS 2005). Nowadays Danish 

design firms are mostly selling nostalgic design, or get inspired by icons, while their “iconic production” remained the 

biggest part of their current on-going production. Indeed their company’s heritage management is interesting for the 

companies holding such history and notoriety with Scandinavian design. A reminder that what made Scandinavian 

design famous was recognized as simple, modern and quality designed. Davies (2003) also points out that 

Scandinavian design was never sold on the basis of its cost but rather on the basis of its quality and (imagined) 

associations reinforced by marketers, journal articles, commercial exhibitions. 

 

Are there designers and industries are now succeeding in reinventing this living myth and innovating without feeling 

weight of the past era on their shoulders? Even if the Scandinavian design nowadays can be perceived as simplistic 

clichés and myths about Nordic countries, consumers still depict and purchase goods “restrained” under this concept 

and can’t be recognized as equal Scandinavian designs that don’t reflect similar or expected aesthetics. To illustrate 

such a problem, Finland and Denmark in the past, have tried to implement exhibitions in London (Danish Art 

Treasures, Modern Art in Finland) showcasing fine and contemporary decorative arts, in contrast with the previous ones 

designed by typical post-war icons. Major criticism revealed an antipathy towards the Nordic fine art since critics felt it 

did not represent the Scandinavian way previously thought to be and thereby were excluded from future national 

exhibitions. Contemporary designers are stuck in between that cluster of conservatism, monoculture Scandinavian 

design from the “its golden era of the 1950s” cluster box of style. These innovative, daring designers cannot either 

enjoy the country design heritage as the origin of “beautiful articles for everyday use” traditional conception because 

of the burden from stereotypes and customers' expectations regarding Scandinavian design. Designers feel the need to 

liberate themselves from the academic history of design and restore their memory (Johnsen 2003). As a matter of 

innovation, a designer is invited to challenge the status quo, get out of what has been previously undertaken, be 

radical, or find their total freedom to create. The problem lies not in altering people’s beliefs, but in freeing design 
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from the hegemonies (social, cultural or economic) of truth, from the system that produces and maintains it, and forms the 

forces (Most 2003).  

In strong contrast to design history popularity, in scanning literature, one can see that any future-oriented engagement 

of design capital remains an uncharted territory. Despite the large body of literature on design history, its heritage is 

not fully explored in a way that exceeds current elitists or nostalgic commercial approaches. (Alaca 2013)  The future 

of design capital in Scandinavia remains untouched to a great degree. I think it is interesting to understand the value of 

design in production remaining within a nation on the long-term. 

 

For the purpose of this paper the sub-section that follows consist of the exploration of both Finland and Denmark's 

brief history of design in the past century as a departing point, in order to understand their similarities as design 

nations but also analyse where they are now standing today and how one’s policies and action on design culture can be 

beneficial for the other. Therefore also set grounds of my future research and the analysis it leads to. 

	

5.2. Finnish design 

5.2.1 Finland design history analysis 

 

. Holding the world design capital in 2012 as well as recently establishing the prized design Aalto University are 

reasons amongst others why I has interested in a further analysis of the country design history as well as policies. I 

shall include the historical perspective in order to understand clearly the notion of Finnishness into design as a whole. 

Yrjö Sotamaa whom played a key role in the creation of the Finnish and Danish national design policies, the EU User 

Driven Innovation Policy and former rector of the University of Art and Design in Helsinki noted : “Design has been 

used in Finnish history in a very skilful way”. Finland was included under the Scandinavian design banner if we analyse it 

in an acting category.  Famous Finnish designers are known to be first talented craftspeople that achieving the 

creation of designs through high level of skills rooted in craftsmanship tradition and tacit knowledge (Kalha 2000). 

Before and after the WWII, these artists and architects played a key role in the development of modern Scandinavian 

design while also putting Finland on the map and establishing a worldwide reputation for excellence and innovative 
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design for the first time in the country short history (Ryan 2008). When compared to the Bauhaus school design 

mouvement, Finnish designers such as Alvar and Aino Aalto are considered by many historians as fathers of the 

modern design movement in the Nordic countries. These pioneers were first in Scandinavian to disseminate designs 

as being ‘democratic’ and sustainable; while being made to last a lifetime. However, the Finnish design economic 

activity was paused by the winter war (1939-1940), to be restored with the famed and aforementioned exhibition 

Design in Scandinavia (1954). 

In my analysis of Finland’s history is noteworthy to consider the politics and regulations on design in Finland within 

the last century. After the war, Finland suffered immensely from the war with the Soviet Union and had to pay back a 

considerable debt to them, which meant 300 million, paid over a 6 year period imposed on a strict delivery timetable. 

Moreover, during the winter war, the Finns also lost roughly 13% of their territory leading to the loss of ⅓ of 

Finland's hydroelectric output, resettlement of 400 000 people left homeless (Kalha 2000). Finland has had to 

reconstruct, recreate, and reinvent something new along with their new living conditions. Indeed in that given period, 

the assessment of the economic position in the global trade market was vital for the country and subsequently, 

planning a strategy that would make the most of its competitive advantages (Ryan 2008). Thus, Finland being included 

in the later banner signified that the country could benefit from established Danish and Swedish import trading 

relations. Moreover such a cultural alliance under Scandinavian design concept helped Finland in establishing its 

position on the western side from the Soviet “Iron Curtain”, while carrying Modernism ideal (Kalha 2000), (Koivisto 

1997). Smeds (1996) points out that “one key element in Finnish identity is reconstruction but also nation-

building”(p.65). Finland is a very young nation, and its national designers were included intensely at an early stage in 

the national-building process (Smeds 1996). War after war, building patriotic feeling has been one of the leading 

ideological projects ever since 1830’s and still, design and architecture became a major patriotic concern (Ibid 1996). 

Along with the Design in Scandinavia worldwide exhibition, Finland quickly impacted worldwide awareness by its 

own ‘exotic’ designs and their contributors -acclaimed by the Finnish population as national heroes, such as the Aaltos, 

Tapio Wirkkala , Timo Sarpaneva, Kaj Frank, to name a few (Ibid 1996). Therefore, the Finns understood their design 

potential as a key asset for the nation building identity, source of innovation and industry as well as an extremely 

lucrative business  (Koivisto 1997) (Smeds 1996) (Ryan 2008). The 1950’s, 1960’s, and 1970’s were decades Finland 
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mainly devoted to the recovery of World War II (Ryan 2008). The design of the 1980s was pronounced by the 

inclusion of cultural traditional aspects of  “Finnishness”, also by ideological aspects of designers’ self-expression of 

postmodernity reflected in designs  (Korvenmaa 2001). It is also during that decade design management practice 

started to be established within organizations and Design forum Finland was implemented and financed by the Ministry 

of trade and industry (Ibid 2001).  

 

In the beginning of the 1990’s, Finland lost one essential trading partner after the fall of the Soviet Union. 

Consequently, Finland’s unemployment rate reached almost 20 percent. On the edge of bankruptcy, Finland had to 

restructure its economy structure and the recovery was rapid thanks to the industry restructuring and growth of 

telecommunications sector (Ryan 2008).  “Finland is a small nation trying to survive in a global world. We are realising 

that design is a key national asset.” says Korvenmaa (Cervi 2008). After the adoption of the Euro currency, Finland 

resettled its manufacture industry into selling finished products with a higher national value-added rather than past 

resource-intensive commodities, which could not compete with the low-cost producers (Ryan 2008). In fact, Finns 

have become experts in differentiating ‘dull’ products through a clever use of innovation research and design (Ibid 

2008). Thus, what was at the beginning of the restructuration ‘design business’ in the 90’s, Finland has now become 

the ‘design economy’ --indicating an increased perception importance of design as a potential tool in added-value to 

products and services (Cervi 2008). Pointed out by Korvenmaa, the upcoming challenge nowadays is to conceptualise 

our business behaviour with new radical innovations that involve user-centred product design (Ibid 2008). In the 

following section, I will take a closer outlook on the recent measures implemented by Finland to protect their design 

and remain competitive within the field. 

 

5.2.2 Strategic actions on Finnish design 

 

From Finland’s historical young nation establishment, design has always been included as an important key asset for 

the development of the country and Finnish design marked its way on the international markets. In recent years, the 

Finnish government has supported in many forms and arranged incentives aiming for restructuring a production shift 



	 34	

from low-cost to an emphasis on design, innovation and technology (Ryan 2008). “Famed for technology as much as 

for design, Finland is keeping much of its production on home soil, if the activities of some of its leading brand are 

anything to go by.” (Cervi, 2008). From its history, design in Finland had also already become a critical factor in 

distinguishing one product from another, aesthetically and functionality (Ryan 2008). It is precisely that Scandinavian 

design high brand value, still widely viewed by the international markets that Finnish manufacturers and government 

are tying to preserve. However, there is an increasing tendency to promote their own Finnish flavour by the 

encouragement of new design, technology strategy revolving on the new educational system, in particular with the 

recently established Aalto University in the outskirts of Helsinki. According to OECD, in 2005 Finland paired with 

Sweden and Japan who were the only counties to invest more than 3 percent of their GDP on R&D (Ibid 

2008).  Statistic Finland shows that the total turnover of Finnish design enterprises was of EUR 3.37 billions in 2012 

(Ornamo 2013). Korvenmaa (2001) explains that in order to compete with the elephants, for Finland “the answer is to 

create a new ‘innovation generation’ that can merge technology design and business to produce high-quality usable 

product that can have wide appeal.” (p.) Moreover, Finnish design policy report Design 2005! reveals “ the program 

on design policy needs to reflect Finnish design as a part of the national system of innovation.” (p.) Within the same 

policy paper, craft itself given an important place in the sphere of national culture and its skill heritage (Korvenmaa 

2001). For example, from the most recent design program from the Finnish government is clearly stating the 

importance of crafts traditional industry combined with technology; 

 

“ Materials research has a firm foundation in Finland, and the use of traditional industrial materials is expanding into new sectors. Combining 

materials and the use of new and cost-effective materials, material technologies and new production methods, such as local manufacturing, 

generates opportunities for producing entirely new moulds, prototypes and end products. Moreover, the new materials offer a wide range of 

opportunities for designing intelligent products. “  (Ministry of employment and economy, 2013; p.47). 

 

Named world design capital in 2012, Finland holds three clusters of design competencies: Helsinki, Lahti and 

Rovaniemi (Ministry of employment and economy 2013). As a result, these given clusters attract high quality expertise 

in design, which lower the transaction costs for other companies to use design (Ibid 2013). The Ministry is trying to 

strengthened these design-hub through investment in education and training with programs such as INKA, 
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encouraging the largest city regions “to choose their strategic focus areas on the basis of originality, demand and 

multidisciplinary expertise and to generate knowledge-driven” (Ibid 2013; p.44). 

Past researches on country-of-origin shows that international consumers perceived Finland as: “a technology 

advanced society that has had a positive effect on the perception of its products.”(Ryan 2008; p.14). Scandinavian or 

Nordic design is still associated with the Finland; an image that confers both prestige and trust of the Nordic 

products. Perception that the government wants to preserve and protect meanwhile in establishing their own 

distinctive Finnish design image (Ibid 2008).   

 

Another measure to promote Finnish design and employment was the recent implementation by the ‘design in 

Finland’ logo while aiding at the propagation of their long-established Key flag ‘Made in Finland’ logo. These logos 

aim to provide insights to consumers on what has been produced (and designed) in Finland (and/or employing Finnish 

workers). It also brings incentives and pride for companies producing locally.  Both logos are supervised by the 

governmental association Suomalaisen Työn Liitto (association for Finnish work) that was implemented more 50 years 

ago. Included in the annexes 4 and 5 are the terms and conditions that need to be fulfilled in order for a company to 

apply for the given logos.  

In 2015, the Suomalaisen Työn Liitto association undertook survey of 1001 Finnish respondents concerning the keyflag 

logo and Finnish products. The survey reports that 72% viewed “the closer you are to here your product is made, the better” in 

their purchase evaluation in relation of the product (Suomalaisen Työn Liitto, 2015; p.13). It reports that 73% of the 

respondents claimed that they encourage local businesses and their products and services whenever it is possible (Ibid 

2015;p.13). Moreover, it is shown that especially women and elderly respondents favour local goods. The annexe 6 

illustrates the top five leading product category where the Finnish origin (made in Finland) matter for the survey’s 

respondents. The categories go in ascending order; Food (88%), Kids food and products (64%), Clothing and 

footwear (61%), Garden supplies (60%) and decoration, home and textiles at 59% (Suomalaisen Työn Liitto, 

2015;p.20 ). Suomalaisen Työn Liitto and their logo has created a“ strategy by a conscious effort to make the ‘Made in 

Finland’ synonymous with superior design, quality and innovation (...)” (Ryan, 2008; p.13), profit of a positive image 

from customer and ads thus added value to products holding the key flag logo. 
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To grasp a better picture, Finnish companies such as Rocla do not fear globalization, foreign competition and 

outsourcing. Rather than trying to be a business-leader on a value-price basis, Rocla's strategy relies on a unique 

offering (USP) and high-value product ( Cervi, 2008). In fact, they believe that their competitiveness can be 

maintained by their high-value design and technology principles by producing in-house rather than outsourcing (Cervi, 

2008). They also believe that by keeping their production local it helps to monitor in-house important protection 

measures such an intellectual property and patent their designs. Additionally, another company named Metso, decided 

to keep its production by basing its unique selling point on the high degree of customization of its products, delivered 

also within 60 days. Delivery terms which are impossible to attain from its Chinese competitors (Ibid, 2008).  Thus, 

caused by customers and organizational pressure, Iittala relocated a part of its Thai production back into Finland. In 

addition, Fiskars decided to increase its investment at home (Vario, 2015) as they understood that the company’s 

success was influenced in great extend from modern Scandinavian design that have been created by artist-in-residence 

(Cervi 2008). The label showcasing the production origin such as China or Thailand already greatly damages the brand 

image. Varvio explains in her thesis (2015) that the craftsmen of the Iittala glass factory are dedicated to persevere the 

brand traditions heritage and expertise in Finland. In 2008, Fiskars rejuvenated the Iittala apprenticeship program- 

trainees training glassblowers to top designers. More than simply learning craftsmanship techniques, Iittala’s program 

includes IT and business classes. The Vice-president of operations at Fiskars home department, Välimaa, understood 

the crucial importance of Iittala craftsmen: “No one else in the world has these skills so we realise how important it is 

to keep them” he added “ I want to find a way to maintain production here” (Bosworth, 2014; p.88) 

5.3 Brief history of Danish modern design 

Similar to Finland, Danish Design and Scandinavian Design were exploited historically to both frame and promote Danish 

national distinctiveness. Historically, Denmark held a great market share of the Scandinavian design myth along with 

countless Danish designers icons -Wegner, Jacobsen, Kjærholm, Juhl just to name a few (Teilmann-Lock, 2012). 

