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Introduction

In this paper I focus on the success of Danish modern furniture during its heydays. Danish furniture design was quite successful in international markets in the postwar period, but the foundation for this success was partly laid already in the interwar years. The success should be seen in the general context, of course, of postwar growth in incomes and changes in patterns of residence and consumption among the populations of the western world. But this does not explain why the Danish furniture industry experienced a comparatively higher growth than in most other countries, or why and how Danish Design became established as a succesful international brand.

   How to account for this? There has not been much historical research into this success, but one economic historian explains the furniture industry’s success with the establishment of several new small furniture factories and an increased consumption on home and export markets.
 While this explanation of demand driven growth, does not consider design as an important parameter at all, Michael Porter does just that.

   In his highly influential book on The Competitive Advantage of Nations, Porter finds so few competitive clusters in Denmark that one wonder how Denmark ever became among the richest nations in the world. However Porter does mention household products and furnishings as an important Danish cluster, and he attributes it to “a pool of university-trained designers” and “several professorships in furniture design”.
 If only university teaching and professors alone could perform such miracles.

    However, Porter’s analysis is not far from the dominating narrative in Denmark explaining the success of Danish modern furniture. While Porter puts emphasis on design as a process in general and the training of designers in particular, most Danish writers on the subject have focussed on two connected narratives that together constitutes the main narrative.

   One focusses on design and praises the functional and artistic qualities of the furniture designed by well-known architects. In this narrative emphasis is on the allegedly Danish speciality of a balance between tradition and modernity.

   This first part of the main narrative has been told mainly by art historians and architects. The other part of the narrative has been advanced primarily by the master cabinetmakers and their guild. It focusses on the production side and stresses the very high quality craftsmanship with which the furniture was produced by skilled master cabinetmakers. The two “sub-narratives” are not inconsistent with each other and together they make up, what I call the main narrative.

   The main narrative combines the design and the production sides and leads to a story about unsurpassed beauty, simplicity, functionality and quality in design and craftsmanship unique to Danish modern furniture. Furthermore it is understood that this was what conquered international markets.

   However, even though a pool of highly qualified furniture architects – or designers as we would call them today – was, of course, indispensable it took more than the aesthetic expression and the great craftsmanship of the producers to make a success. A whole set of economic, institutional, social, cultural and ideological factors worked together to produce the success. This necessary merging of many factors has been called “latch up” by the American sociologist Harvey Molotch.

   It is this “latch up” that I am interested in. By emphasizing the many different factors that influenced the outcome, and by stressing the time perspective and, thus, the historical dynamics of the process, I want to advance a more comprehensive, multicausal and dynamic explanation for the success of Danish modern furniture.

I have several theoretical starting points. First, I consider a constructivist approach to the subject of furniture design and consumption, and interior decoration necessary in order to understand how the construction of meaning attached to furniture influenced Danish modern furniture’s postwar succes among certain comsumer groups.

   Furthermore, the attachment of meaning by consumers to modern Danish furniture cannot be understood without looking at the underlying narrative or discourse explaining the beginning and further development of Danish modern furniture.
 This narrative, which I have already sketched, formed the necessary basis of the continuous marketing and branding of Danish Design by a network of designers, commentators and producers.

   Taken together, I argue, it was the continued interplay between this narrative and the meanings attached to the furniture by consumers and retailers etc. that came together and resulted in the construction of Danish Design or Danish Modern as a well-known international brand. Furthermore, I consider this branding process as crucial to the international success of Danish Design.

   At the same time, I consider the underlying narrative about the success of Danish modern furniture important for the construction of the brand as well as for the various historical actors’ understanding of what modern Danish furniture design was all about. This means that the main narrative and its two sub-narratives and the meanings they attached to the furniture and the various actors created path dependence and limited the choice set of the actors and thus demarcated, what actions and decisions was possible and which was less possible. In other words, I take the position that language and discourse are not neutral descriptions of the surrounding world, but takes active part in the constitution of social reality.
 

   Second, and at another level, I use institutional and network theory to understand and explain the dynamics of the crucial historical actors’ strategic and innovative actions and decisions. I see no contradiction between New Institutional Economics’ concepts of formal and informal institutions and constructivism. Quite the contrary, language and discourse can be implemented, I think, in institutional analysis as one among several informal institutions.

   Douglass North does not enter the postmodern arena but he does acknowledge the role of “culture” as an important informal institution and he stresses that “subjective mental constructs” and ideology are important factors concerning the preservation of institutions and organisations – whether they are efficient or not. He also claims “… the historically derived perceptions of the actors shape the choices that they make.” They do, in other words, create path dependence.

   North sees this as cognitive problems that inhibit actors’ capabilities of acknowledging the real world out there and act rationally and learn from the information feed back that they receive. But I would argue that what is important is not the real world out there, but how people make sense of it, and they do that by constructing narratives. Actors acquire the “historically derived perceptions” through discourse – through narratives.

   According to the philosopher David Carr narratives create meaning and are constitutive of action and experience and of the self as well as of groups. Stories are

… told in being lived and lived in being told. The actions and sufferings of life can be viewed as a process of telling ourselves stories, listening to those stories, acting them out, or living them through. … Sometimes we must change the story to accommodate the events; sometimes we change the events, by acting, to accommodate the story.

   Therefore, while North presents the problem as one of bias where actors are not capable of cognitively processing in a neutral way the information feedback they get, I would argue that the role of the narrative is more fundamental in the people understand their surroundings. I thus propose that discourse should be considered an institution, and an important one, in NIEs conceptual framework.

   This means that a narrative at least partly determines the meaning people attach to their social world, and it creates path dependence because it limits the choice set available over time to the actors. On the other hand it is important to make it clear that a narrative to be of any consequence cannot contradict historical reality, as we know it from other well-established evidence.

   As for networks I try to show that the actions and decisions of the various actors – architects, cabinetmakers and others – were interrelated and not just a matter of reducing transaction costs. Their actions was “… embedded in concrete, ongoing systems of social relations.” In short they constituted a network, but a network not only of interest but also of passion.

What are the consequences of this approach? It means that consumers’ decision to buy certain pieces of furniture depends not only on its physical function and appearance, but also on the more psychological functions attached to distinction, lifestyle, self-fashioning, taste and fashion. These have to do with the meanings that are attached to the furniture, and the basic narrative that was supported by the marketing and branding of the furniture at least to a certain degree determine those meanings. I am going to argue that Danish modern furniture’s post-war success was tied to the branding and the narrative, which stimulated consumers’ demand by influencing their taste and thus their preferences.