However, report on the Danish design industry in 2005 (CBS) was claiming that furniture design- the classic Danish 

design industry was experiencing a decline, as well; the interior design sector was stagnating, while the industrial design 

lacking capital. Moreover, in 2013, a report on the Danish creative industry supervised by the Danish ministry of 
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business and growth divulged that furniture and interior design sector was declining (annexe 8) although theses 

sectors were holding relatively high revenues and high employment rates. Statistic were revealing that design 

(furniture, rugs and carpets, ceramics and porcelain, lamps and lighting, etc.) along with the fashion sector, were 

holding the highest exports share within the creative industries (Ministry of Business and Growth 2013). In 

comparison with the international market, Denmark was holding high export specialisation rates regarding the design 

and fashion sectors, indicating that Danish design businesses have held a relatively commercial strength in the sector 

(Ministry of Business and Growth 2013). Moreover, productivity in the manufacturing and wholesale trade sector 

(category including design) has been assessed generally higher than the rest of industry as a whole (Ibid 2013). Stated 

also in the report, future potential growth within the design industry was depending on Danish business exports and 

competitiveness on the global market. However, the sector has experienced a significant decline of their revenue 

during the last years, leading the ministry to conclude: “This could mean that the Danish furniture sector does not 

exploit its current international position of strength to increase revenue and growth”(Ibid 2013). 

 

Within the CBS design industry report, one of the declining factor can be attributed to a “growing conservatism of 

furniture designers but also weak competencies in networking” (CBS 2005; p.23). Meaning that companies within the 

sector were still producing majority of classics, created before the 1980’s, resulting in very few promotions of the new 

and upcoming designers.  Consequently the Danish design industry faced years of declining performance and is at a 

crossroads (CBS 2005). Kristoffersson (2010) concerned by the direction Danish crafts and designs are taking 

nowadays, revealed, “ the former well-renowned manufacturers such as Royal Copenhagen, Georg Jensen, Fritz 

Hansen and Jacob Jensen are now reproducing former patterns and forms.” (p.312).  It is noteworthy that foreign 

investors own most of the aforementioned companies. Most crafts undertaken by the younger generations tend to be 

more and more artistic, design not often user-driven, as the craftsman creates mainly in an artistic; manner without 

taking the customers' taste into consideration (Kristoffersson 2010). Dickson also points out that : “It is debatable 

whether there is something that definitely can be called Danish design.” (2008; p. 24).  He also added in a Politiken 

article that;  “when it (design) comes to furniture and things for the home, I do not think we are leading anymore (...) 

If we are to regain the status (design nation), we must re-think design completely different.” In his opinion, Danish 
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design of the past years did not grow enough on the national level,  saying that  “Denmark could call itself a design 

nation is behind” (Brevkasse 2012). Moreover, the government report clearly demonstrating the urge from the 

government and the industry for a restructuring of the sector “there is a need for change and for developing new 

business model.”(2013, p.2) and also taking initiatives such a “strengthening development and innovation in the 

Danish furniture industry with a new think tank.” (Ibid 2013; p.5). As a conclusion of the Danish design industry 

annual mapping of 2005, the experts have stated that: “If not strategic, long-term efforts at industrial restructuring 

and public purchasing and skill provision are undertaken, this advantage (of high export rates of selected design 

products) may decline over time in an economy with only modest local demand for design products and little tradition 

for using design inputs in manufacturing for other than a few selected products.” (CBS 2005; p. 7) 

 

Outsourcing such knowledge and skills in the design field could be a negative outcome for national economy and a 

loss of skills, expertise and heritage also in terms labour. For example, the company Fritz Hansen moved its all its 

production to Poland resulting in a loss of 60 employees most of them in fact, were highly skilled workers. For Royal 

Copenhagen, Thai employees are now accounting for about 250 employees that first are trained in Denmark in order 

to create the porcelain. The most expensive and historical part of the collection Flora Danica is accounting for a very 

small percentage (less than 10%) of the total production, remain being produced in Denmark (Steffensen & Sørensen 

2013). Danish craftsmen expertise had great influence on design and yet, this knowledge of material and skills is 

vanishing most likely due to hiring labour overseas (Nelson 2004). All this knowledge and skill expertise were 

exported abroad resulting in material and design innovation therefore likely happen abroad and consequently threaten 

Denmark with a possible loss of design over another country's profit. Teilmann-Lock claims that there is a neglected 

problem regarding the limited scope of protection of the businesses copyrights and designs outside of Denmark. She 

argues that businesses that are outsourcing often lack of protectionism on design and copyright infringement when 

producing outside the national country  (2010). Dickson points out that relocations might have major consequences 

on the long-term, "it looks fine on paper, moving the production out but there is smoking something. Knowledge 

disappears. Finally, there is nothing left but the name. "( Brevkasse 2012) Søren Holst Pedersen, CEO of PP Møbler a 
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design company producing locally also believes that relocation can affect Denmark’s image as a design country (Ibid 

2012) 

 

The Danish design image still entails a high commercial potential that should not be neglected. As Teilmann-Lock 

(2012) is pointing out; “Danish Design continues to be a strong ‘brand’ in the promotion of Denmark’s identity”. Sadly 

the term Danish Design used 50 years ago which implicitly signified Made in Denmark does not mean the same today 

since Danish contemporary design is hardly ever produced in Denmark (Teilmann-Lock 2010). Teilmann-Lock (2010) 

also stresses in many of her researches that this switch of production delocalization from design firms may impact the 

Danish national self-representation image, highly presented now in term of national myth making. Yet I acknowledge 

that Danish Design other than design field analysed (such service design, UX design, graphic design, IT design) found 

itself on a high competitive-edge. In my perspective, the craftsmanship aspect is still vital part in what consist Danish 

design. Thus, it is important to implement new or reinforced strategies in order to preserve some craftsmanship 

expertise and traditional skills in Denmark. This has even become more evident with the increase in consumer 

demands in local production. 

By doing this analysis has materialized many of my questions and therefore has established grounds for my data 

collection. Departing from this analysis; my data collection will explore the current situation in the handicrafts 

businesses in Denmark and on what strategic implications can result from the data and previous collected. In 

following section, I will elaborate my literature review of some past research and theories that my thesis is structure 

from. 

 

6. Literature review  

My literature review serves as an outlook of past research and theories from which I based my research. For the purpose of my research 

analysis, I made a conscious choice of three dominant themes that were recurring over my thesis.. These themes or concepts consist of 

proximity, experience economy and country-of-origin.  
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6.1 Proximity  

6.1.1. Lean Consumption 

An interesting concept to cover within this research; relies on the business strategies generated by Womack and Jones, 

(2005) called Lean Consumption. Principles are based on the known strategy of Lean Production. Lean consumption 

consists in providing the “fullest value” for consumers about desired goods and services at the greatest efficiency and 

the least pain (Womack & Jones 2005). In order to adopt a lean consumption strategy, managers need to focus on 

their own business processes such as linking business activities, especially across firms, meeting customer needs 

without squandering the company (or customers’) time, effort and resources. Indeed adopting such a strategy leads in 

the reinforcement, integration and consolidation of a company's entire business processes of provision and 

consumption (Ibid 2005). The most crucial aspect to keep in mind while applying this given strategy is that; 

consumers have more are more dilemma of an increasing amount of choices to make and a decrease of time and 

energy devoted to it. Womack and Jones set up six concepts underlying the Lean Consumption strategy: 

 

“ 1.  Solving the customer’s problem completely by insuring that all the goods and services work and work together. 

  2.  Don’t waste the customer’s time. 

 3.  Provide exactly what the customer wants. 

 4.  Provide what's wanted exactly where it’s wanted 

 5.  Provide what’s wanted where it’s wanted exactly when it’s wanted. 

 6.  Continually aggregate solutions to reduce the customer’s time and hassle. (Womack & Jones 2005, p. 61)” 

 

The most interesting concept of the lean consumption strategy to review in-depth concerns the “3. Provide what the 

customer wants”. Small design businesses are acting in a field where matter of trend and taste is crucial for a business. In 

my opinion, companies therefore need to provide a pull market approach rather than the traditional; push approach used 

currently by many marketers and ‘recently questioned’ as outdated by scholars. Therefore by outsourcing in remote 

production, responding instantly to changing customers’ demands becomes a real challenge. Producing overseas as in 

Southeast Asia puts manufacturers in a 150-day order forecast window, chances are only 80 percent (industry average) 

that goods which the customers really want will be in stock and there is also a good possibility that if not, that good 

will never be in stock again because of the long order window (Womack & Jones 2005). The problem with order send 
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overseas concerns the order’s flow, once it got turned on, the order cannot be stopped and the replenishment is 

lengthy. As a result, for example, the shoe industry fails to get one customer out of five what he exactly desires, while 

it remains roughly around forty percent of total production to secondary channels at much lower revenues (Womack 

& Jones 2005). Ordering a large number of items based on very advanced centralized forecast, often result in mistaken 

predictions. Instead lean manager implements a rapid restock system that quickly replenishes exactly what the 

customer had just took off the shelf and brought (Ibid, 2005). In doing so, it eliminates not only the warehousing 

problem, but the whole supply issue of running all the way back from raw materials constantly, slowly. 

Since my research concerns design firms positioned within high-end market segment-where the consumers are not 

too price-sensitive, the individual refers and compares their purchase or the amount spend on the intangible value 

perceived of the company offering (Bevolo & Gofman 2011). Consequently, the customization of the business 

offering could be a potential competitive advantage for handicrafts businesses. To illustrate the situation let’s take a 

example on Nike, who relocated one of its manufactures back to California, where salaries are 20 times higher than 

the labour cost of its main Chinese manufacturer, in order to provide a small amount of customized goods available in 

average within a day. In fact, Nike cost analysis shows that involving local workers consist in a small fragment of the 

total production cost despite their labour intensity (Womack & Jones 2005). Womack and Jones (2005) points out that 

“most manufacturers and their retail partners seem to have no method for calculating total cost of the entire provision 

steam for their products.” (P. 66). When adopting a low-cost based production strategy, some managers might not 

consider the cost of the inevitable overstocks, the actual logistic as the lost sales due to stock-out and remaining cost 

of production forecast when considering the whole total cost of outsourcing abroad. Production facilities situated 

abroad can also be challenging for the firms that wish to respond instantly to changing customers' demand (Womack 

& Jones 2005). Strategies adopted are cost efficient by reducing their supply base for each item and asking fewer 

suppliers with greater knowledge of their needs to solve bigger problems on a continual basis. 

6.1.2. Craftsmen & designers dialogue 

The western world is experimenting a division of crafts in one hand and industrial design in the other, due 

mainly to, as explained, by the academic structure of design schools (Munch & Lentz 2003) as been criticized by some 
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scholars over the last decades (Power Jansson, Lorenzen (2006)), (Gelfer-Jørgensens 1996) (Munch & Lentz 2003), 

(Kristensen 2016). During the past recent decades, crafts activities have been seen as hard to easily adapt to 

standardization and could be viewed as an adversity to modernity. Meanwhile, this design system ‘transformation’ is 

also an attempt in the reinterpretation of both the role of the designer and the craftsman. Today,  “craftsmanship has 

become a model for post-industrial production thanks to its unique character and personalized production that rejects 

today's “everything is the same” mentality.” (Vacca & Bertola, 2010, p. 11). Followed by the same authors thoughts, 

crafts is therefore contributing to cultural identity resulted from their strong ties to a unique memory, traditions and  

therefore potentially becoming elements of innovation in their recent revival. Yet the authors claimed that it is critical 

for firms to restructure their design and production processes in order to preserve an authentic identity as a positive 

inheritance of crafts culture (Ibid 2010). Lupo (2010) suggested that the interaction between the designer and 

craftsman in a collaborative dynamic brings a useful value, which she viewed as an open-ended knowledge system 

synergy.  Following the author's thoughts, “craftsmanship is an “open-ended knowledge system” explained as a living 

entity activated by a knowledge negotiation process between the craftsman and designer evolving and transforming by 

time and therefore “open” to different interpretations, uses, applications. Resulting from social relations, this ‘open-

ended knowledge system’ it is not fixed and immutable and its sense accrue the more it is recognized and incorporated 

within the collective conscience of a community -in other words“practiced” in its “use value” (Lupo 2010). The aim 

of this negotiation or as Lupo defined as an active-action dialogue, is to find the right balance “between uniqueness 

and repeatability of its skills, practices and techniques, in forms and numbers of relation which the heritage can face, 

avoiding any compromising distortion of its nature and the loss of its inner and symbolic value.” (Lupo, 2010; p.3).  

 

 Therefore, this dialogue concerns a continuity of its traditional features while also proving a dialogue by its 

contemporary context and innovative attributes. During the last years, by combination of design and traditional 

methods, in terms of inspiration and innovation formed interesting results in product output or work processes in 

organizations (Lupo 2010). Vacca and Bertola (2010) stressed that the handicrafts businesses “they might be of little 

importance to those concerned with a strictly economic analysis, for those concerned with projects and innovation 

they are of the most vital element of our system (of very small enterprises, or micro- businesses) ” (p.10). The authors explains 
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this reasoning such as the manner they combined existing methods with technologies, using their networks to bring 

new skills over a projects. It is also important to note that these types of businesses are at a greater extent liberated 

from production and creativity restrictions often imposed by larger-scale production (Ibid 2010).  

Creative processes deriving from such activity can lead to “innovation evolution, transformation and adaptation 

within complex contemporary production and entrepreneurial systems in order to be practiced and passed down 

during time.” (Lupo 2010; p.1). Vacca & Bertola (2010) also suggest these possible interventions of process 

innovation through crafts culture adaptive, integrative and generative actions that are defined as: 

·    “ Adaptive actions refer to the adaptation of external know-how by transforming existing process into different applications. 

·    Integrative actions refer to the integration of pre-existing know-how belonging to different production sectors. 

·    Generative actions tend to develop new know-how and competences.                           (Vacca & Bertola, 2010 p; 11)” 

 

Collaboration between design and crafts holds a long history however, lately it has been considered a more reliable 

cross-fertilisation perspective resulting in providing great examples of creative process profitability transferable from 

craft to design and vice versa (Ibid 2010). With their ability to interact and combined production methods, the 

designer and the craftsman dialogue could result, if performed efficiently, in an on-going evolution, transformation 

and adaption of contemporary design production (Lupo 2010). Root into the design processes, craft as play also an 

essential role in providing prototypes for industrial design (Floré & Gimeno-Martinez 2010). By opening new 

perspectives on the crafts movement as a potential modern tool, it seems that future- oriented solutions demand ease 

crafts integration in everyday life and add personalization features to it, resulting as an encouragement for the 

designers in the adoption of traditional techniques equally as their latest production methods (Otten & Krohn 2010). 

Moreover, these unrevealing innovations and experiences, seem to also be a strategic key to identity for design 

companies, as a source of inspiration for new design, communication, collaboration and economic projects (Lupo 

2010). With the increasing interests in slow design movement, it also means that this given collaboration is beneficial 

for the design industry since this relationship becomes an appealing way to deal with innovation more than simply a 

safeguard of traditions but also a sustainable solution to consumption (Alaca 2013).  
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In order to grasp the full potential of the synergy between the craftsman and the design, proximity is important. Tapio 

Yli-Viikari, researcher at Aalto University, believes that producing locally add value more in product than simply on a 

marketing point of view. Within his perspective, the proximity of the synergy is also a key to innovation, critical for 

the firm’s technical success, by a fast, clear and close dialogue between designers, craftsman and sometimes engineers, 

no longer possible, or reduced if undertaken on the other side of the globe (Bosworth 2014). This perspective is 

noteworthy for a firm that mainly focuses in reducing production cost, while instead could consider that proximity in 

the craftsman and designer dialogue could lead to long term, in a specialized, optimized interactions. 

 

4.3 Creative network 

 

Another aspect to take into consideration while talking about proximity and local production is the added value, share 

knowledge and innovation creation through networks channels amongst the local firms. By acting in a network, with a 

stable group of partners, firms are therefore reducing their transaction costs down to a level where the benefits exceed 

the cost in the attempt to achieve knowledge creation or efficiency (Maskell & Lorenzen 2004). By the means of the 

group's continuous interaction and information sharing, the previous misunderstandings and suspicions are slowly 

eliminated and leave place for trust and therefore a shared knowledge creation as also a shared way to understand 

information, or ‘code-books’ (Ibid 2004). 

Innovation is often considered as an outcome-based phenomenon, managerial process, marketing methods, 

producing new products, or even organisational structures (Hjalager 2010). However, while reasoning under the 

nature of innovation, the authors Liburd et al., (2013) pointed out something noteworthy following Schumpeter 

thoughts (1934), “ Unless implemented as commercial elements for consumption purposes, innovations will remain 

economically insignificant.”(p.18) Innovation can also be a social phenomenon, coming from interacting, learning and 

searching between individual and firms. The authors stress that this link might not always be obvious, but the 

collaboration between similar, like-minded people or organizations is essential to transform an idea or an opportunity 

into a reality (Liburd et al 2013). Indeed this social collaboration interactions leads to create, use, share and transfer 

knowledge which vital for innovation and also for competitiveness (Ibid 2013). They also define innovation as: “a 
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development process that activates a number of sub-process and is disseminated among networks of organisations 

and individuals, who take up new products or practices or adjust their procedures according to the new situation” 

(Liburd et al 2013; p.18). Innovation occurring within handicrafts firms tends to result most likely as incremental 

innovation. Compared to disruptive “breakthrough innovation, it is characterised by: “ improvement and following 

cultural routines and norms. It can be rapidly implemented, producing immediate gains and developing customer 

loyalty.” (Schaper & Volery 2007; Liburd et al 2013; p.23) These recurrent interactions between neighbouring creative 

firms can also increase significantly the incremental learning for the overall competitiveness of the involved parties 

(Lundvall 1985).    

6.2. Experience  

 
6.2.1. Experience economy  
 
It is surprising how many businesses are realizing the benefit of staging experiences and therefore designing, 

integrating and promoting experiences around their own products based on the experience economy principle from Pine 

and Gilmore (1998). According to the authors, experience economy is the fourth step in our progressing current 

economy; also exhibit as annexe (4), the figure showcases the different stages of progression within the modern 

economy as perceived by the authors. Rather than sell simply a product commodity, experience economy consists in 

selling an experience that surrounds a whole product. The authors explain that nowadays, almost everything is 

threatened of imitation while experience deeply rooted within an organization culture. Experience is subsequently 

hard to replicate since no one can have the same experience related to the stage experience, as the author compared to a 

theatre scene. In my opinion, experience unveils a great asset for a firm’s competitive advantage. Experience derives 

from the interaction between the stage experience and the individual state of mind. Indeed it is important to 

understand that experiences are inherently personal, existing only in the customer’s mind who has been engaged on an 

emotional, physical intellectual or even spiritual level and the main economic offering goods or services are rather 

external to the buyer. (Pine & Gilmore 1998). Keeping this in mind, experiences are a “distinct economic offering”, 

having customers paying for the experience surrounding the product rather than the product itself, often valued at a 

higher price than a regular product (Ibid, 1998). Once again a company can build a great competitive advantage if we 
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compare it to a commodities market where many substitutes are available – and where price highly matters. The 

authors predict that “some companies will eventually be like trade shows, charging customers to sell to them.” in 

comparing them to a shopping mall - a place for finding, learning about and purchasing offering. (Pine & Gilmore, 

1998)  It is important to understand my connection and value arising of economy of experience within the design 

field, which mentioned earlier, brings object meaning, symbolic to customer. 

 

In their newest version of their respected theory, the authors added a “transformation” stage that is becoming the 

next ultimate economic offering for any firm. A transformation in the authors’ meaning is “a tailor-made experience 

with an educational element and a changed individual as a result” (Pine and Gilmore, 2011). The organization is 

coaching the clients to change, resulting from what the company does and hence, transformations are the last and 

final economic offering. 

6.2.2. Cultural goods 

	
Handicrafts and small design businesses are producing goods that are considered as cultural, experiential goods. 

Lampel et al (2000) mentioned that cultural goods derive their value from subjective experiences relying mainly on the 

use of the symbols in order to manipulate perception and thus, bringing emotional response from consumers (Choi & 

Burnes 2013).  These cultural goods usage or value is highly dependent on their meaning to the customer. Handicrafts 

objects as well cultural goods regards a high focus on creative setting to produce, inspire and sell meaning, as acts of 

social creation (Lampel et al., 2002). Indeed, meaning is relative from every customer's own interpretation and their 

own value is thus, socially constructed.  We can observe through the same cultural good, multiple hierarchies of worth 

and system of evaluation. Design icons and design in general hold layers of strong durable and emotional bonds 

(Alaca 2013). By creating meaning, Cultural goods are also the new avatar of aspiration, personal authenticity and 

external sustainability (Bevolo & Gofman 2011). Then, by following the authors’ reflection on cultural goods, the top 

level of consumption is the customer’s self-actualization, which luxury and high-end could possibly reach because it 

can buy everything else (Ibid, 2011). 
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Moreover, Bevolo and Gofman, in their book; Premium by design (2011) performed customers research regarding the 

luxury and high end market and found five crucial dimensions of luxury; authenticity, intangible value, price and 

residual value, tradition and origin, and foundation tale. The first factor, authenticity, can be shortly explained that 

firms need to retain the most of their value in design and quality as well as preventing as best as possible future 

counterfeiting, making the prevention part of the core process (Bevolo & Gofman 2011). Secondly, as seen earlier, 

intangible value or meaningfulness in luxury and high-end market segment is vital since it can be depicted as a highly 

symbolic good that is widely desired. Yet this symbolic good is not generally attained, creating scarcity by being 

provided as a high price, associated to privileges owned by few - often deriving from a refined work by skilled labour, 

using exquisite or quality materials revealing a high degree of aesthetics, and artistic skills (Ibid 2011). What the 

authors define as residual value and exclusivity is that luxury goods do not lose value over time, but instead gain value. 

Every true luxury good could become a collectible artefact. Here this concept emphasises the potential value derived 

from businesses promoting long-lasting design as business new/reinforced opportunity. One other aspect of high 

importance within luxury is the traditions and origins underlined from the brands and their offering. Tradition and 

heritage of a brand signify for the customer the long history of prestige, respectable provenance and quality behind 

the brand. Lastly, luxury brands use the foundation tale to add a little extra of exclusive, special and meaningful for the 

customer. It provides a narrative flow and brand identity featuring the hallmarks of classic advertising and arranges 

public relations (Bevolo & Gofman, 2011). 

4.2.2. Value of crafts & tradition 

As mentioned previously, as a response to globalization, consumers’ appreciation increases for handmade objects that 

are showcasing the accrued knowledge and cultural value of the craftspeople (UNESCO, 2003). Therefore, there is an 

increasing demand for innovation and customization from businesses, leading managers in adopting novelty-based 

strategies while also realizing that aesthetic or meaningful crafts qualities have compelling commercial value (Austin & 

Devin 2010). For design it simply signifies a revival of traditional forms and materials. Modern design seems global, 

however the structure of the design process reflects a differentiation of cultures and thus, living in globalization makes 

citizens more conscious of the true use of local identities that can provide them strength (Otten & Krohn, 2010). 
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Crafts are important for national identity,  “applied art has been rooted in tradition, it has been healthy and vital since 

the national or local character of the object is essential when it comes to its practical functions - associated with a 

specific need of a particular society”(Karlsen 1997). As mentioned previously, traditions are suggesting experiences as 

a matter of form, utility, material and also distinctiveness (Ibid 1997). Moreover, crafts and design are creating a 

meaning by an actual increased interest in goods’ materials and in their processes (Otten, Krohn, 2010).  Traditional 

crafts are regularly cited as examples of top manufacturing quality (Vacca & Bertola, 2010) and taste as they have been 

developed aesthetically, harmoniously in a particular context which was evolving in response to its society's changing 

needs and directly connected with their self values (UNESCO, 2005). In my opinion, it offers a wonderful 

opportunity for handicrafts firms to create experience by its design, storytelling and knowledge of the material, its 

special character and often personalized production.  

4.3 Country-of-origin 

4.3.1. National branding 

Every location has an image, favourable or unfavourable, positive or negative. These perceptions are crucial and 

equally important to private and public organizations that are trying to stimulate both incoming investment and 

tourism and encourage cooperative alliances between businesses (Jaffe & Nebenzahl 2006). It is important to cover 

the concept of national branding or nation identity into a concept since it is highly correlated with Denmark and its 

design field often associated as a design nation. In difference to a traditional branding practices, “studies have shown 

that country image is influenced by exogenous factors such as a country’s economic development, national identity, 

and its people, in short it’s cultural environment” (Jaffe & Nebenzahl 2006; p.111).  Characteristics such as political 

and educational systems, growth of its economy, technologies, and artistic trends are reviewed by the consumers to 

establish their perception of a country’s image (Ibid 2006). Naturally, consumers use nations’ images or their 

assumptions towards a country by its association with various goods and experiences to make sense of the world 

around  (Papadopoulos & Heslop 2002). However decision makers must be careful since perception of these images 

or symbols are processed individually and may result in stereotyping the entire range of commodities and services 

produced by a country from a limited number of customer’s observations, called generalization (Ibid 2002). 
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 Countries-of-origin stereotypes tend to be more products specific and are considered more emblematic from a 

country than others, such as Italy and pizza, Denmark and bacon, France and haute couture (Niss 1996). Product 

image and country overall image tend to be highly correlated. National branding affects mainly the customers' 

perception of the country products and therefore if perceived positively, it can become a significant competitive 

advantage facing globalized competition (Jaffe & Nebenzahl 2006). As globalization increases, new methods are 

required in order to attract investment, tourism and exportations. “When a country is holding an attractive national 

image, so does investment and exports leading consequently to an increase in which creates new jobs and economic 

growth, which will often result in an overall improved economy for the country” (Jaffe & Nebenzahl 2006). 

 

 Even if decision makers have rarely taken these effects into account - taken it as a static phenomenon, nation identity 

should be of regarded of critical importance from the government and industries (Papadopoulos et al 

1987).  Companies often ignore the whole country image effect, treating the world as a single market and source of 

products. There is a tendency to make sourcing decisions based on comparative advantages and cost differentials only, 

to the exclusion of image considerations. This may cause serious damage to the country’s image; a damage that may 

far exceed the economic benefits of low production costs (Jaffe & Nebenzahl 2006). 

4.3.2. Country-of-origin effects on product evaluations 

	
What truly motivates the customers’ behaviour are the “real” attributes of the products rather than the mental images 

kept in mind (Jaffe & Nebenzahl 2006). “People's attitudes and actions towards an object are highly conditioned by 

that object’s image” (Kotler 1997 in Jaffe & Nebenzahl 2006 p.15). Consumer evaluations of products according to their 

country of origin have been assessed by a large number of academics since the late 1960s, where most of them 

indicate that national origin is a crucial attribute in consumer and industrial product evaluations. Management of 

product national image is thus an important aspect in the strategic marketing of international firms.  First studies 

performed under the country of origin effect and consumers’ evaluations were regarding the “made in” label. 

However it is not the only criterion that might impact customer products’ evaluation and thus, this aspect is always 

relative. 
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Generally, the product country-of-origin is combined with other product attributes in the customer's mind during the 

product evaluation and buying process (Niss 1996). Products attributes used by the individual could be features such 

as functionality, price, packaging, guarantees, after-sales services, etc. (Niss 1996). Additionally, customers are also 

taken into account during their product evaluation the extrinsic and intrinsic elements of their whole purchasing 

context such as the product category, beliefs concerning the manufacturing country, knowledge about the brand or 

company, etc. 

 

Departing from Jaffe and Nebenzahl (2006) researches, if the product originates from a country that enjoys a positive 

image regarding a determined product category, the producer may obtain differential advantages by stressing his 

country of origin in the promotion of its good abroad. Thus, the cognitive function of the country-of-origin labelling 

during the customer’s product evaluation is to simplify his decision-making process; the cue might be used as a 

summary criterion providing a ‘prefabricated’ product evaluation (Niss 1996). Indeed, the cue help facilitating product 

selection, especially in a situation where the customer time is limited or when attribute, emotion or knowledge are 

solicited form the country-of-origin (Johansson 1989). However, the choice attribute affects customer behaviour 

directly, which is more often when customers are unfamiliar with the product category, while the summary effect is used 

by customers once they gain more familiarity with a product category. Although, a producer trying to disguise a low-

quality product behind a favourable origin label will likely fail to be successful in the long-run and may affect the 

country national image and its credibility (Jaffe & Nebenzahl 2006). The preferences in national product have been to 

try to explain by ‘consumer patriotism’ (Niss 1996). These consumers believe that the quality and service is better 

compared to a foreign product, it is not solely relying on the patriotic feelings  (Ibid 1996). As mentioned previously, 

it is also relative to the country's positive attributes and if a foreign country has the same attribute even better. No 

country excels in all attributes, or vice versa (Jaffe & Nebenzahl 2006). 

Origin labelling indicates the customer the provenance of the product and “for the expressed purpose of enabling 

consumers to make wiser purchasing decisions” (Jaffe & Nebenzahl 2006 p.178). The label resumes roughly the legal 
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terms enclosing the manufacturing origin of the product. Lastly it is noteworthy that regulations and labelling 

requirements established concerning the “made-in” label employment differs from country to country. 

	
5. Data collection  

After establishing the question to my research, the issues regarding problem’s background as well as the past 

contributions are relevant to my research, in the following section,  I will present my research methodological 

approach relevant to my research. I will be using the following methods in my approach; observations, interviews and 

netnography. The methods data collection strategy will be following as well as its findings. 

 5.1 Methodological approach 

The Cambridge dictionary defines research method as “a particular way of studying something in order to discover 

new information about it or understand it better” (dictionary.cambridge.org). This research method I benefit my 

research, to better understand the handicrafts business and small design firms’ local production phenomena. Indeed, 

collecting research data is extensive in order to gather dialogues and theories that were both pertinent to a subject this 

complex and yet of interest to based my research. Design is a popular field of interest worldwide and as mentioned 

previously, design literature is mainly covered historically, especially on past designers’ contribution within the field. 