   It is interesting that this hypothesis of “top-down” movement from producers to consumers is in contrast with other research that has found evidence that producers paid serious attention to consumers and therefore that design were influenced by a “bottom-up” proces.

   It means that an object, say a chair, has to fulfill a range of needs other than that of being comfortable to sit in to appeal to a consumer. Ironically, functionalist chairs are not always comfortable. In spite of the claims of functionalist designers, however, comfort is not necessarily the most important basis of consumer’s choice. The chair must be aesthetically pleasing and appeal to the consumer’s taste, and it must express the lifestyle and perceived personality of the consumer who buys it as well.

   There are no absolute norms or rules, however, for what fulfils these needs of the consumer, because consumers are not one homogenous group. One important function of furniture and other consumer products as well, is to create and mark distinction. In buying a certain style of furniture, the consumer hopes to express certain values about himself and thus to show which social and cultural groups he belongs to, and which he does not belong to.

My overall framework is this. The market entry of modern furniture in Denmark was by no means easy. Most consumers did not want it and the furniture industry in general was not risk prone enough to produce modern furniture when they saw no demand for it. Thus, markets and demand had to be created, a slow process that could be seen as an Schumpeterian innovation “opening” a new market.

   The branding process that created these markets involved a complicated and elaborated network of designers and architects, schools, cabinetmakers and other producers, distributors, agents and furniture retailers, and not least organisations where all these people could meet on a regular basis. They arranged domestic and foreign exhibitions, they published magazines, books, and booklets, and they gave lectures and other presentations.

   Danish modern furniture design was not just another economic and market based activity. It was also connected to a social and cultural network of people with radical new ideas about furniture design and furnishing for ordinary people. The general background was the industrialisation and the social, cultural and ideological transformation of Danish society – in short modernisation. In Denmark the modernist movement was called functionalism and it provided for a break with former patterns of design, consumption and living.

   The training of designers and their actual designs influenced the narrative and the storytelling about it, of course, and the construction of the brand, and the narrative also must have inspired the designers and producers. It was, so to speak, a perpetual process until – some time around 1970 – it all stopped. Not because designers stopped designing but because the institutional and organizational basis of the network – and with that innovation – was gone.

In this paper, I analyse the construction and empirical background of the narrative on Danish modern furniture. I focus on the establishment and functions of the network of actors that created the innovations in design, production, marketing and branding. This focus has also to a certain degree been analysed convincingly by Kevin Davies.
 Davies focusses mostly on the concept of marketing and on the UK market, however, while I use a different approach and argue that Danish Design was constructed as an international brand.

Danish furniture, 1930-1970

The general social and economic background of modern Danish furniture was, of course, the industrialisation process and the concomitant rise of functionalism in architecture and design. As in many other countries Danish functionalist architects argued that there was a huge and genuine need for new mass-produced functional furniture for ordinary people.

   In cooperation with industry, they wanted to develop standardized types of furniture – chairs, tables, buffets and so on, and they were strongly opposed to historical style imitations, which were considered dishonest and nonfunctional. Instead of Victorian style furniture and furniture suites, they wanted industry to mass-produce standardized, modern pieces of furniture that could be supplemented when needs changed or new needs arose.

   In this sense there was no real difference between Danish functionalists and international modernists such as Charles Eames, le Corbusier and the German Bauhaus School. The functionalist doctrines “forms follows function” and “less is more” as well as le Corbusiers phrase that “a chair is a machine to sit in” were in general quite well received by young, radical architects in Denmark. Due to historical and institutional reasons, however, the Danish modern furniture tradition developed quite different from, say, German or French traditions.

   Even though the modernization process of Denmark had been well underway for some years by 1930, the furniture industry was insignificant and fragmented. Most industrial producers were very small, and their general attitude towards the new ideas of functionalism was that there was no demand from consumers. In spite of severe criticism from architects most producers continued making traditional suites of furniture in historical styles. They argued that this was what consumers’ wanted – including the lower classes that, even though they lived in very small flats, wanted to emulate the Victorian furnishings of the upper classes.

   There was, however, a beginning of something new. A few producers made modernist furniture inspired by Bauhaus and based on new material like steel tubes. It was not very well received by the young architects, however, who labelled it “funkis”. “Funkis” was claimed not to be really functionalist in its design, but rather made with more respect to fashion and form than to function and rational considerations. Furniture made of steel tubes was also said to be like hospital furniture and unsuited to private homes – it was, to use a keyword in the Danish debate, not cosy.

   A few other companies, notably Fritz Hansen, cooperated with architects to produce relatively cheap modern furniture, but it was another new trend that became the most important and gave impetus to the later fame of Danish Design. It was based on a strategic alliance between cabinetmakers and young architects.

    It was no small paradox that, in cooperation with the designers, the first movers of innovation in Danish furniture design and -production was to be the traditional cabinetmakers. It was the cabinetmakers from the more than 350-year-old Copenhagen Cabinetmakers Guild who entered into cooperation with young furniture designers and created the beginning of Danish modern furniture.

   Thus, in spite of the functionalist ideology of the young architects, it was – with a few exceptions – not the furniture industry that initated the change. The cabinetmakers produced individual pieces of high quality handmade furniture and they prided themselves with good craftsmanship. Their furniture was expensive and beyond reach of the ordinary people who needed cheap functional furniture. In spite of this, it became the basis of Denmark’s success in furniture design.

   What happened was, briefly, that at least four factors worked together – design, production, networking and marketing and branding. In the following sections I will consider first, the design aspect, then the producers, the networking, and marketing and branding in Denmark and abroad respectively.

Design 

In 1924 the Royal Academy of Arts appointed Kaare Klint as a reader in furniture design. He later became a professor and the head of the Furniture School at the Academy and he has been attributed with the development not only of a special and claimed more “genuine” functionalist approach to furniture design, but also as the founder of a “Klint School” among Danish furniture architects of which he trained quite a few. The Klint approach was and still is presented as an alternative to the international modernist approach in that Klint built on existing types of furniture but concentrated on its function – not its form.

   To a certain extent, this is a myth, but it is still an important part of the dominating narrative of Danish modern furniture, which has been told over and over again in books, articles, brochures etc. This discourse about the unique Danish tradition arose quite early, and it is an important part of the understanding of Danish modern furniture.

   What Klint did was that, together with his students, he developed a systematic and rational approach to design where focus was on the analysis of the dimensions of human beings as well as of typical pieces of furniture. It has been said that instead of beginning with the outside of the furniture he began from within.

   Klint’s approach was quite typical for the period. It could be argued that he tried to develop furniture design into a scientific discipline – a Tayloristic approach to the analysis of the functions of different types of furniture. However, while Klint certainly did analyse intensively on the dimensions and the function of the furniture he designed, it would be wrong to accept the general narrative that he was not interested in form. 

   On the contrary, it is obvious from Klint’s design that he was obsessed with geometry, and this obsession had a negative impact on functionality. It is not all Klint’s chairs and sofas that are comfortable to sit in, and from simple inspection it is obvious that form mattered as much to him as function.

   Furthermore, almost all Klint’s furniture was handcrafted by cabinetmakers from expensive materials such as Cuban mahogany, which meant that it was beyond reach of the ordinary people that the functionalist movement aimed at. This has been overlooked, however, in the construction of the narrative about Danish furniture. So much in fact that a recent book on the history of modern design claims that Klint’s focus was on developing furniture for ordinary people.

   This part of the narrative can be found in many places. In its July 1959 issue the American magazine, House Beautiful, wrote that 

One overriding characteristic of useful Scandinavian objects is that so many of them qualify as timeless art. Why should this be so? The distinction between art and practiced art, a distinction that seems to exist in America, does not exist in Scandinavian countries. Their designing starts with the problem and attempts to solve it in the most direct way. If the solution is inspired enough, it will produce beauty naturally.

The magazine goes on, claiming that Scandinavian architects and designers, being craftsmen themselves and keeping in contact with producers, produced “very democratic design”.
 In an article on Hans Wegner, House Beautiful, connects him with the Klint School, and then goes on that “Klint … was one of the guiding lights in modern design. He led the revolt against the imitation of past forms; he preached that honest materials honestly used solve human needs with directness and beauty.”

   It is obviously the Klint School narrative that is presented here and connected to the concept of timelessness. If the object is functional, it is beautiful, honest and timeless. These examples serve to illustrate the importance of the narrative angle. I will argue that what matters in assessing the importance of history is not so much what really happened but how the past is represented. It is this representation of the past that determines what is collectively remembered via discursive action.

   While the Klint School-narrative cannot stand for closer scrutiny, it does, of course, in some ways correspond with what we can know from the available material about the development of Danish modern furniture design and production. Klint did train several of the young furniture architects at the Royal Academy, and many of them adhered to the principles that he taught.

   There was, however, also another school of furniture design called the School of Arts and Crafts, so in general Porter is right to refer to training as an important aspect of the success of Danish furniture. An interesting aspect of the training of Danish furniture designers is that many of them were trained as cabinetmakers before they went on to study design. This meant that they were trained in working with wood and that they knew the limits and possibilites of this material.

   Even though Klint is still presented as the founding father of Danish modern design, it is fair to say that it was not the Klint School that made the international succes of Danish Design. Quite the contrary, already by the end of the 1930s criticism arose of the Klint School style. A more free approach towards functionalist furniture developed, which gradually broke the Klint School’s dominance.

   It was a new generation of young designers who around 1940 developed new and more expressive ways in their design. It was, however, still based on wood as the primary material and on handcrafted furniture by highly qualified cabinetmakers. Among the foremost representatives of this new and more free-style trend were Hans Wegner and Finn Juhl whose furniture was taken on by the furniture industry from the late 1940s and early 1950s. Their design would also prove to be particularly succesful abroad, especially in the Unites States.

   At the beginning of the 1950s yet another approach developed. It was more in alignment with international modernism, and its foremost representatives were Arne Jacobsen and Poul Kjærholm who also broke away from the close cooperation with cabinetmakers and the use of wood. Rather, they used steel as their material and they cooperated with the most innovative industrial producer of modern furniture the firm of Fritz Hansen.

   It was these two design approaches that conquered the international markets for modern furniture in the postwar period. They were not in the first place related to the Klint School, but still the narrative about Danish modern furniture supported the basic marketing and branding process, which secured the success. Besides the Klint School part of the narrative, there was also an important other part, which concerned the production of the modern furniture. 

Production

During the 1920s the traditional craft of cabinetmaking came increasingly under pressure from cheap furniture suites produced by the emerging furniture industry and even more from imported cheap furniture suites. The Copenhagen Cabinetmakers Guild lobbied the Government to limit imports by duties and by other means, but in general this strategy was not succesful. In order to increase their visibility and to get in direct contact with consumers, in 1927, they established the Copenhagen Cabinetmakers’ Guild Exhibitions, which proved to be a success. Over the years so much in fact that they went on every year for 40 years and became one of the well-known institutions in Danish Design.

   The success was based on the slowly developing cooperation between some of the cabinetmaker-exhibitors and the young furniture designers including Kaare Klint. From 1930 onwards this cooperation became gradually more and more established, but not without controversy. These controversies arose out of differences of opinion concerning the style of the exhibited furniture.

   Like the consumers were conservative in their taste, so were the cabinetmakers. During the first part of the 1930s there were continuous conflicts about what furniture style to produce and exhibit. In the mid-thirties, however, the cabinetmakers with a modern approach who wanted to cooperate with the young designers won this conflict.

   It was probably good fortune that the regulation on imports that followed with the depression also cut away foreign competition, and the result of this development was that fewer and fewer pieces of furniture in historical styles were exhibited and it became the order of the day that all exhibitors (approximately 25 in total) presented new models every year. From the end of the 1930s the cooperation between cabinetmakers and designers developed into long-term relationships where the same designer designed new models to the same cabinetmaker year after year.

   Thus, long-term relationships between designers and producers were established. Some of them lasted for more than 25 years and made it possible to build up knowledge about each other’s methods and ideas and to develop a high degree of trust in the cooperation. Among the best-known relationships are the cooperation between designer Hans J. Wegner and master cabinetmaker Johannes Hansen, Finn Juhl and Niels Vodder, Børge Mogensen and Erhard Rasmussen, and Kaare Klint and Rud Rasmussen, but there were many others. 