(Buchanan 1995) Buchanan (1995), adds: “design critics as well as historian, designers and theorists, offer a great 

variety of incompatible, if not contradictory, principles and slogans to explain what design should and should not seek 

to accomplish through their work”(p.24) Once I started in design investigation and literature examination,  “one can 

see that any future-oriented engagement of this design capital remains an uncharted territory” (Alaca 2010; 

p.1).  Moreover, it is surprising that despite the large body of literature on design history, its heritage is not fully 

explored in a way that exceeds current elitist or nostalgic commercial approaches (Ibid 2010). The scholar Kjetil Fallan 

(2012) claim that : “The English language literature on Scandinavian design is sparse. What little there is largely falls 

into categories: general survey histories and singular accounts of individual designs, companies and the like. Much of it 

is also rather celebratory - explicitly or implicitly - in nature” (Fallan 2012, p.2). 
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Given that the subject of thesis research is of a high degree of complexity, I decided that it is important to first grasp 

an understanding of the nature of crafts in Danish design to further identify and discover concepts that could 

constitute possible solutions on local production and possible grounds for further researches. Thus, my research is 

executed with an exploratory purpose because it will aim to advance the understanding for future investigations, on 

what is the present issue of outsourcing, weighing down on the handicrafts' local production. Then, after I established 

my objectives of this research data collection, with the time frame, resources available and my researcher skills, I 

opted for a qualitative approach of the data collection following Eisner thoughts, since a good qualitative study can 

help us “understand a situation that would otherwise be enigmatic or confusing.” (1991, p.58 : Golafshani 2003 p.601) 

 

My reasoning is based on a inductive approach, meaning, it consists of an open-ended research and where the 

conclusion is based on what the data leads to.  I started a pervasive review of literature bodies, collected under 

thematic concepts, aiming to gain a better understanding of the phenomena of local crafts production in order to help 

gather and analyse the data. The literature review in the previous section presented the data regrouped under chosen 

predominant themes recurring in the literature research. Thus, the goal of my thematic review is to help in examining 

various perspectives related to the phenomenon in question - whether this is converging research approaches, 

methods or findings (Muratovski, 2016). Secondly, as data collection strategy, I subsequently opted for a qualitative 

data collection methods aiming to explore these themes in a empirical manner. Methods such as observations, 

interviews and netnography will be presented in the next section. 

 

5.1.2. Social constructivism 

 

According to Gergen & Gergen (2013), social constructivism is built around the fundamental idea that reality or 

knowledge, is a social construct and that nothing can be seen as reality until there is generated consensus on this. I will 

explain my epistemological stance I adopted for my thesis in order to interpret my data. I have chosen my data 

through a social constructivism approach inspired by Kenneth & Mary Gergen (2013) and Finn Collin (2010). 

According to Collin, explained reality as being produced and maintained by different societal praxis and emphasizes 
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the term contingent; meaning that nothing is universal and phenomenon are historically and socially conditioned 

(Collin, 2010). This study assumes that reality is continuously constructed through social processes and therefore there 

is no absolute truth. In a social constructivist perspective, the researcher “challenges the idea that, fundamentally, 

everything has one specific and correct classification”(Jugtesen & Nik-Meyer 2012, p.30). In other words, I interpret 

my data with a social constructivist stance by conceptualizing the various literatures gathered which explain the 

differing realities or perspectives facing the given problem case.  The truth, is therefore constructed in the interactions 

between people, meaning that an individual's subjective perception of reality arises in relation to others (Gergen & 

Gergen, 2013). For analysing the data gathered, I used concepts which serve as a representation and exploration of 

how reality was socially constructed in a given context and thus, data will be grouped in under main themes for its 

analysis. To answer my research question, I will interpret the data collected as a representation of how reality was 

socially constructed. This means that my process of classifying reality will be a product of the consensus and meaning 

that was constructed. 

 

5.1.3. Reliability and Validity 

Reliability defines the overall consistency of a measure. It is often treated in relation to the question of whether a 

result can be reproduced in a other situation and with other researchers ( Kvale & Brinkmann 2009). Since I 

approached my research on qualitative stance rather than a quantitative approach, the data I collected cannot be 

exactly recreated with the same methods. Thus, qualitative data results can be hardly replicable and repeatable. It 

means that within the current situation, the opinions of respondents in my interviews, observations gathered and 

opinion found or Internet are not static; consequently results cannot be repeated exactly in the same framework with a 

different researcher. However, the new results can lead to other conclusion. Consequently, the study is a snapshot.   

By adopting a social constructivism approach, the reality is not static and it is ever changing, whether the researcher 

wished it or not (Hipps, 1993: Golafshani 2003). Therefore, data can lead to the possibility of diverse construction of 

reality. In this context, I opted to apply construct validity to my methods as Cronbach and Meehl observe, “Construct 

validity must be investigated whenever no criterion or universe of content is accepted as entirely adequate to define 
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the quality to be measured” (1955, p.282: Carmines& Zeller 1979).  Therefore, “to acquire valid and reliable multiple 

and diverse realities, multiple methods of searching or gathering data are in order. (…) engaging multiple methods, 

such as, observation, interviews and recordings will lead to more valid, reliable and diverse construction of realities” 

(Golafshani 2003 p.604). Consequently, I have chosen to adopt multiple qualitative data collection methods in order 

to construct a valid reality of my research results. Methods aforementioned such as interviews, observations and 

netnography were selected for the purpose of this research and will be covered in the following section. 

5.2 Data collection method 

5.2.1 Secondary Data 

The research is explorative and used a cross-disciplinary outlook based on literature coming from different fields of 

social science including, marketing, branding, design, anthropology, history, and business. Secondary data was 

collected in order to gain familiarity with the phenomenon and to detect patterns that could pinpoint the problem, 

helped the primary data collection strategy and set off the formulation possible answers. The main data sources that 

this study consists of secondary data sources. Concepts and existing theories gathered were used as departing point, to 

comprehend better results and served as ground for the discussion and the analysis. A vast amount of previous studies 

were necessary to clearly understand the current situation of the market and how to tackle it.  In order to identify the 

secondary data needed for this purpose, the research process relied on a snowballing technique.  The research somewhat 

wide when starting with an in depth analysis of the different aspect of design, including design history, the arts and 

crafts movement, Scandinavian Design, and Finnish and Danish culture and their input into design (concept 

presented later on in this paper).  

 

The databases and archives of Copenhagen Business School, Danish Museum of Art & Design, The Royal Danish 

Academy of Fine Arts, and Aalto University database were used. This comprised of using full-text media, including 

professional journals, trade journals, conference summaries, magazines, academic papers, press interviews in relation 

to my thesis were critical such as Politiken, Berlingske Business, Financial Times. Moreover, various design and crafts 
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companies websites from both Denmark and Finland were used to gain insight into their values, vision, mission, etc. 

as well as press releases. 

 

5.2.2. Primary data 

Primary data consist of the insights I gathered through my observations, interviews and netnography. Moreover, in 

adopting a qualitative as well as explorative research position, primary data gathered was supported with methods such 

as observation, informal interviews and ‘netnography’. Accordingly, the data collection was inspired from the 

ethnography methodology which I found as an interesting perspective to adopt, since I was intrigued in gaining an 

understanding of the craftsman role, viewed from an outsider perspective and subsequently, being integrated in a in a 

culture as a whole. Having the aim in understanding the complexities of the craftsman’s role, and the settings they act 

in, as well as the opportunities and limitations of their works, my research was therefore influenced from an 

ethnographic approach based on Blomberg and Giacomi’s framework (1993).  

Ethnography is a way of developing a descriptive understanding of human activities (Ibid 1993). Blomberg and 

Giacomi stressed that the ethnographic approach, emphasized a “natives” point-of-view holism that and natural 

settings provide a unique perspective on understanding a user's work activities. Data collection relies on the author’s 

(1993) main four principles of ethnographic research, that focus on natural settings, holism, descriptive, and the 

member's own point-of-view. In brief, it means that a study must be performed in an everyday setting and understood 

in the same setting in which it occurs (holism). Moreover, the activities performed, should describe how people actually 

behave and not how they ought to behave by keeping them away from personal judgments. Additionally, 

ethnographers should try to comprehend the observed behaviour from the point of view of the participants in order 

to determine how they make sense of the world around them (Blomberg & Giacomi 1993). From my perspective, it 

was very important to grasp insights on how the participants we affected, viewed or felt the phenomenon of local 

handicrafts businesses. 
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5.2.2.1. Observations 

 

As fieldwork typically involves some combination of observation, informal interviewing and participation (Blomberg 

& Giacomi 1993), I performed some of my observations in a ceramics workshop located in Valby, Denmark for 

several sessions (annexe 9).  I spoke with several specialized potters regarding their work and their methods, and 

participated in the making of pottery throughout the creation process. I made several visits to the workshop, in order 

to amass extensive contact with the potters as well as increase the chances of developing a descriptive understanding 

of the observed behaviour (Blomberg & Giacomi, 1993). These observations, also helped on the comprehension of 

implicit knowledge most likely concerning the artisan practices that are often taken for granted by authors such as 

process, technical principles and so on. Acting as a participant observer during the craftsman’s pottery work, provided 

me with first-hand insights into the skills and expertise needed in order to fully be aware when working with clay and 

creating pottery products. Being a participant observer, is what Blomberg and Giacomi (1993) called, “going native” 

during fieldwork. This is reflective of my own perspective while visiting the ceramics workshop while moving back 

and forth between being a participant and an observer. I chose to first do observations, since it is not easy to collect 

insights solely through interviews, as people may distort - either intentionally or unintentionally -accounts of their own 

behaviour, often by over simplifying and by providing an approximation for the interviewer’s benefit or by matching 

cultural expectations (Blomberg & Giacomi, 1993). As it been argues by Spradley, that taking notes “on the field” is 

important to recall past observations, I took notes after each workshop’s participation and informal conversation. I 

decided to keep my notes in chronological order, which follows the collection of insights, as an overview of 

occurrences. Spradley (1980), insists that the observer should keep as much information within the notes, such as 

subjective feelings, explicit awareness and environment details.  Indeed, the observations were coupled with informal 

discussions concerning the craftsman's works, processes, perceived complexities and sometimes what I have 

experienced, which was most likely done in order to clarify some of the observations that I have made. Informal 

interviewing is a part of most ethnographic research; the latter was crucial to gain a better understanding of the culture 

as an outsider, and a description of their interactions, dialogues and thoughts. Interviews were influenced on an 

ethnographic perspective in order to clarify and study this aspect of human culture, specifically Danish craftsmen 
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environment. Spradley (1979), pointed out that ethnographers tend to collect the majority of their data during 

participant observations and casual conversations. Ethnographers do so while slowly introducing ethnographic 

questions, in order to counter the formal interrogation methods (Spradley 1979).  

 

5.2.2.2.Interviews 

 

Interviews were performed in order to clearly understand the craftsman’s point of view concerning local production 

and the principles of country-of-origin thematic. It was also needed to refine some of my interrogations that arose 

from the previous observations. To do, so I also performed semi-structure interviews during a weekend market called 

FLID, that was implemented for artists, designers and craftsmen and small firms, from all over Denmark. This market 

took place at Nørrebrohallen in Copenhagen. FLID, is a market event that exhibitioners, which includes illustrators, 

potters, goldsmiths and cabinetmakers, selling hand-made objects. During this event, five in-depth informal interviews 

were performed. My interviews were inspired by Blomberg and Giacomi (1993) works, where they stressed that 

unstructured and open-ended questions allow participants to shape their discourse and their opinions. I decided to opt 

for this interview style because explorative answers from participant was the aim of this data collection. Blomberg and 

Giamcomi (1993), also identified few rules of thumb to apply during ethnographic interviews from which I inspired 

my interview procedures. First, it is important to allow and assist respondents in shaping the content and character of 

the interaction. Subsequently the rapport with the respondent should not be sacrificed for the sake of obtaining a 

response, and lastly the interviewer should be willing to acknowledge that they may know less about the topic at hand 

than the respondent. Adhering to the authors’ thoughts, ethnographic interviews should share many of the same 

aspects of a friendly conservation (Ibid, 1993). My semi-structured interviews were transcribed to ease the process of 

analysing the material. In my transcription, I decided to translate from spoken language to written language. The 

transcription is not verbatim. 

Additionally, I performed informal interviews with salespersons from the design firms I previously referred as the 

‘elephants’ for apprehending their own opinions on the actual phenomenon of outsourcing of their products. These 
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opinions were interesting to add in the primary data section. Thus, I visited several shops, such as Illums Bolighus and 

Royal Copenhagen to grasp the  selling pitches used by salesperson’s on Danish or Scandinavian design products, 

particularly those known for their national identity, when their manufacturing has been outsourced.  

 

5.2.2.3. Netnography 

 

The term netnography departs from Richard Kozinets (2010), which consist of a research method inspired of 

ethnographic research techniques while using Internet as an observation field. Netnography consists of gathering 

online opinions, thoughts, and comments mainly on specialized websites, on discussion forums, social medias.  This 

method seeks to generate insights from contextualized data departing from social media and other online sources such 

as discussion boards where individuals share in-depth insights about themselves and their opinions, lifestyles, also 

reasons behind the choices they make as consumers. Following Kozinets (2010) thoughts, netnography is performed 

on six overlapping steps; first the research planning followed by the entrée immersion of different forums and blogs, 

thirdly the data collection which I did by copying directly the communications from the forums, was oriented on my 

research case on ‘field notes’. The fourth and fifth steps are the interpretation where I ensured the ethical standards of 

the data collection performed. Those are critical parts of the data collection approach since these methods are 

required to balance the interpretations of the discourse collected online without the possibility of observing the 

participants’ behaviour. The last step is the research representation that will follow subsequently in the analysis part of 

the paper. 

Thus, I undertook part of my data collection method following Kozinets’ (2010) netnography of a way to gather 

opinions, thoughts and reflections of people over internet. This method enables me to collect valuable sources of 

‘unfiltered’ opinions or comments from consumers, online community, fans and other people. These opinions were 

mainly expressed online into discussion forums and blogs and were oriented on design business fan-based. By doing 

so, I collected data of participants that spontaneously expressed themselves without limits. The aforementioned 
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source of data, should not be neglected as a means of grasping opinions or perspective of participants within such a 

narrow part of the design/crafts field. This type of data provides more spontaneous information and it is less 

obtrusive than a written report or interview type of conversation that we can view as “ unfiltered resources”.   

 

5.2.2.4. Others 

Furthermore, I also attend in mid-august 2016 Northmodern design exhibition that took place in Bella Center, 

Copenhagen where a debate took place concerning “The Danish design DNA”. The debate moderator consisted of 

Christian Bason, head of the Danish design center as well as the debate participants consisted of the director of the 

Danish design museum-Anne-Louise Sommer with the CEO of Design Denmark-Morten Grøn, the designer Pil 

Bredahl and Jonathan Ford. The most interesting data gathered over there, consisted in the invitation of the 

conference participants to share on post-it their thoughts on the following; “What do you think characterizes Danish design 

DNA ” (annexe 3).  This helped me gathering thoughts or general ideas from people, from different backgrounds and 

nationalities. With an exhibition entrance fee of 60euros, I assume that most participants held a certain interest in 

design or interior decoration field in general. 