   In this way a network was established that institutionalised cooperation and competition at the same time. The cabinetmakers set up their own organisation The Cabinetmakers’ Guild Furniture Exhibition independent from the Guild itself. The competitive element was intensified in 1939 when these exhibitions introduced competitions for new furniture designs. This increased the architects’ incentive to cooperate with the cabinetmakers and to make interesting new models each year.

   Both designers and cabinetmakers also met in their organisation The Danish Society of Arts and Crafts and Industrial Art and at Den Permanente (a permanent sales exhibition, see below) with other modernist designers and producers.

   By the end of the 1930s functionalist hand crafted furniture made of wood and in a very high quality dominated the annual Cabinetmakers’ Guild Furniture Exhibitions. Besides the Klint School aspect, this aspect became the important other part of the traditional narrative about Danish modern furniture design.

   The other and perhaps more important part of the narrative concerns the assertion that Danish modern furniture’s success built on the combination of modern design with traditional craftsmanship using wood as the predominant material.

   This narrative emphasised over and over again the handcrafted quality of the furniture made by the members of the Cabinetmakers’ Guild Furniture Exhibitions, created a path dependence that impeded innovations with respect to production methods as well as materials. This happened when the initially succesful but also paradoxical cooperation between modern architects and traditional master cabinetmakers became an obstacle rather than a catalyst for innovations.

   The narrative left no doubt that modern Danish furniture was made by master cabinetmakers from carefully selected wood that was hand crafted in a very high quality. The good craftsmanship is at the centre of this narrative, as a few examples may illustrate. In the catalog from the Cabinetmakers’ Guild Furniture Exhibition in 1958 the chairman explained why their logo pictured a renaissance cabinetmaker:

He has taught us the craft we practice today, taught us respect for the good and honest craftsmanship. More than four hundred years ago he established the Guild that is the precondition for our exhibitions. He has established the craftbased tradition that forms the basis of our work today.

He then went on to emphasise that the Cabinetmakers’ Guild was continuing the tradition. This was even more important since it had become the model for the furniture industry, which “increasingly employs the outstanding furniture architects who have had their training and experience through the cooperation with the cabinemakers at the annual exhibitions.”

   One of the results was that during the cabinetmakers’ golden years industrially produced furniture was consistently compared to the hand crafted furniture in terms of quality. What is interesting is the high degree of concensus that the quality of industrially produced furniture was as good as that made by the master cabinetmakers. The reason was, of course, that most furniture companies employed trained cabinetmakers and that the production process was still craft based to a considerable degree.

   In a review in the November 1960 issue of Interiors, the reviewer summed up the present state of Danish furniture design. He argued that “the latter-day industrial revolution that has taken place in Denmark [is proof that] the change from small craft shops to large factories has, if anything, enhanced and secured Denmark’s reputation for design leadership in home furnishings.”

   Apart from the fact that cabinetmaker Johannes Hansen probably hated to have his workshop called a factory, the point was important. First, it stated that Danish Design actually was considered to be among the leading nations in furniture design and, secondly, it stressed the emphasis on quality that originated with the cabinetmaking tradition.

   The high quality of the cabinetmakers’ furniture is also witnessed by letters from Americans who bought Danish modern furniture during their visit to Copenhagen. In May 1955 Harry Harper Jr. of New York, wrote a letter complimenting one of the members of the Cabinetmakers’ Guild Furniture Exhibitions for a desk he had made. Harper thanked for the “… great satisfaction and pleasure that the desk has given me. It is beautifully conceived and the workmanship that has gone into it reflects nothing but credit for the skill and conscientiousness of your Danish craftsmen. Altogether, it is one of the most deeply satisfying purchases I have ever made.”

   In 1952, a professor and his wife of Palo Alto, California who had been to Copenhagen also thanked the master cabinetmaker for the “fine work”, as did, in 1959, a gentleman from Los Angeles, who had shown his desk and chair to his friends who “… agrees that they are outstanding both in design and execution.” He ended his letter with his and his wife’s “sincere thanks for helping make our home more pleasant.”

   Considering House Beautiful’s article on Hans Wegner’s furniture it is small wonder that Americans came to stress the good workmanship. In the July 1959 issue it said that

Wegner is known and respected as a craftsman by the cabinetmakers who do the cream of his work – the entirely hand-made pieces  – in the small but eminent factory of Johannes Hansen. A total of 18 craftsmen each work on the individual piece like juwelers, molding the wood so that it seems almost fluid, creating the almost imperceptible joinings, fitting in the hardware with the precision of diamond-setters. The only standard seems to be perfection.

The magazine articles corresponded with the narrative that was being built up in Denmark about the origins and development of Danish modern furniture. In one sense and in a certain period this was an immense strength for the network. Later on, however, when industrialisation belatedly reached Denmark, it came to limit not only the possible strategic choices of the cabinetmakers in particular and the furniture industry in general, and thereby, it seems, the innovative capacity.

   Since the meanings attached to the narrative stressed the importance of the traditional craft based way of making furniture, it was difficult for the master cabinetmakers to convert themselves into industrial producers, when competitive pressures made survival increasingly difficult. It also meant, of course, that it was difficult to innovate with respect to materials and this set certain limits to what sort of furniture could be produced.

   This lack of innovative capacity seems to have been connected with the fact that it were the cabinetmakers that ran the risks connected with carrying out the architects’ new designs. The furniture industry on the other hand had with the usual exceptions not really developed a capacity for innovation, since they tended to take over only after the initial costs of developing new models had been carried by the cabinetmakers.

   The exception to the rule that the industry was averse to risk and innovation was Fritz Hansen. Early on, it arranged competitions for new furniture to be mass-produced, and later on the company developed Arne Jacobsen and Poul Kjærholm’s furniture based on materials like steel and fibreglass and with a different expression. This was an entirely new and more international modernist trend in Danish furniture design, even though it also needed – and still does – a relatively high content of craftsmanship in the upholstery process.

 Thus, while the dominating narrative about Klint as the founding father of Danish modern furniture design should be seen as a good marketing story,
 it is not an adequate explanation in order to understand the trend in furniture design that won the scene from the late 1930s and early 1940s. Furthermore, the emphasis in this narrative on handcrafted furniture and the role of the traditional cabinetmakers had negative consequences on the strategic choices and capacity for innovation in the furniture industry. If language and discourse is considered an institution, these problems can be understod by the use of New Institutional Economics’ concept of path dependence.

   In spite of these qualifications and problems, however, it is interesting that Danish modern furniture design had it’s break-through from this rather unusual and paradoxical alliance between modern designers and traditional cabinetmakers.

   It was, indeed, this meeting between tradition and modernity that for a while resulted in an immense success. What made it possible was probably to a certain extent the fact that many of the designers were also trained as cabinetmakers. This meant that the two groups shared a common background and knowledge, and that they were familiar with the strengths and limitations in working with wood. This common experience and knowledge also contributed to the networking functions of the various actors, and to the strong allegiance to the narrative of craftsmanship.

   On the other hand the alliance was doomed to decline and fall when the furniture industry finally took over in the postwar period. This began in the 1950s and was fulfilled in the 1960s – in short in the same period when Danish modern furniture achieved international fame and was established as an international brand. This success was built upon by the furniture industry, and from about 1960 most of the cabinetmakers of the Guild were experiencing a decline.

   The most important exception to this rule was probably Johannes Hansen’s workshop that produced Hans Wegner’s furniture. It was as close to a factory as you could imagine, but he insisted on keeping the word “cabinetmaker” in its logo.

   The furniture industry now took over the designers and the designs from the cabinetmakers. The beginnings of this tendency was there already during the second half of the 1940s when – at last – the furniture industry recognized that there was a demand for modern furniture. For instance, Finn Juhl and Hans Wegner, while still working with the cabinetmakers, began to design for industrial producers as well. They did so by adjusting existing designs to industrial production.

   The cooperation between designers and industry increasingly created tensions between cabinetmakers and the furniture industry, and even between cabinetmakers and designers. The cabinetmakers became less and less competitive, and domestic and international consumer patterns changed. In reality cabinetmakers had functioned as R&D departments for the furniture industry, but without getting the related profits when mass production took over. This is only part of the explanation, however.

   Another interesting part of the problem is the fact that even though the cabinetmakers – for what we know – did make relatively good profits during the 1950s, only a few of them managed or even tried to reorganise their workshops into industrial manufacturers. They had no knowledge or experience in sales or marketing, and as already discussed they were also kept back by their own narrative and self-conception and pride of their “good workmanship” that meant so much to them. By the end of the 1950s the time had come when the narrative seriously limited the choice set of the cabinetmakers.

   When a reorganisation of the production became necessary the membership of a more than 350-year-old guild did not prove an asset but rather a liability. The narrative had created an institutional path dependence. The cabinetmakers of the Guild identified themselves so much with their traditional role as cabinetmakers that they could not possibly see themselves as industrial producers. This was also why Johannes Hansen, when he had to move out of inner Copenhagen to a more spacious workshop, felt a need to explain himself.

   It was in 1958 and the reason was his success with Wegner furniture. In an invitation to his cabinetmaker colleagues to attend the inauguration of his new workshop, he stressed the problems related to the increased use of machinery in furniture production. It is noteworthy that he did not write “factory” or “plant” but “workshop” while at the same time he stressed the need to massproduce furniture.

The new workshop, which has relieved us of a heavy lack of capacity, should enable a continuation of the firm’s effort to achieve rationalization gains. However, there will be no break in our line of products, which will keep its craftsmanlike characteristics.

One can almost feel how important it was to Johannes Hansen to tell his colleagues that he was not becoming an industrialist. When asked by a reporter a few years earlier how many pieces he had produced of his most popular chair, he first jokingly declined to tell because his colleagues would then not consider him a cabinetmaker. He then admitted that he had produced 3.000 pieces of the chair, but at the same time assured the reporter that they had all been made by skilled cabinetmakers.

   Contrary to this, many cabinetmakers in the province converted themselves into industrial producers and called themselves furniture factories. The small industrial furniture producers that Hans Wegner began to work with around 1950 had also started as cabinetmakers. During the 1950s cooperation between designers and the furniture industry developed fast. Hans Wegner cooperated with five industrial furniture producers and one cabinetmaker (Johannes Hansen). Finn Juhl with three Danish and one US industrial producers and one cabinetmaker (Niels Vodder).

   This pattern became quite common during the 1950s but the specific form of cooperation was very different, and there were exceptions. The most important exception was Fritz Hansen, which was already well established as an industrial producer in the 1920s. During the whole period Fritz Hansen proved the most innovative industrial furniture company. It not only cooperated with architects from the very beginning of the functionalist period, it was also instrumental in expanding the concept of design to include production and transportation needs into the design process. Fritz Hansen was the first Danish producer to make knockdown furniture, and it also had a stronger international outlook than any other Danish furniture producer.

    Another important innovation was that of the co-op stores FDB, which in 1942 established a furniture design office headed by Børge Mogensen, a Klint student. The office was called FDB-Møbler (Co-Op Furniture), and the explicit purpose was to design and produce cheap, functional furniture at a reasonable price for ordinary people and to be distributed through the nationwide retail chain FDB outlets. This initiative demonstrates quite clearly that at that time the Danish furniture industry had still not accepted the idea that there was a general demand for what was referred to as honest, sound and democratic furniture. While FDB-Møbler became an important provider of modern furniture to the domestic market, it was probably not an important player in the export markets outside Scandinavia.

Networking and preparation of the home market

I have already emphasized the importance of the cooperation between designers on the one hand and producers – cabinetmakers as well as furniture companies – on the other. Even though there were long-term relationships, designers were not “in-house” designers, and this contributed to the distribution of knowledge and trust between firms and individuals. Equally important, however, a few organisations were also instrumental in creating the institutional framework needed for the network to function.

   These organisations were not just narrow interest organisations focussing on economic interests and goals. They were also social and cultural organisations providing an innovative and committed context for designers, producers and intellectuals with a connection to the functionalist movement, which developed since the 1920s. There was a passion of interest and a constant circulation of new ideas and concepts in and between these organisations; they functioned as connecting links within the broad network of designer, producers and others with an interest in design.

The most important of these organisations were:

· The Danish Society of Arts and Crafts and Industrial Art (Landsforeningen Dansk Kunsthåndværk)

· The Cabinetmakers’ Guild Furniture Exhibitions (Snedkerlaugets Møbeludstillinger)

· Den Permanente

And less important:

· The Furniture Producers’ Association (Møbelfabrikantforeningen i Danmark)

· The Central Association of Furniture Retailers’ in Denmark (Centralforeningen af Møbelhandlere i danmark)

Already during the 1930s these organisations staged exhibitions of Danish modern (and not so modern) furniture, and – as mentioned – from 1939 the Cabinetmakers’ Guild Furniture Exhibitions also staged annual competitions for new furniture designs. In the second half of the 1940s and particularly during the 1950s this activity accelerated and expanded. At the same time the publishing of magazines became an important part of the network and branding activities.