 

5.3 Findings 

5.3.1. Data analysis strategy 

In this section, I will review my data material in order to generate next a tangible analysis and implications, presented 

further in the research. As seen in the previous section, my main source of primary data collected was observation 

paired with informal interviews, semi-structure interviews and netnography. In a first part, I will present my 

observation conducted in the ceramics workshop in Valby. Furthermore, I will present my interviews as well as the 

netnography findings. I chose to structure these finding section through a by chronological order. It is noteworthy 

that throughout this section, I sometimes interrelated the observations and interviews to support the main points that 

were made in the findings.  
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5.3.2 Results 

5.3.2.1 Observations  

 

This section will review the findings during my participant observations in the ceramic workshop in Valby. During the  

workshop session, around 10 to 20 people were present in the workshop. The age of the attendants ranged from  very 

young–around 10 years old to around 80 years old. However, the age of most participants was around 40 -50 years 

old. There were also young adults participants from the age of 25 to 30 years. Participants were of various nationalities 

however, mostly consisted of Danish participants. During these observations, I came to understand that the 

craftsman’s role was somewhat important to the creation process. Their tacit knowledge rest in how to work with clay 

and other materials, that allows them to create different techniques, shapes, sizes, and motifs in order to produce new 

and original designs. Experience, time spent working with clay, mainly by trial and error approach with what they have 

within their reach (materials with reliefs, small plastics tools, cardboard, rolls, etc.) all factor into creating originals 

design and artifacts.  For example, I saw a potter using a full lettuce for shaping his fruit bowl; he also showed me 

different other fruit for smaller bowls shapes he wanted to experience for his creations. Another, showed me different 

unconventional materials such a wool, sponges and a broom to recreate and carve desired relief on a small house 

reproduction or on dragon in the making. The high level of complexity that exists in the pottery process surprised me, 

as I had previously considered it simplistic and had assumed it was easy to reproduce a given object. Knowledge about 

materials such selecting the right clay, finishing colour, incorporating other substances and motif are all-important for 

achieving the desired outcome. Technical knowledge is also vital in order to achieve the right design outcome at an 

outstanding quality. 

5.3.2.2 Interviews 

 

Interviews performed at FLID, had as main concerns of determining whether a logo indicating the country-of-origin 

(CoO) would be beneficial for small companies and producers and uncover some questions emerging for the previous 

observations.  Most exhibitors were from very small companies, of one to five employees. As their main point of sale, 



	 61	

the majority interviewed were selling directly from their workshop. However, I did speak with a few owners (4), who 

had retail stockists that sold their products. The major insight I gathered derived from these interviews that concerned 

the craftsmen and artists present during the fair and their relationships with business. The majority of producers I 

spoke with insisted that they were doing this, because they loved it, describing it as art-for-art’s sake. For example, the 

illustrator Sidel Winther pointed out “I want people to buy it because they like it not because it is like (…) everyone 

got it and then it is fashion”. Some of the respondents (5) from the market were doing these crafts business on the 

side, as a hobby. The majority of these people used social media platforms such as Facebook, Instagram and Twitter 

to communicate with their customers and nurture relationships. However, few knew how to answer when I asked 

about their business practices such as retailing, marketing, social media, or storytelling of their products. Even if I 

reformulate my business practices questions, I still was left, empty-handed from most of my interviews concerning 

their businesses practices. Important to note that felt that respondent were not enthusiastic to answer these questions, 

comparing when I ask what were they making and how. 

Moreover, I interviewed Trine Rytter, a potter who makes colourful handmade ceramics. Rytter’s opinion supported 

my previous observations in the workshop when I asked how producing her ceramics abroad would affect her 

production and she affirmed that in order to do so she would have to lower the quality of her ceramic work. Part of 

what make Rytter’s ceramics special and innovative, is that she blends the colour directly into the clay and since “no 

production companies would do that, I would have to glazed them instead.” Rytter added that, “Of course you get to 

know your products very well by making them by yourself, you know that all the materials are the best you can get 

and …I am just afraid that if I send my production away where I can’t get a eye on it, I will received some crap back.” 

Yngvil Johnsen, supported the same thoughts by affirming that producing locally enable yet to have the “whole 

control on the way I want them (her ceramics products)”. When I asked if it would make a difference if her 

production was done abroad, the illustrator-artist SJEART said: “It would not be the same at all, the story would be 

lost.” However, Sidel agrees that companies producing abroad are reducing their prices and if it is produced in 

Denmark:  “I don’t know if it would be too expensive for people to buy it, there is a reason why they are (Royal 

Copenhagen, Fritz Hansen..) making it in Poland, in Thailand or Indonesia or wherever right?” Other common opinions 
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were that producing abroad would result in significant negative changes, especially in quality and lack of freedom of 

creation. 

Concerning the CoO labelling, while Trine Rytter did feel that local production was an important concern for her and 

her business, she did not think, indicating the place of origin was relevant for her product, where she affirms that 

price matter the most to people. Nevertheless, other interviewees did answer affirmatively when asked about 

indicating place of origin on a product: “Yes, I think so, people like to buy something that is made here, local”, 

responded SKEJART an Danish artist. Norwegian born potter Yngvil Johnsen added, “and I also think people from 

other countries.” Still others did not see the point of having such an indication, including Copenhagen-based 

goldsmith, Christina Olsen. Olsen thought that, “It is quite obvious it is made in Denmark for me since I speak 

Danish and all my website is written in Danish. I guess if I wanted to expand internationally it would probably be 

something that add value in a way.”  When I asked if a logo “Made in Denmark” was beneficial, “Well, definitely. 

Because a lot of people start to think about how things are being produced and where and how the circumstances 

are…and things like that.” In addition, I spoke briefly with several customers, one of whom said something 

interesting about the way in which she purchases her goods: “Locally is not the only factor why I am purchasing a 

product, it’s all the factors combined together that make a real difference. Yes it makes a difference…but if I can’t 

perceived it I can’t include it.” 

Of course, most of the producers made it obvious that their products were handmade locally by emphasizing aspects 

of Nordic flavour in their branding and storytelling. For example, another craftsmen, Mona Vander, prominently 

showcases her role in the creation process on the website and pamphlets for her company, Keramik Danmark. 

Vander believes that, “It is important to show to my customer how I do my ceramics”. Moreover, her collections are 

given names that appear to be inspired by things typically inspired by the Nordics (ice, soil, dust, Viking, etc.). This 

indicates that Vander is especially inspired by her nature-like surroundings.  

5.3.2.2.1 Salespersons 

The Royal Copenhagen salespersons I talked to about the outsourcing practices of the company, affirmed that, “the 

quality remains the same”, but also “that is normal business nowadays”, and it is “not affordable for most customers 
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if the production remained in Denmark”.  However, one employee at Illums Bolighus expressed that it was a “sad 

situation to not showing with proudly when the good is made here, in Denmark”. I began my conversation with this 

Illums Bolighus employee by asking, “Which items are produced in Denmark?” and I was shocked when they replied, 

“well, when the origin is not indicated on the packaging, then it is produced here.” The salespersons I spoke to 

referred to this while explaining outsourcing, using keywords or phrases such as quality, affordable, handmade, design 

piece / icon, and they also point out that they (the company) still design their products in Denmark by a specialist. 

 

5.3.2.4 Netnography 

 

As covered previously, some Scandinavian design companies decided to strategically outsource their production 

overseas providing design icons and quality are their mains values proposed. Along with the netnography method, I 

wanted to research on customers reactions’ about their opinion on the design products origin. I navigated across 

forums and blogs often leading to another one. The first important insight I found was, that, the customers were 

concerned for the future of the brand and it’s heritage, by companies behaving this way; “I'm unsure of how to feel 

about this, I'm sure they are all good painters but I am worried about the future, is this just a first step down a long 

road towards lower quality items manufactured by cheap labour?”8. Most of the insights I found the customers 

deliberate their frustration or disappointment lack of proper information and the cynic branding image projected: “(...) 

The Teema line (Iittala) is advertised and heavily promoted as an important design and cultural contribution of, and 

from, Finland” (myiitala 2016)9. The reaction from another customer, after discovering the object he brought was 

made in Thailand, despite the fact it was designed in Finland, was: “I’m really disappointed. When I buy Iittala 

products I suppose there are made in Finland or Europe. That is why I pay a higher price”10 . Another one wrote : 

“Iittala should really produce all their goods in Finland or the Nordic regions. This is the image I have about Iittala.” 

(myiittala 2016)11. One major concerns from the customers was that, by not having the right information about their 

																																																								
8	https://www.flickr.com/groups/1249338@N20/discuss/72157624674119078/	
9 https://secure.iittala.com/web/myiittala/talking-points/-/message_boards/message/3217278 
10 Ibid  
11 Ibid  
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production was disappointing: “ I think as a consumer I have a right to know where the product is made”12 (Ibid 

2016) or “Your expensive Royal Copenhagen dinnerware can be made in Thailand, China, and Bangladesh without 

you knowing it. Can the pursuit of profit justify all means? Have the customers the right to know where the things 

they buy are made in ?”13 or  “If it is made in Thailand where cheap labour abound, then it should have a Thailand 

price as well, not the exorbitant Danish price.” Another, mentioned that  “Is there any production left in Denmark or 

should I just start calling it Royal Bangkok?”14. Another customer’s very reflective and interesting remark was about 

Danish CoO: “My point is that we can always find the best quality handmade craftsmen products without having to 

buy outsourced third world country goods. American Apparel mass produces t-shirts for the same price as Chinese 

ones but made from American cotton in America. Miele still produces vacuum all home appliances from German 

components in Germany. A Swiss watch isn't a Swiss watch if it isn't made in Switzerland. A Danish product is not 

Danish if it is made it in china but simple a Danish designed Chinese product. Bang and Olufsen is increasingly 

becoming a consulting marketing firm and less and less a manufacturer. Nearly all high end niche products are made 

in developed countries. I can understand that the execs at B&O (Bang&Olufsen) want to make their shareholders 

happy but I think this was the wrong thing to do for many reasons. B&O always prided itself on Danish 

craftsmanship and this is also what went into their products.”15 

However, I found it interesting that these opinions were in favour of outsourcing: “Outsourcing provides us access to 

overseas talent. The model building & renderings overseas are cost efficient & high quality. These types of outsourced 

work are not efficient in-house. These are mostly marketing & presentation renderings.16” Another supported the 

same thoughts: “The problem with this "China" issue is more snobbery rather than knowledge of manufacturing. 

People just assume that only Western manufacturers are somehow pioneers of quality manufacturing. Ironic, 

considering there was a recent German poll and their view of British manufacturing quality was fairly low - viewed as 

																																																								
12 Ibid  
13 http://oledesign.blogspot.dk/2005/07/is-it-made-in-china-or-denmark-photos.html  
14 https://www.flickr.com/groups/1249338@N20/discuss/72157624674119078/ 
15 http://archivedforum.beoworld.org/forums/t/42652.aspx	
16 http://archivedforum.beoworld.org/forums/t/42652.aspx 



	 65	

manufacturers poor quality goods.  Other adds; I don't think people realize that these days some of the best factories 

in the world are in China!”17 

5.3.2.5 Others 

As Annexe 3 showcase the results from the thoughts of the billboard exposed at Northmodern,  inviting respondents 

to share on :”what do you think characterises Danish design DNA ?”.  I classify the results in qualities that fit the post-its 

:adjective: love, values, functional (2), estetik (aesthetic), trust, caring(2), outstanding, playful, visionary, minimalistic, 

conservatism, challenging, formatting, clean, unique, sharing , beauty, solutions, democratic , great leadership 

active : design-thinking, user-participation, well-thought through, sharing resources 

materials : natural materials, truth of materials, wood, felt, leather, perfection of shapes, quality 

5.4 Methodological Reflections  

In retrospective, I have become aware that my place setting of interviewees could have been performed better in term 

of quality of the data collected. This is because I think I could have been better to collect richer insights in a more 

proper setting. I recalled that the interviews done at the FLID fair might have been limited, since some of the 

exhibitors (interviewees) were busy and distracted when answering my questions, as they were alone in their booths 

and were also assisting potential customers and fielding their inquiries. Moreover, the language barrier between the 

people and myself I was interviewing, was a major barrier as sometimes, the interviewees found it hard to express 

themselves. Interviews and informal conversations were also performed in English due to my limited proficiency in 

the Scandinavian languages. Consequently, in some cases that resulted in the exhibitors trying to find the shortest way 

in which to answer my questions, despite my encouragement to expand upon on their thoughts and ideas. One of my 

main issues in collecting primary data, was the limited timing in which this thesis had to be completed in. As a 

participant observer, I would have liked to have done further investigation into different workshop environments and 

having the chance to see more craftsmen at work,  other field than solely the ceramics field. I would have also liked to 

speak to more craftsmen; particularly those who work on a bigger production scale in order to hear about their 

																																																								
17 Ibid  
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success stories. Primary data was achieved in order to support researches that had previously been done on subjects 

related to my research. Some of these researches, mainly customers surveys and industry reports held richer data than 

what I could have gathered during this timing. Lastly, salespersons appeared reluctant to share their opinions since 

they did not want to be seen as representatives of the companies we discussed. 

Regarding my secondary data collection, as a set limitation, the study collected data mainly in English where the 

authors translated arguments by past legislators (social sciences teachers) and disseminators (the local and global 

media, both specialized and general audience). Where required, tools such as Google Translator or personal 

acquaintances were used for translating relevant short reports, studies and interviews for the sake of the research from 

Danish or Finnish to English. 

 

6. Conclusion  

6.1. Short summary  

My research has an explorative feel and the reason I chose this approach was in order to comprehend if there was any 

potential value in producing locally in Denmark in the crafts and design field. The problematic of outsourcing 

craftsmanship expertise that motivated my research was the outsourcing of many iconic design firms which I have 

subsequently called, ‘elephants’ and understanding if they were committing big mistake by delocalising their 

production overseas and if such practices might could hurt Scandinavian design or the Danish design image.  

Craftsmanship in the design field is experiencing a revival and I was interested in exploring the values the customers 

seek from craftsmanship designs.  

After a literature and secondary data research, I began a data collection from interviews, observations, diverse 

informal conversions as well as netnography to explore the problematic investigated. The data led me to three 

predominant themes that I chose to use for a bottom-up analysis of my data gather. The themes were proximity, 

experience economy, country-of-origin.  

In the next section I will review my research insights to generate possible answers around the research problematic: 

“What potential value(s) can be found in the local production of locally designed applied arts and crafts.” In this 
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section, the goal is to pinpoint two things; first, I want to explore the composition of my research data around the 

predominant themes found within the handicrafts local production in Denmark. Secondly, this will helps me identify 

possible strategies implications for handicrafts business deriving for the values found. 

 

6.2 Analysis  

Since the  open-ended nature of my research enable the opportunity to tackle my data in a explorative manners, where 

I will work my way from primary data to theory. First, I will regrouped my literature review in a ‘thematic review’ by 

selecting the predominant patterns or themes generated such as proximity, experience and country-of-origin. Then, in 

this section I will analyse my research data under the themes previously consciously selected to finalize with a general 

conclusion and implications. Since the purpose of this research was exploratory for the value of local production into 

handicrafts business, the data aim to discover possible outcomes or results. Thus, the use of thematic was chosen 

precociously to help my analysis in a bottom-up approach dividing and selecting the data into the thematic, in order 

set to units, or a sense in the findings. It also set the focus of the analysis under a specific direction as well as 

facilitating foundation of implications. 

 

6.2 Experience analysis 

6.2.1. New Craftsmanship 

It is essential to understand the important connection of the handicrafts businesses and potential value deriving from 

the ‘economy of experience’, concept from Pine & Gilmore (1998). The concept explains the stage of economies we 

came across in the last century and reveals that nowadays, we are experiencing the stage of ‘experience’ where an 

actual product serves also as a symbol for customer’s own desires that go beyond the real need or function of a 

product (Raizman 2003). This same shift enables the Danish craftsman to the possibility of generating a new 

production story, as well as formulating deeper level of authenticity than a regular product. The curator Karen 

Kjærgaard, called the trend of moving craft into new area of development “New Craftmanship”. This new trend 

combines traditional techniques with modern high-tech approaches that has “given craft a new level of meaning a 
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revival and a re-positioning, which reflects a new perception of the relationship between design and crafts.”(Danish 

craft 2009; p.9). She also claims that crafts are currently helping in the renewal of the Danish design concept, given it a 

new meaning by capturing increasingly the spirit of the time and giving consumers a opportunity to replace mass-

produced product and standard solutions with personal choices (Ibid 2009). As described earlier, slow design and this 

recent renewed interest in crafts locally produced can be found by the inspiration old crafts traditions provide to 

designers, crafts outstanding quality in terms of work process and materials and from the fresh attention from 

consumers to limited series, editions and the renewed prestige deriving from crafts (Lupo 2010). Attention arises from 

long lasting aesthetic, simplicity, functionality as well as outstanding craftsmanship qualities in terms of design and 

material (Nelson 2004). It therefore, generates a possibility to increase value of its offering by a new production story 

rooted in authenticity, showing the process ‘backstage’ of the whole production. As the potter Mona Vander claims 

that for her “it is important to show my customers how I do my ceramics”, she also reveals, in an informal 

conversation, the principal way she is showing it is by social medias and also throughout her whole ‘marketing tactic’, 

as storytelling. Thus, for the customer, imagining the crafting process might derive from different images, such as 

dedication, and perfection through the mastery of detail, traditional heritage, and indeed contrasting images than the 

ones from impersonal mechanic mass-produced design. Experience and meaning evoked from these production 

stories are from these earlier images, could be involvement, intimacy, uniqueness, long experience craftsmanship 

creating harmony as well as commitment to design (Bevolo & Gofman 2011). Within the same idea, small-scale 

production can also bring a sense of exclusivity beneficial for crafts businesses. It has been demonstrated that 

intangible qualities that define exclusivity into limited production runs provides a customer experience felt especially 

by the devoted personal attention, uniqueness of customized goods (Kristensen, 1994). 

 

6.2.2. Green new luxury 

Indeed, more than the prestige of design icons, crafts provide a meaning for a customer seeking a status. The modern 

consumer creates meaning by buying a product, which has different significance depending on the consumer's 

economic, social and psychological motivations (Raizman 2003). Departing of this perspective, products are indication 

of social and cultural status, thus the latter becomes vessels for meaning creation (Heskett 2003). As meaning and 
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experience are intrinsically personal (Dickson 2008), consumers make an infinite amount of choices both consciously 

or not in creating their lives, therefore building their own personal and societal identity design can provide a sense of 

belonging to a particular group, culture or country (Dickson 2008). As the Danish government report (2013) on 

creative industry mentions: “along with an increase in global prosperity comes a growing pressure on natural resources 

and upward pressure on commodity prices. This creates a need for a green transition to which the creative industries 

can contribute.”(p.7).  “(…) the new century has brought with it new ideals. It is a new era with growing sustainability 

awareness and new popular movement that seek a meaningful way of life that challenge the old era’s ideals” (Alaca 

2013 p.7). For an organization these changing factors create a new balance between product longevity, sustainability 

and local economy (Ibid 2013). It transforms the consumers’ role into distinction of expression of sustainability or a 

desire of better life-quality for them in their surroundings, often resulted by their awakening for globalization’s 

problems (Alaca 2013). In response to the banal fast-paced consumption mode, some consumers reoriented 

themselves through slow, reduced consumption by more reflected choices, since the latter feels disenfranchised in this 

impersonal economic world of mass-consumption. There is growing awareness from public and private organizations 

concerning the dual role of crafts in blending traditional skills paired with creativity along with new technologies is 

also impacting positively sustainability on an economic and social cultural aspect (UNESCO 2005). The 

aforementioned slow design or minimalistic lifestyle, strongly linked to better consumption choices, set in a new angle of 

the world of aspiration, thus luxury and high-end sector business opportunity (Bevolo & Gofman 2011). Consumer 

seeking for exclusivity that can be transformed to an environmentally conscious consumption motive is tangible 

evidence; as design can be communicated as the agent of durable consumption (Alaca 2013). Crafts enable a new 

potential of consumption. “Danish craft has an advantage, because it offers relations and authenticity and is produced 

on the basis of new knowledge and old virtues, craftsmanship and know-how,”(Danish crafts, 2009; p.16). Indeed, the 

cultural heritage of Scandinavian design is experiencing a revival, somewhat due to its relevance to the new 

environmental concerns since product process development enables the designers to reinvent their traditional 

heritage, in relation to green concerns as many are rethinking usage previously neglected practices and materials 

(Nelson 2004).  Since 1990s, trends within Scandinavian design have emerged holding features such as ethical, 

ecological and recycled. Therefore, a re-orientation on craft skills and regional aesthetics seems to place demand in a 
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world of complex design system and subjective consumer’s needs (Otten & Krohn 2010). Concerns of good design 

gained prominence, and as the decade progressed, the borders between consumption, anti-consumerism and culture 

became more blurred (Johnsen 2003). While the consumers are reinventing their consumption habits, so do the 

companies with crafts methods.  In a recent paper, Skjerven (2010), formulated what is Scandinavian design 

nowadays; “the concept of SD (Scandinavian Design) constitutes a way of thinking that supports sustainability, and 

innovation based on traditions.”(p.209) At its genesis, Scandinavian design was a political critique, assessment 

renewed by the recent attention drawn from a defective global economy followed by sustainable concerns (Nelson 

2004). Traditional values of the former ideology are attracting progressively noticeable for their ecofriendly crafts 

qualities. In reminding the problematic case portrayed, companies outsourcing and using cynical branding can result in 

the distortion the new image of Danish crafts has being green and anchor in authenticity. Perhaps, an alternative could 

be that they use small crafts business for design collaboration and therefore, increase the visibility of the small ones 

while ‘contributing’ in a local dynamic more oriented through sustainability. 

 

6.2 Proximity analysis 

 

Scandinavian designers were defined to a greater extent for their close affiliation with crafts. Using their material 

knowledge and manual labour, craftsmen can experiment new techniques, material and colour with crafts in a manner 

that is not achievable on the production line (Nelson 2004). Classic Danish designers were in fact craftsmen (Nelson, 

2004), (Kristoffersson 2010),(Kristensen 1994),(Gelfer-Jørgensens 1996). Close association of crafts knowledge and 

design was one of the key successes and defining both Danish Design and Scandinavian Design concepts (Nelson 2004). 

One example is, the sculptor Henning Koppel realizing many of Georg Jensen products helped by the experienced 

silversmiths. As Poul Kjærholm, collaborating with the cabinetmakers Kold Christensen that enabled the design icons 

such as PK54 table and the chair PK24. Also, if experimented craftsmen would not have been in close relationship 

with some of the classic Danish designers, most furniture from Wegner, Iversen, Niels Vodder, Finn Juhl and 

Mogensen would have never come alive (Nelson 2004). The craft-based heritage present in Denmark permits close 
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interactions between designer and craftsman to produce high quality products then transformed into design icons, 

sending abroad a part of this interaction might lead to the decrease the companies high expertise of technical 

knowledge (tacit knowledge). An example of high proficient technical knowledge are, the design icon the Aalto vase, 

where it takes up to seven craftsmen and up to thirty hours to produce. “This requires so many skills. It always 

remained a challenge”, says master glassblowers and employee of 40 years, Heikki Punkari (Bosworth 2014, p.87). 

Tacit knowledge expertise used to be passed down from a master to apprentice (Kristensen 1994), if the apprentice is 

sent abroad, it also leads to, a vanishing of this valuable tacit knowledge within the Danish cultural identity. 

During my observations at the ceramics workshop, the craftsmens experience was indeed crucial in the creation of a 

new design, as the designer has the ideas; the craftsman has the tacit technical knowledge of material and processes to 

transform the idea into a reality. New forms of design are conceived from a long series of cautious experiments by the 

craftsman; each involving quite small changes until the desired outcome. While observing, I attempted to mentally 

compare the ceramic workshop observations with the working processes in larger companies, for example Royal 

Copenhagen. I read several articles concerning the working process; one article in particular called The Craftsman 

Returns to Industry (1996), describes the work of Ursula Munch-Petersen, one of Royal Copenhagen famous designers. 

The production process at Royal Copenhagen consists of designers creating initial sketches, and then the 

manufacturer’s technicians (now situated in Thailand) next, developing those sketches. Naturally, it is necessary for these 

Thai workers to come to Copenhagen for a visit lasting several months. As previously mentioned, Royal Copenhagen 

produces 90 percent of its porcelain in Thailand. In contrast, observing and working in the ceramic workshop made  

Ursula Munch-Petersen’s thoughts relevant on the importance of following the production process from the 

beginning to the end and taking part personally in technical and production experiments (Gelfer-Jørgensens 1996). 

Munch-Petersen is also mentioned that knowledge of materials is crucial for her and the designers in the workshop.  

In addition, I found the pertinent Munch-Petersen’s belief that, in the long run, having craftsman who are familiar 

with all the design stages throughout all phases of a project, subsequently reducing production problems (Gelfer-

Jørgensens 1996). This method ensures that all aspects function as they should since the individual who has the final 

responsibility for the design has already tested them - the designer himself (Ibid 1996). During the interviews, the 

principal argument from the craftsmen in preserving their production locally was the control over their whole 
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production processes and the desired outcome of the final product. SKEJART added that “the story would be lost”if 

she would make her products outside Denmark. It is also important to mention that proximity influence the closer 

scope of intellectual protection limitations of designs as well as advantaging the knowledge creation and sharing in 

between business within the same network. The designer craftsman proximity, has also lead, in the recent years, to 

perceive benefit in using crafts as prototypes for industrial designs (Danish crafts, 2009). Additionally, I came upon 

the reflection that proximity also brings the craftsman closer and attentive to his customer, directly or indirectly 

through the designer or nowadays, social medias. By this proximity to his customers, enable, the craftsman to a 

creation of a user-driven oriented offering.  

In summary, the craftsman’s tacit knowledge expertise and its proximity of interactions with the designer and his 

network, as the observations reveal, are crucial to the on-going development and innovation of a design firm. 

Established with the interviews, it is apparent also that proximity gives the craftsman or design a good control and 

supervision of their whole production process. 

6.3 Country-of-origin analysis 

Country-of-origin image has a potential value for the small crafts and design firms. A majority of large and mature 

design companies are already using national image without realising it (Niss 1996), mostly embed in their storytelling, 

their prestigious history and marketing of promotional tools. As deliberated earlier, customers are increasingly asking 

companies to be authentic to their offering (Pine and Gilmore 2008).  As it is shown, with the data collected, 

customers felt disappointed, often frustrated when they discovered the cynic branding of design companies has 

tricked them. If providing an authentic offering image is not taken seriously, companies that mislead the customers 

could, as consequences in the long-term can distort the national image around the positive Danish design image (Niss 

1996). Besides, implementing a label of origin would give the customer the right information about the goods 

provenance (Ibid 1996) as shown earlier and in the interview performed at FLID, there is recognition in a positive 

demand from customer for local products and made locally. Therefore a label of origin could help the promotion and 

eases the recognition process of what is made locally - similarly what is already in progress in Danish grocery stores 

(annexe 11). Additionally, during my interviews with craftsmen, most of them thought an indication of source of 
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origin could be beneficial, noted especially on the international market. Niss (1996) undertook a country-of-origin 

research about Denmark and supported the fact that an ‘indication of origin’ might help small companies since they 

often lack resources to create their own brand therefore have the possibility of using the nationality as a differentiation 

tool. Additionally, indication of provenance also affects and simplifies the customers in its evaluation and purchasing 

decision especially if he is unfamiliar with a given product or company. Small crafts and design businesses often lack 

resources to formulate a product or branding image. Moreover, through the initial stage of a product life cycle, some 

have little to rely upon during the image-building process, such as a positioning tool that can be revealed beneficial 

(Niss 1996). It is also shown in several researches of country-of-origin, that utilisation as a tool from a successful 

company diffusing positive image based on the country-of-origin image, also provides the former country a reinforced 

favourable image and thus, on the long-term a competitive advantage on its offering facing global competition (Niss 

1996) (Jaffe & Nebenzahl 2006) (Ryan 2008).  

 

In my own perspective, by not promoting information about origin of the design products in Denmark, is favouring 

large and mature companies to continue exploiting their cynical branding and distort the Danish design image on the 

long-term. Image surveys (Djursaa, 1988.1989) demonstrated that Danish design still recalls positive associations in 

many countries and the industry could still benefit from a somewhat strong and favourable country-of-origin image 

(Niss 1996). However, the insights gather at the exhibition Northmodern suggested me that there is a not a clear 

widespread agreements about “What is Danish design DNA”. Here I am advancing this argument by taking Danish 

design as a nation brand and it lead me to understand there is a on-going debate to setting some images that enhance 

positive recognition to the customers about it. Working on a country-of-origin strategy in the design field, could 

fortify that Danish-ness, bring awareness on the Danish own contribution of Scandinavian design and emerge its own 

characteristic such as the aforementioned New Craftsmanship, while breaking down the Scandinavian myth 

preconceptions, especially for the emerging designers. Example gave previously with Finland logo strategy manifest 

that, consumers regard the logo important in their purchase decision and also value local design.  
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Therefore, after analysis I am suggesting that a label of origin ‘Made in Denmark’ could be beneficial for the national 

image, the customers and for the small business providing the right information as well as a tool for consumer in 

product evaluations. Implications sections that follow will elaborate in detail on the labelling suggestion.  

 

6.3 Implications  

This section is referring to the suggestion that could enable the values to be explore in the local crafts and design 

production in Denmark. These implications departed from the thematic I explored in the previous section, and are 

still ground for further researches and validity. It is simply recommendations for a manager involve in design product, 

processes or branding products of small design firms as well as a craftsman, designer or students that want to enhance 

value findings in local production of crafts and design in Denmark. 