   Since 1928 The Danish Society of Arts and Crafts had published a monthly magazine, Nyt Tidsskrift for Kunstindustri (from 1948, Dansk Kunsthåndværk) and in 1955 the Furniture Producers’ Association changed the title of its monthly members’ magazine from Møbelfabrikanten (The Furniture Producer) to the multilingual Mobilia, which at the same time started to aim towards a wider Danish and international public interested in Danish furniture design.

   The Danish Society of Arts and Crafts was an interest organization with the purpose to promote the interests of its members. This purpose corresponded with an effort to spread the knowledge to and acknowledgement of Danish arts and crafts. The members were designers, producers, ceramists and other small independent handicraft designers, but also larger industrial manufacturers and workshops as well. From about 1930 to 1970 this association was an important centre for designers and producers of Danish Design whether it was furniture, ceramics, textiles, glass or silver. Especially during the 1950s it developed into an efficient centre of propaganda for Danish Design at home as well as abroad.

   Another and equally important organisation was Den Permanente. Established in 1931 by members of the Danish Society of Arts and Crafts it was meant to function as a permanent sales exhibition of Danish Design. Several hundred producers and designers soon became members and their products were subject to censorship before they could be accepted at Den Permanente. Den Permanente developed into the most important outlet for the Cabinetmakers Guild Furniture Exhibition, and became instrumental in spreading the knowledge of Danish Design abroad.

   The cabinetmakers had a monopoly of selling furniture at Den Permanente. This meant that until 1963 with a few exceptions the furniture industry could not sell its products there. This was the case even during the 1950s when several industrial companies cooperated with the same designers as the cabinetmakers did, and even though the quality of the furniture was recognized as being of very high quality with respect to construction and design.

   Like the Danish Society of Arts and Crafts Den Permanente was an association not a business. The exhibitors were members who elected the board and decided on important questions at the annual meetings. It arranged special exhibitions, and during the 1950s and the beginning of the 1960s Den Permanente became well known as far away as Japan and the US. Approximately 75 per cent of the sales went abroad, primarily to the US.

   For the simple reason that the furniture business was the most important in “cultural” as well as economic terms, the most prominent members of the design network were the furniture designers and producers, primarily the cabinetmakers, and a few prominent, ownermanaged furniture companies like Fritz Hansen. Several of them took part in the collective management of these organisations, and a few also wrote articles in magazines, books etc. They spread the message all over the country that modern furniture was about “modern democratic simplicity” and part of a “natural and healthy development”.

   One of the ideas among consumers that the design network was up against was that modern furniture was not cosy and comfortable. It took some time before consumers – and producers – accepted the idea that furniture did not need to come in big upholstered suites to be comfortable and cosy. The conversion of the traditional cabinetmakers’ preferences for historical styles to modern furniture had not been easy and neither was the conversion of consumers’ taste in furniture. This problem was at the center of the discussion between functionalist designers and producers on the one hand and traditional producers on the other. The former group claimed that the consumers would buy modern furniture, if only it was available at reasonable prices, while the latter argued that they only produced what the consumers wanted.

   It is not easy to say who was right, since there is not much material left from producers concerning the buyers of the furniture. There are signs though, that the acceptance by the Danish consumers did not come easy. The first groups that bought the new style in furniture were probably consumers with cultural capital, i.e. intellectuals and others who were already inclined towards modernism.

From there, acceptance gradually spread to other consumer groups. This increasing acceptance must have been due among other things to the many articles and books, and even films not only about furniture but also about how to furnish the rooms in one-, two- and three bedroom apartments. The FDB-Møbler initiative from 1942 was also an important step forward in order to spread the message.

   Already from the 1930s there were numerous efforts to influence consumers’ choice. Advertising was one way, but there were also magazines like Bygge og Bo. Tidsskrift for moderne hjem (Building and Housing. Magazine for modern homes) and Nyt Tidsskrift for Kunstindustri (The New Magazine for Industrial Arts. Later Dansk Kunsthåndværk).
 In addition, numerous books on interior decoration were published with titles like Sådan skal du bo (This is how you should live), Bo Bedre (Live better), Bo Rigtigt (Live correctly) etc.

   Besides, there were exhibitions, ads in magazines, and lectures arranged by the Danish Society of Arts and Crafts were held all over the country. And there were numerous stories in newspapers, radio and later on in television. It all amounted to a major marketing and branding effort that gradually influenced consumers and increased demand for modern furniture.

   One of the books was published by The Danish Society of Arts and Crafts. It was called Møbelbogen (the Furniture Book) and it showed drawings of modern furniture by young architectural students and their teachers. The book was aimed at consumers as well as cabinetmakers and it also presented examples of how to furnish apartments with modern furniture.

   The book was published in 1945 and sold out fast. The number of that kind of books increased each year, and the message could not be mistaken. As Møbelbogen stated, “fortunately it seems that the number of people producing good furniture are increasing. But customers must make clear to themselves what their needs are, and until they do, we cannot get rid of furniture in the style of renaissance or other styles that stand like tombstones in many homes making life difficult for the housewife.” Modern furniture, on the other hand contributed to a light and easy life.

Figure 1: Danish furniture production and export 1947-2003.
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In the end the wanted effect materialised as witnessed in figure 1. The general increase in incomes and the change in residential patterns where more and more people moved to larger apartments or to their own houses increased the demand for furniture. From the end of the 1940s modern furniture was the “natural” choice for some consumers when shopping for new furniture. More and more department stores and furniture stores carried modern furniture. The first retailers that sold modern furniture also advertised in newspapers and magazines and some even cooperated with designers. It is not too much to say that the consumers were bombarded with marketing and branding statements.

   All the magazines, books, exhibitions and films amounted to a major cooperative marketing and brandin effort that at first was aimed at convincing Danish consumers that modern living took modern furniture. FDB-Møbler made a film about all the good things that modern furniture could provide for – the title was “A bright and happy future.” Around 1950 it seems that an expanding group of consumers were opting for this bright and happy future and bought modern furniture. The next challenge was to sell Danish modern furniture to the rest of the world. This was accomplished by the construction of an international brand – Danish Design.

Conquering international markets

During the last part of the 1930s there had been a beginning international interest in Danish modern furniture. International guests visited the annual Copenhagen Cabinetmakers’ Guild Exhibitions, and Den Permanente took part in an exhibition of Danish arts and crafts in the US in 1938-39. At the New York World Fair in 1939, Swedish industrial art was established as a brand – Swedish Modern. Denmark participated in the World Fair as well, but with very little furniture – the exception being, once again, Fritz Hansen.

   Already then, the basic characteristics of the narrative of Danish Modern were expounded. Thus, the Danish exhibition catalog, which was prepared by The Danish Society of Arts and Crafts and Den Permanente in common, emphasised the influence of Kaare Klint as well as the “genuine, professional workmanship” carried out by “several notable handicraftsmen”.

   The emphasis was not only on furniture but also on silver, porcelain and other industrial arts and lines were drawn back in time to the 19th century, and the uniqueness of Danish industrial art, which

Possesses a homely tone in nature and character, capricious effects having been unknown to us. But our best works are characterized by the will to produce genuine, technical workmanship, a sound critical attitude to untimely modernism, but also a natural desire to take up the problems for renewed investigation and solution in accordance with the exigencies of the times.

The narrative was clearly well constructed before the international break-through for Danish modern furniture, which could be dated around the end of the 1940s. It all depends on the definition of “international” and “break-through”, of course, but it is clear that it was around that time that exports began to increase.

   Kevin Davies has shown that there was a significant difference between the furniture that Denmark exported to the UK and to the US respectively. In the UK the utility program and probably also the lower level of income in general meant that it was primarily cheap furniture that was exported to the UK. This meant that the expensive hand crafted furniture from the Copenhagen cabinetmakers was not in significant demand there.

   In the US, on the other hand, the level of income was higher and there were no import restrictions and no dollar gap to limit the import capacity. Most likely taste was also different among the consumer groups with the social and cultural capital needed to buy Danish modern furniture made by the cabinetmakers of the Cabinetmakers’ Guild Furniture Exhibition.

   The problem was another one: how to get entry to a market thousands of kilometres away? Most of the Danish producers were very small workshops with a limited capacity. They produced for the home market and they did not have an export organisation ready or for that sake the necessary knowledge to pursue export to the US.

   Another problem was how to make American consumers with the necessary purchasing power to know about and want to buy Danish modern furniture. Since Swedish modern had been an established concept for some years, there was a certain interest in Scandinavian arts and crafts, and quite soon after the end of the war, the furniture producers began to discuss the possibility of export. The US market was at the centre of this concern.

   After a beginning optimism in 1945 and 1946, it seemed that whatever demand there had been began to decline, and so did optimism among the furniture producers. What was needed was marketing, but that was expensive and outright impossible for the small cabinetmakers from the Copenhagen Cabinetmakers’ Guild Exhibitions. The solution came through The Danish Society of Arts and Crafts and Den Permanente, which assisted in the coordination between the producers and thuscontributed to reduce uncertainty and network externalities.

   The Society had ambitions about arranging an exhibition in the US and it got into contact with the director of the department of industrial design at the Museum of Modern Art, Edgar Kaufmann Jr. Kaufmann visited Denmark in 1948 to see Danish Design for himself, and while he was apparently rather critical towards the Klint School, he liked the design of Finn Juhl. So much in fact that he wrote an article in the November 1948 issue of the influential magazine Interiors.

   The article had the title Finn Juhl of Copenhagen and it paid homage to Juhl and his chairs.

… all over the world a few people try to continue the work of the great chairmakers of the past, finding forms suited to the life and workmanship of our times. During the last 50 years Denmark has made a special point of encouraging fine cabinet making. The most recent harvest of this careful cultivation is shown in the chairs of Finn Juhl – a successful young architect, teacher and designer in Copenhagen. His work is not isolated but its contemporary spirit and directness of approach make him peculiarly suited to represent the spirit of Danish furniture design.

Over four pages Finn Juhl’s designs were presented, and Finn Juhl himself was not late to follow up on this opportunity. The following year he wrote an article on Danish Furniture Design in the Architects’ Year Book where he critizised the Klint School approach to design that looked “… backwards towards a special period which superficially has a similarity of approach in aesthetic manners.”

   He then went on to point out that Danish furniture designers should work closer together with industry in order to prepare models that were suited for mass production. At the same time, however, he illustrated the article with several pieces of handcrafted furniture notably his own.

   These articles were among the first that introduced Danish modern furniture to a broader international and American audience. 18 months later another article followed in the February 1950 issue of Interiors. The article presented several of Hans Wegner, Finn Juhl, Børge Mogensen’s, and other’s chairs exhibited at the Copenhagen Cabinetmakers’ Guild Exhibition in October 1949, and it seems that this was the first report in the US from this exhibition.

   The article was a well-placed and timely propaganda for Danish modern furniture. It emphasized the close cooperation between the architect-designer and the cabinetmaker and contrasted this to the American furniture industry’s stylists, workers and efficiency experts. It then went on, that

The most obvious result of this method of manufacture is of course that the architect-designer can experiment to his heart’s content. The individual chair does not have to meet with the cautious approval of dozens of buyers who in turn hope to please a mass market of hundreds or thousands of vague and varied consumers. A small number of chairs will pay the designer and the craftsmen for their time and a small number of chairs, of course, is not hard to sell.

It is interesting that this line of arguing resembled the debate in Denmark between functionalist architects and furniture industry. It was easier and less risky, it was claimed, for the small independent cabinetmaker to innovate and develop new models, because he could make one model at a time. Basically this was, of course, a somewhat biased argument, since no furniture producer would mass-produce a new model from the beginning.

   Therefore, the article’s praise of the innovativeness in design, construction and materials was also praise of the cabinetmakers. Only metal, Interiors wrote commenting on the wood based tradition, “is lacking from the Danish vocabulary, for the style is essentially a carved, plastic style rather than a linear one.” 

   There was one chair in particular that caught the attention of Interiors’ readers. It was the chair by Hans Wegner that today is called “the Chair”, and which according to legend was termed the most beautiful chair in the world. The editor’s were flooded with letters from readers who wanted to know where they could buy that particular chair.