 

6.2.1 Implication of a “Made in Denmark” logo 

 

After the analysis, an indication of provenance on Danish crafts and designs could be particularly favourable, 

especially for small and start-up businesses.  Research shows Danish design still has a powerful appeal to the foreign 

customer and therefore this image can be transformed into strategic value (Niss, 1996a)(Niss, 1996b)(Jaffe & 

Nebenzahl 2006). Companies often ignored the country image as a competitive advantage, regarding the world as a 

single market. Jaffe and Nebenzahl (2006) reveal, “There is a tendency to make sourcing decisions based on 

comparative advantage and cost differentials only, to the exclusion of image considerations. (p.23)” As they explain, 

this exclusion may result in serious damage to the national image of the products source, causing a threat that may 

exceed greatly the economic benefits of the low-cost (Ibid 2006). In his research, Niss (1996) created along, with data 

gathered from respondents, a concept map on the Danish reflecting image perceived by foreigners (Annexe 

10).  Although, outside the Scandinavian region, Denmark is mostly known to be a great agricultural exporter (the 3 b's; 

bacon, butter, and beer), “ while for many years, its (Denmark’s high-tech) exports far exceeded its export of processed food 

and produce”(Jaffe & Nebenzahl 2006, p.23). Here, I am bringing forth the fact that an indication of provenance 

could be beneficial also for Denmark's image, trade and strategy causing a long-term revision of the country’s image 
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and possibly attracting a competitive advantage deriving from it. The government's realization of the declining design 

industry sector, could be a good argument towards the urge to create a more distinct national profile for Denmark 

paired with its design output. Niss (1996) points out “there are a number of statements in the interview sample to the 

effect that, in general, Denmark’s image is too weak and one-sided to be used as a prominent promotional tool in the 

marketing of Danish products abroad”(p.14).	 However for design exports, Niss' research shows that:  “ Made in 

Denmark” connotes high quality and innovation in product development and design. That is, among those of our 

foreign customers who know what Denmark is. “Unfortunately a lot of them don’t- or they believe Denmark is the 

capital of Sweden”(p. 14a). Niss' research (1996), supports the fact that the Scandinavian myth is still present in the 

foreigner's perception: “ even though foreign business clients may not know much about Denmark, they do have an 

idea about Scandinavian firms”. In my perspective, an indication of provenance on local design products can have a 

strategic the reinforcement of a distinctive image of Danish design, as it highlights its unique contribution towards 

Scandinavian design. 

In short, for design and crafts business the implementation of a logo, based on its country-of-origin could be a 

valuable marketing tool for small and micro-businesses (accounting for more than the majority in the Danish sector), 

mainly attributed by the fact that Danish design and Denmark still hold a strong and positive image on the national 

and market. Supported with the data I gathered, if implemented successfully, this image could also be reinforced and 

bring Denmark a competitive advantage and most important. Moreover a label can promote local economy by giving 

the consumer the right access to information. Niss' conclusive remarks on his research (1996) are noteworthy ground 

for reflection: “ It would therefore be a pity if small companies are put off by using this free, available marketing 

source simply because it is scorned by the larger companies who no longer need it and therefore argue against it. (p. 

14b)”    

Lastly, as observed in Danish supermarkets, agricultural regional and nation product matters that Danish customers 

and the Danish flag be indicated visibly on many of the packages. Inserted in the annexe 11, I took several photos of 

the occurrence of the phenomenon in several groceries store. “People visiting Denmark will also find the Danish flag 
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on everything from buses to butter wrappers” (Eakin, 2016)18. I had observed the representation of the Danish flag 

used for celebrations, birthdays, advertising of a sale, on cakes, etc. This then led me to the question; why not use a 

proper indication of origin on designs?       

6.2.2. Tool kit for entrepreneur craftsmen 

In my opinion, finding a way to provide craftsmen and artists with businesses tools would substantially impact their 

activities and the way in which society perceives them. Small businesses or micro enterprises are dominating both 

countries’ design sectors (CBS 2005),(Onamo 2013). As seen previously, handicrafts business enclose a potential that 

has not been fully been unveil. The Danish ministry of business and growth recognized it too in their aforementioned 

report (2013) by saying: “ a growth layer of entrepreneurs and small enterprise makes an important contribution to 

innovation and new thinking.(P.12)”, offering or products that are often the result of a very sophisticated research, 

technical and aesthetics principles. Therefore by grasping the customer’s demand revival in crafts as well as the 

importance of crafts business in the national economy, the government needs to take measures to protect this given 

local sector. Indeed, design industry itself is a small portion of the Danish economy, however “its economy impacts 

are not restricted to its own turnover and employment, as it also functions as a supplier to the manufacturing, ICT, 

tourism industries, adding significantly to their products values and competitiveness (CBS 2005, p.7)”. During the 

interviews performed, I understood that craftsmen and designers having a small business complete many roles within 

their businesses. Often the business practices are neglected, such as the designer Lisbet Friis points out:  “sales is not 

my strong suit, and partly because my interest lies in product development and in the creative process (Danish Crafts, 

2009, p.59)” As well, there is an actual need from institutions and society to recognize the craftsman as a vital part and 

key asset of the design process equally as the designer by their intangible knowledge and experience. Moreover, the 

industry report showed that Danish design programmes that are traditionally divided into specialized craft areas have 

relatively little user (or industry) involvement, yet also providing students with few generic design skills and 

commercial skills (CBS 2005). Moreover, the Danish design industry report of 2005, mentions that, there is a need in 

																																																								
18 Eakin, H. ( 2016), Liberal, Harsh Denmark, the New York Review of books,[online] 2016 Issue. Available at: 
http://www.nybooks.com/articles/2016/03/10/liberal-harsh-denmark/ [accessed: 12.06.2016] 
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the restructuration of the industry and how educational and public institutions “should provide craft skills (technical 

skills relation to aesthetics and form within a range of speciality areas) vs. generic design skills (research-based skills 

related to method, coordination and use of design, spanning all design areas) or commercial skills (managerial and 

marketing-related skills)(p.7)” There is also recognition from the same report (Ibid, 2005), about the need of 

improvement towards the contribution of crafts skills to the design industry facing the actual rapid technological 

developments.   

My suggestion regarding the lack of commercial skills for the craftsmen would be, for the government to acknowledge 

their value and ability to provide a sort of “toolkit” of commercial skills available to them. This toolkit, could provide 

the craftsmen easy access to basic managerial or entrepreneurship classes, knowledge and exercises concerning 

building up a business model, starting-up small crafts companies etc., marketing and ecommerce tools. It could be 

reflected in a place, were craftsman can find the offering a few part-time consultants, volunteering mentors or 

networking events, a bit as seen in the business field. Once again, as the Danish design industry reports, design firms 

are lacking in horizontal network and strategic alliances (CBS 2005). Along with same ideas, the potential of 

interconnecting small enterprises together, as the concept of the creative workspace or start-up hub for craftsmen and 

designers, could be beneficial in helping each other by lowering their production and knowledge transmission costs 

and by sharing a working space,  concept already well spread into the start-ups sphere. Regarding design firms, able to 

contact a vast range of local suppliers in order to create a great number of combinations of inputs which changes or 

customizes some of their design on a speed which larger firms cannot compete (Maskell & Lorenzen 2004). Vertical 

flexibility by proximity is considerable and plays a vital competitive advantage on the macroeconomic perspective. 

Moreover, to support my reasoning, the Danish creative industry report (2010) reveals that studies demonstrate that 

creative businesses “are more likely than any other businesses to have difficulties obtaining financing and that strategy 

development and business development is a permanent challenge for creative business (p.3).” Therefore by making 

such a toolkit available it could ease the access for basic commercial knowledge; design and crafts business could reach 

higher levels of credibility towards financing and be perceived as viable types of businesses. The aforementioned 

reports also cite the urge: “they (creative business) need good access to financing and advice that can underpin their 
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growth and internalisation as well a strengthening their business competencies.” A simple and efficient toolkit does 

not require too much economic and time investment. Mentoring and consulting from retired experienced volunteers 

is, for example, greatly used and encouraged in the startup scenes. 

Moreover, based on Finland's design policy report (2012) it is also important to include within the toolkit an essential 

legal intellectual protection. Their toolkit is a way to improve craftsmen competencies in through education, training 

and communication. Competencies that are advantaged through this toolkit consist of better understanding in 

protecting of its intangibles assets and value creation, with instruments such as protection of design, utility models, 

trademarks and patent. Along with the evolution of information and communication technology it permits a new 

method of providing designers and craftsmen the toolkit for an affordable, fast and efficient solution. 

6.4 Limitations 

As aforementioned, this research was ventured on an explorative basis given the perspective of constituted of both 

business and design theories in order to understand the derivative value of local production for a national economy. I 

am aware this is a really complex subject facing a lack of theories, past researches and business reports. The main 

purpose of this given paper was to build up a basis for further researches, implications and meanings. One of the 

other biggest limitation challenges met in the paper, were that few theories and literature were cover the future-

oriented design heritage management of the crafts and design scene  in Denmark or Scandinavia. This is resulting also 

from the scarcity of generic (research-based) knowledge within the given field, just as few theoretical works were 

performed under design in Scandinavia or on Denmark (CBS 2005). As covered earlier, the theories were often 

limited to past design history or individual contribution to design. Also as discovered, the understandings of this field 

heritage within commercial aspects and business practices have been recently put into spotlight. This resulted in 

narrowing the scope of my theoretical framework based on design to tackle a research more focused on distinction 

business concepts perspective. Therefore, a pervasive review of literature bodies were performed under thematic 

concepts for the purpose of obtaining a better understanding of the issue. 

Moreover, I faced language barriers, restricting my data collection but my cultural differences brought a different 

perspective to tackle the problem and its potential implications. Luckily, few of the theories or reports were covered 
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with translation help from individuals from Finland or Denmark. But most of the literature, observation and 

interviews were investigated in English.  

Lastly, by the far biggest challenge writing this thesis in regards the outsourcing phenomenon; indeed a challenging 

and complex phenomenon that cannot be resolved overnight nor, in the next 10 years. I am aware that outsourcing is 

a factor of different important but, in the end, it is met with a positive aspects. I simply tried to tackle the 

globalization phenomenon on a small level concerning local production of crafts and design in Denmark.  

 

6.5.Further implications 

My observations, interviews, various informal conversions lead me to explore potential values deriving from Danish 

local productions of crafts and design. I believe that the future researchers interest, lies in the area of local production, 

or outsourcing which has to include other factors in account in order to draw meaningful conclusions, on how local 

production can impact on a bigger scope. A bigger sample size of participants from different parts of Denmark and 

Scandinavia would be interesting to be taken in consideration in developing a more significant contributions for this 

complex problematic. Indeed, there are different actors from the synergy surrounding, future researches need to 

consider; designers, craftsmen, the consumer- locals and internationals, companies and government.   

Moreover, I focused my data collection on the craftsman, designers and their handicrafts businesses perspective. The 

data generated under the experience economy thematic would be interesting to explore, the insights can create a more  

in-depth research based on the customers’ perspective. Addition I find really interesting the few insights I found on 

emerging Scandinavian designers. Therefore I think it would be interesting to pursue other researches interviews on 

these upcoming successful Scandinavians designers and to hear their thoughts regarding the industry and how the past 

heritage can be transformed into a positive message along with the new green businesses opportunities. 
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Annexe section 
Annexe	1	:	interview	transcripts		
 
Transcription of the interview of the fair FLID ( Kunst/design/Håndværk in Nørrebrohallen, 
Copenhagen 23 of April 2016. 
  
Introduction to the Market fair : 
  

Flid hold twice a year, is a weekend market fair for artist, designers and craftsman, I went there 
on Saturday 23th of April 2016, most of the attendance (aka customers) were from Copenhagen and 
exhibitioners (aka artists) were from different places in Denmark. Most of them were painters, 
illustrators, goldsmith, jeweller, ceramics and 2-3 stands were furniture. I try to interview a good mix of 
different artists to have a broad view on their different concerns. Limitations, some of the exhibitors 
were quite busy since they were alone in their stand regarding answering my questions and also 
answering the potentials customers and their inquiries. Also most exhibitors were very small companies 
( 1 up to 5 employees ) , mainly selling in their own ‘ workshop’ , had none or few retails store selling 
their products. Also it is important to note that most of them had few knowledge about business factors 
such as marketing, social media, storytelling… they were doing this as a hobby or art-for-sake. 
  
1st one interviewed : SKEJART , Danish artist doing paint work and illustrations. 
N : Hi ! Can you describe me quickly what are you doing ? 
S: I’m making picture with paintings and paper collages 
N: You are creating all your products in Denmark? 
S: Yes , in Fynland. 
N: Do you think a logo made in Denmark would actually influence your business and the way consumer 
perceived you ? 
S:  Mmmm...Maybe It would. 
N: Are you actually using that you are producing locally your products in your storytelling ? 
S: I am, when the tourist come to my town – I have a little shop there- in an old Danish house , and I tell 
the story about the house , that the products  are made in the house , well some of them in house, but 
all in the city I am living in. 
N: Do you think craftsmanship is important for you business , you think the way you make your 
things…. 
S: I think it is important that I make them all by hands, that I’m not using computer or anything.. , people 
like that 
N: Yes, I guess It would make a difference if you would actually make your products outside Denmark, 
if you would export your production … 
S: Yes, than it would not be the same at all , the story would be lost. 
  
Second interview is performed with Thit Lin , A Danish Ilustrator and a goldsmith named 
Christina Olsen , both from Copenhagen. 
  
N:Hi , so can you explain me a little bit what are you doing ? 
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T: I illustrate, I draw. And I sell these drawings in different seizes, sold also postcards and frames. 
N: all made in Denmark ? 
T: Yes, and in Copenhagen. 
C: I am a goldsmith , I am making Jewelry and yes, It is all made in Denmark. 
N:  Actually, would you think a logo made in Denmark, on your packaging on your website or so on ,  
would influences you business and the way consumers perceive you. 
T & C: Yes I think so. 
N: It is important in your story telling or your branding that your products are made here ( In Denmark). 
T: We don’t really have to (…) , because It is quite obvious it is made in Denmark  for me since  I speak 
Danish , I guess if I wanted to go more international It would probably something that add value  in a 
way. 
N: Do you think It would makes a difference if you produce, for any reasons, overseas – in the quality or 
any other concerns 
T: Definitly 
C: Yes indeed. 
  
3rd Interview Trine Rytter Ceramics, making colorful handmade ceramics. 
N: Do you think a logo made in Denmark would affect your customer purchase or actually see 
differently. 
T:  I had a friend , had a investigation about it , he is a woodmaker. He had a table made in China for 
10,000 dkk and he had a table made in Denmark 16,000 dkk. So they would pay that much more 
because it was made in Denmark. Most people got the table made in China because they were really 
similar. So in my opinion, no I don’t think it really matters actually. 
N: What you think if you would produce your products abroad, how would it affect your company? 
T:  Yes, I am afraid I would have to make some changes in my production. For example lowering down 
in quality. And especially in the way I make it: all the colors are in my clay and no production companies 
would do that, I would have then to use glaze instead. 
N: So making your own things it’s a way of innovating?  You get to know how to work with your special 
clay. 
T: Yes, definitely. Of course you get to know your products very-well  by making them by yourself, you 
know that all the materials are the best you can get and ..I’m just afraid if I send my production away 
where I can’t get a eye on it , it is gonna be some crap I get back. 
N: Just to sum up, a logo would not make a difference but the production does make a different. 
T: Yes , it is better quality for sure. 
  
4th Interview: Sidel Winther. Illustrator. 
S: I am doing drawings,  all of it is hand drawn, and then I print it, so then make 15 pieces of each, and 
I sell them and they are  numbered. I will make only make 15 pieces of each drawing unless I say 
something else. I am thinking of making more because they are gone really quickly. Yea so I make 15 
of each and then I just print them here in Copenhagen and I sell them. It is not like a it is a whole 
business, it is more like a small hobbit. 
N: It is still the exclusivity that you think it matters to people. 
S: Yes exactly, I am not a designer or … It is not my main business, I work as well because I do this 
because I like it.  I want people to buy it because they like it not because it is like … a huge Royal 
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Copenhagen thing that everyone got it and then it is a fashion. I like them to have it because they 
actually like it because I not famous I’m pretty unknown. It is more about the art itself. 
N: Are you including in your story , the special way it is created here .. 
S: No I don’t do anything on a computer except for scanning it to print it. That’s is the computer part of 
it.  I don’t like doing the color or anything on the computer. I like to do art, this is a side thing , and I 
figure out that I could go to this market , and it is nice to show what you do too and if they do like it they 
can buy it. 
N: for some other small local producers here, would you think it would be beneficial a logo made in 
Denmark. 
S: Well, definitely. Because a lot of  people start to think about how things are being produced and 
where and how the circumstances are and things like that. On the other hand, it would mean it that it 
would be so much more expensive, so imagine if RC would start to have a production back in Denmark, 
it is expensive already , so if it would started to have it in Denmark it would be even more expensive. I 
don’t know if it would be too expensive for people to buying it there is a reason why they are making it 
in Poland, in Thailand or Indonesia or wherever right ? But yea I would definitely . 
  
5th Interview: Yngvil Johnsen , Ceramic . 
N: So basically can you tell me what are you doing. 
Y: I am doing ceramics all made in Denmark. I just lived in Denmark for 2 and a half year. 
N: Would you think it would makes a differences having on your products ? 
Y: I think it is a good think it is made in Denmark, it is made local. 
N: do you think an indication somewhere made in Denmark it matters for people or customers. 
Y: yes I think so, people would like to buy something that is made here, local. And also people from 
other countries. 
N: would you think it would make a difference if you would produce abroad. 
Y: To be honest,  I don’t really know. If I do it myself I have the whole control on the way I want them 
 
 
 
3.1 
Example of note taken of informal interviews during FLID 
 
Informal conversation  with Mona Vander – Denmark Keramics 
 
Mona is around her 50ies, she have her workshop on Jutland , she used Instagram and facebook as 
social media platform to communicate with her customers. Well for her it is important in her branding 
and storytelling to showcase visually the process she gets into for producing her ceramics  as photos of 
her working with her hands the ceramics..etc. “ It’s is important to show my customers how I do my 
ceramics (…) . She also use ‘Scandinavian design’ connotation in her collection names, such as Ice 
and Fire .  And feel really inspired by her surroundings like nature .     
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Annexe	2		Example	of	observation	field	notes	
      
Ceramics	workshop	-		Valby,		23/04/16-	Introduction	session. 
      
Progress: 
      
16h10:	Approximately	12	persons	are	working	in	the	workshop.	The	workshop	is	divided	into	
different	sections	‘	round-table’,	tables	stations	were	to	prepare	the	clay,	a	section	where	to	glazed	
the	objects.		The	participants	move	from	a	section	to	another	as	their	production	stages	requires.		
Remarks	;	some	are	in	the	workshop	as	a	‘social’	interaction,	just	talking		not	touching	anything. 
      
16h15:	An	old	lady,	come	and		present	herself	to	me.	She	seems	like	the	regular	and	a	responsible	
of	the	workshop	as	she	present	me	all	ways	and	customs	of	working	there.	(Next	time	she	would	
like	to	teach	me	the	basic	ceramics	process	to	do	a	vase	). 
      
16h30:	She	introduces	me	to	all	the	participants.	From	different	age	(	the	youngest	is	15	years	old	,	
oldest	85	years	old	)	.	One	is	from	Barcelona,	most	are	from	Denmark	but	they	all	exchange	in	
English	-	if	needed. 
      
16:50	:	I	go	over	the	section	were	the	ceramics	artifacts	needs	to	be	burned.	I	can	observe	very	
different	style.	I	got	particularly	attentive	on	a	vase	where	a	craftsman	there	explained	me	it	is	
hers.	She	explain	further	that	she	use	some	textile	motifs	to	get	it	imprinted	in	the	clay	to	become	
a	distinctive	form. 
      
17h30:	After	checking	them	pass	and	go	on	different	station,	I		decided	to	chat	with	a	man	that	
seems	quite	expert	(	we	realized	a	pasta	drainer	and	a	castle).	He	explained	me	that	with	this	type	
of	paper	;	it	result	in	this	given	form,	by	using	that	textile	It	makes	brick	motifs	on	the	roof,	by	
using	that	tool	it	makes	whole	like	this.	He	said	:	‘	you	will	see	the	more	you	experiment	the	more	
you	will	discover	your	own	tricks.	I	can’t	work	too	well	porcelain,	but	I	do	love	grey	unrefined	
clay.” 
      
Main	Information	collected: 
        

● High	social	interactions 
● Social	place	leading	to	constant	interaction	in	between	participants. 
● Each others are telling tricks         
● There	are	8-12	women	vs	2-3	men   
● The	participants	seems	pretty	diverse	age,	open	to	different	origins	too.	  
● Experimentation seems indeed important within the production process. 
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Annexe	3	

Post-it session collected at Northmodern ( 18/08/2016) 
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Annexe	4	

Steps of our progressing economy according to Pine & Gilmore (2011)  
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Annexe	5	

Terms and Conditions of the award and use of the Association for Finnish Work’s Design from Finland 
mark 

The purpose of these Terms and Conditions is to promote the use the Design from Finland mark of origin as a reliable indicator of Finnish 
design. Design from Finland demonstrates that design is of special importance in generating the value of the company’s products and 
services. 

1. The Design from Finland mark of origin is a registered collective mark owned by the Association for Finnish Work. The following Terms and 
Conditions shall apply to the use of Design from Finland. 

2. The right to use Design from Finland can be awarded upon application to products, product groups, individually named products or 
combinations thereof owned by a member organisation of the Association for Finnish Work, provided that the said products or services comply 
with the requirements set forth in these Terms and Conditions. 

The Design from Finland Committee, which is nominated by the Executive Committee of the Association for Finnish Work and has the 
necessary expertise for the task, processes the applications for the right to use Design from Finland and grants the right to use Design from 
Finland. The members of the Design from Finland Committee are experts of the Finnish design industry and represent institutes of higher 
education providing education and training in the field, key ministries, the industry and consumers. The Committee shall have quorum if at 
least half of its members are present, including the Chairman or the Vice-chairman. 

3. The Committee shall require that the applicant organisation comply with Finnish law and the code of good practice, such as orders issued 
by the authorities. 

4. Applicants applying for the right to use Design from Finland shall meet the qualification criteria and no less than two of the three primary 
criteria. 

Qualification criteria: 

* Head office in Finland; 

* Business ID 

* Turnover for at least one financial period. If a company cannot provide evidence of turnover for a financial period, the Committee can award the mark case by case for one year, provided 
that the other criteria are met. 

Primary criteria: 

* Role of design in the company’s access to international markets; 

* Integration of design in the company’s activities 

* External acknowledgement/intellectual property rights. 

An exception to these criteria can only be made on special grounds. 

* Investment in design: the company’s own design excellence or outsourced 
design services and/or time used; 

* Benefits arising from the design investment for the competitiveness, 
differentiation and business of the product/service; and 

* User-inspired design. 

The Committee shall consider the following secondary criteria at its discretion: 

 

5. Design from Finland can only be used in the advertising and marketing of the products and services to which the mark has been awarded. 
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6. The company can use Design from Finland in its corporate image communications, such as image or brand advertising, when over 75 
percent of the company’s turnover is generated by Design from Finland products or services. 

In corporate image communications, Design from Finland shall clearly refer to the company’s name or brand and only to the products and 
services which have been awarded the right to use Design from Finland. 

If the requirement for 75 percent of the turnover is not met, the company can apply for the right to use the mark by filing an informal application 
addressed to the Association for Finnish Work. 

7. Design from Finland can only be used in the registered visual format. The Association shall determine the relevant uses of Design from 
Finland and maintain guidelines for the use of the mark. 

8. The right to use Design from Finland shall be valid for three full calendar years, provided that the company is a member of the Association 
for Finnish Work. The Design from Finland Committee can at its discretion award the right to use the mark for a period shorter than three 
years. 

The right to use Design from Finland shall be renewed every three years. The Association for Finnish Work shall notify the licence holder of 
the expiry in advance. 

9. The licence holder shall inform the Association for Finnish Work in advance of changes that affect the right to use the mark, especially of 
any changes affecting the criteria referred to in sections 4 and 6, in which case the Association for Finnish Work will reconsider the matter. 

10. The Design from Finland Committee shall cancel the right to use the mark if the applicant has given false information to the Association for 
Finnish Work or if the Design from Finland Committee considers the applicant to have otherwise misled the Association. 

The right to use the mark shall also be cancelled if Design from Finland is used incorrectly, if the licence holder fails to comply with the 
obligations referred to in sections 3, 5 and 9 or if the member organisation acts in breach of these Terms and Conditions or in breach of the 
spirit thereof. 

11. All information related to the application shall be treated in confidence and kept secret. Information on which of the company’s products 
and services have been awarded the right to use Design from Finland shall remain public and the Association shall maintain public register of 
such information. 

12. An administration fee shall be charged for the right to use the mark in accordance with the grounds set out by the Association for Finnish 
Work. 

13. The provisions of the Act on Collective Marks (5.12.1980/795, section 1(1)) on the association mark shall apply to Design from Finland. 

14. The Association for Finnish Work shall decide on the amendments to these Terms and Conditions. 

20/08/2013  

source : Suomalaisen Työn Liito , retrieved the 20th May 2016 ( http://suomalainentyo.fi/ )  
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Annexe	6	Terms	and	Conditions	of	the	award	and	use	of	the	Association	for	Finnish	Work’s	Key	Flag	Symbol	mark	of	
origin.	(	‘Made	in	Finland’)	

The purpose of these Terms and Conditions is to promote the use the Key Flag Symbol mark as a reliable indicator of origin in the marketing of Finnish products 
and services, as well as in other marketing communications of Finnish companies. The objective of the Key Flag Symbol mark of origin is to provide information on 
the Finnish origin of a product or service and its contribution to Finnish work. 

1. Key Flag Symbol is a registered collective mark owned by the Association for Finnish Work. The following Terms and Conditions shall apply to the use of Key 
Flag Symbol as a mark of origin. 

2. The right to use Key Flag Symbol can be awarded upon application at the discretion of the Key Flag Symbol Committee to products, product groups, individually 
named products or combinations thereof owned by an organisation which is a member of the Association for Finnish Work and operates in Finland, provided that 
the products or services mentioned above are manufactured or produced in Finland and that they comply with the requirements set forth in these Terms and 
Conditions. 

The Key Flag Symbol Committee, which is nominated by the Executive Committee of the Association for Finnish Work and has the necessary expertise for the 
task, processes the applications for the right to use Key Flag Symbol, grants the right to use Key Flag Symbol and addresses disputes. The Committee shall have 
quorum if at least half of its members are present, including the Chairman and/or the Vice-chairman. 

3. The Key Flag Symbol Committee shall require that the applicant organisation comply with Finnish law and the code of good practice, such as orders issued by 
the authorities. 

4. PRODUCT 

The right to use Key Flag Symbol can be awarded to products and product groups with minimum domestic content of 50 percent of the break-even cost. 

Domestic content is determined by the break-even cost of products, which comprises the following costs: 

● raw materials 

● supplies 

● partly or semi-finished goods 

● packing materials and supplies 

● variable and fixed employee costs 

● subcontracting 

● other direct costs 

● marketing costs 

● product development costs 

● depreciation and interest 

● other direct costs 

5. SERVICE 

The right to use Key Flag Symbol can be awarded to individual and named services or service combinations with minimum domestic content of 50 percent of the 
break-even cost. 

Domestic content is determined by the break-even cost of services, which comprises the following variable costs: 

● other service-related costs 

The applicant shall also meet the following criteria: 

● the company has significant domestic ownership and its management is 
located in Finland 

● employee costs 

● subcontracting 

● material purchased 
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● the company’s head office is located in Finland 

 

The Committee shall also consider the following factors: 

● effect of the service on strengthening the position of domestic products and 
services 

● image of the Finnish origin 

● origin of the service concept 

● Finnish design and/or product development 

 

6. The Key Flag Symbol mark can only be used in advertising and marketing products and services to which the mark has been awarded. 

If a product or product group which is manufactured in Finland shares the same product name or trademark with a product or product group which is imported from 
abroad, Key Flag Symbol can only be used with the products manufactured in Finland. 

7. The company can use Key Flag Symbol in its corporate image communications, such as image or brand advertising, when over 75 percent of the company’s 
turnover is generated by Key Flag Symbol products or services. 

In corporate image communications, Key Flag Symbol shall clearly refer to the company’s name or brand and only to the products and services which have been 
awarded the right to use Avainlippu. 

If the requirement for 75 percent of the turnover is not met, the company can apply for the right to use the mark by filing an informal application addressed to the 
Association for Finnish Work. 

8. The Key Flag Symbol mark of origin can only be used in the registered visual format. The Association shall determine the relevant uses of the Key Flag Symbol 
mark and maintain guidelines for the use of Key Flag Symbol. 

9. The right to use Key Flag Symbol shall be valid for three full calendar years, provided that the company is a member of the Association for Finnish Work. The 
Key Flag Symbol Committee can at its discretion award the right to use the mark for a period shorter than three years. 

The right to use Key Flag Symbol shall be renewed every three years. The Association for Finnish Work shall notify the licence holder of the expiry in advance. 

10. The licence holder shall inform the Association for Finnish Work in advance of changes that affect the right to use the mark, especially of any changes affecting 
the criteria referred to in sections 4, 5 and 7, in which case the Association for Finnish Work must reconsider the matter. 

11. The Key Flag Symbol Committee shall cancel the right to use the mark if the applicant has given false information to the Association for Finnish Work or if the 
Key Flag Symbol Committee considers the applicant to have otherwise misled the Association. 

The right to use the mark shall also be cancelled if Key Flag Symbol is used incorrectly, misleadingly or in violation of the code of practice, if the licence holder fails 
to comply with the obligations referred to in sections 3, 6 and 10 or if the member organisation acts in breach of these Terms and Conditions or in breach of the 
spirit thereof. 

12. All information related to the application shall be treated in confidence and kept secret. 

Information on which of the company’s products and services have been awarded the right to use Key Flag Symbol shall remain public and the Association shall 
maintain a public register of such information. Information on the application and award process shall also be public. 

13. An administration fee shall be charged for the right to use the mark in accordance with the grounds set out by the Association for Finnish Work. 

14. The provisions of the Act on Collective Marks (5.12.1980/795, section 1(1)) on the association mark shall apply to Key Flag Symbol source : Suomalaisen 
Työn Liito , retrieved the 20th May 2016 ( http://suomalainentyo.fi/ )  
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Annexe	7		

 

Top	5	of	the	products	sector	-	Where	the	Finnish	provenance	matters. 

 

 
 

source	:		Suomalaisen	Työn	Liito	(2015)	Suomalaiset	ja	työnteko	&	suomalaisuuden	merkitys	tuotteissa	ja	palveluissa,	Helsinki.	 
 

 

 

 

 

 

 

 

 

 

 

 

 



	 94	

Annexe	8		
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Annexe	9		
Valby ceramics studio ( taken on the 12.07.2016) 
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Annexe	10	
 

 
 
Source : Hanne Niss, (1996),"Country of origin marketing over the product life cycle", European Journal 
of Marketing, Vol. 30 Iss 3 pp. 6 - 22 
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Annexe 11 
 
Observation of the indication of provenance in a Danish supermarket. (10/05/2016) 
Frederiksberg, Denmark. 

 
 
 
 
 
 
 
 
 

 
 
	