   A few months after the chair had been shown in Interiors American customers turned up at Johannes Hansen’s workshop in Copenhagen. They wanted to buy 400 pieces of the chair, which proved a bit difficult since the workshop produced less than ten pieces a week. If one should point to a specific point of time where Danish furniture exports to the US took off it would be the day when the American tourists showed up at Johannes Hansen’s workshop.

   This is anecdotal evidence, of course, but figure 1 seems to corroborate it. In 1950 Johannes Hansen had practically no export at all. Only five years later, in 1955, export amounted to two thirds of total production, and, as already mentioned, in 1958 Johannes Hansen had to move out of Copenhagen to a new and larger workshop in order to be able to expand production. In 1955 he stated that he had now produced 3.000 pieces of the chair.

   Johannes Hansen was a cabinetmaker himself, and like his fellow cabinetmakers he had no particular knowledge about sales, marketing and export. Nevertheless, some of his export was sold directly from his workshop, while other shares were sold via Den Permanente, that had an increasing demand from American tourists, and via Frederic Lunning in New York and Svend Wohlert in San Francisco. Both Lunning and Wohlert had Danish origins, which clearly improved the link between them and the producers back in Denmark.

   The July 1959 issue of House Beautiful also mentioned the Chair by Wegner, and it was undoubtedly better marketing than Johannes Hansen could ever have paid for.

He [Wegner] created a chair – “The Chair”, as it has since come to be known the world over. There was nothing startling or bizarre or experimental about it. It was unwrapped with no fanfare. But it had grace and freshness and, above all, a certain quality of truth which was sensed as if intuitively, by people who never looked twice at furniture before.

There was no end to the acclaim of The Chair, and once again the magazine backed the narrative about the good craftsmanship. Only one year later, in 1960, Wegner and Johannes Hansen landed the ultimate marketing scoop when presidential candidates John F. Kennedy and Richard Nixon used The Chair during a TV-debate.

   Another early succes for Danish furniture in the US was that of Finn Juhl. Juhl’s furniture was also sold via Den Permanente, Frederic Lunning and probably Svend Wohlert, but he was also the first and perhaps only Danish architect whose furniture was produced in the US. In 1951, the same year as Juhl decorated and furnished the Trusteeship Council Chamber at the UN headquarters in New York, Baker furniture in Michigan began producing Juhl’s furniture.

   The result of this development was an ever-increasing American interest in Danish modern furniture. American tourists came to Denmark to Den Permanente, and they brought Danish furniture back home. And they liked it and showed it to their friends. One of the American consumers that I have already mentioned, wrote that

The desk has already attracted the admiring attention of a number of our friends, and some of them have even mentioned the possibility of importing a similar piece for themselves. It makes me wish that there were a branch of Den permanente in New York, for I know of no place now where there is a really comprehensive display of Danish craftsmanship.
Writing in 1955 the customer would only have to wait two more years before he could buy the furniture in New York. At least from 1957 Frederik Lunning began to sell Danish modern furniture from his Georg Jensen store at 667 Fifth Avenue. The Lunning Collection also established a show room in San Francisco and presented a wide range of furniture from the Copenhagen Cabinetmakers’ Guild Exhibitions. The first catalog of the Lunning Collection stressed once again that the furniture was handcrafted  “by skilled artisans whose requirements for quality and finish are unequalled.”

   Another customer wrote that his friends would be in Copenhagen next spring and would “join us as highly satisfied customers.” The professional golfer Steven Edwards was also a customer of the cabinetmaker. He and his wife wrote from Germany “… the buffet is being strongly admired by our friends down here.”

   These letters serve as scattered evidence to illustrate an important point about distincton. The foreign buyers of Danish modern furniture knew what they wanted and what lifestyle and image of themselves they represented when buying this furniture. And it seems that it worked in the sense that their friends wanted the same sort of furniture.

   It all added up to an ever increasing attention to and mention of Danish Design and Danish Modern in books and magazines. Quite a few books were published in Denmark or Sweden in English and it all amounted to a huge branding effort that presented Danish Design and especially furniture over and over again. Even though Swedish Modern had first been established in the US as a brand, it seems that Scandinavian Design more or less became synonymous with Danish Design when it came to furniture.

      And part of the branding effort was, indeed, carried out by a Scandinavian network of organisations for arts and crafts. In 1954 the four Scandinavian countries, Denmark, Sweden, Norway and Finland arranged what proved to be the most important marketing effort ever for Scandinavian design. It was the monumental exhibition Design in Scandinavia.
   Edgar Kaufmann Jr reviewed the exhibition in the May 1954 issue of Interiors. His article was illustrated by two chairs both designed by Wegner and made by Johannes Hansen. In his comments on the exhibited furniture he wrote that

It is noteworthy that all these chairs have outspoken contemporary forms; none lean unduly on the achievements of the past. No other important field of design represented in the show is equally progressive; the furniture designers are clearly the leading group …

He then went on

I wonder if any area of the world other than the Scandinavian North, could muster such a list [of talented designers], could find commerce and industry ready to back them, governments ready to sponsor them … The exhibition “Design in Scandinavia”is an impressive and heartening demonstration of true culture.

From 1954 to 1957 Design in Scandinavia toured the United States and Canada. The exhibition was presented in 27 cities, and it was a huge success, initiated by The Danish Society of Arts and Crafts and its sister organizations in the other participating countries. The marketing and branding effect was immense. A totel of more than 650.00 people visited the exhibition, and press, TV and radio coverage was impressive. Besides the official exhibitions commercial exhibitions were arranged in several of the cities and it was felt on the sales figures.

   Based on the success the four countries established what they called the Scandinavian Design Cavalcade, which had a lot of US press coverage as well. In that connection the July 1959 issue of House Beautiful was centered around The Scandinavian Look in U.S. Homes, and it was Denmark and Danish Design in particular that the magazine focussed on. Besides the editorial pages, the numerous ads illustrates that Danish modern furniture was increasingly gaining a stronghold among certain groups of American consumers.

   Importers and retail chains like John Stuart Inc., George Tanier, Raynor and Dunbar etc. now sold Danish modern furniture in the US, and by now it was not only hand crafted furniture from the Copenhagen Cabinetmakers’ Guild Exhibitions but also pieces from industrial furniture producers like Fritz Hansen, Søborg Møbelfabrik, Fredericia Furniture and many others. From the end of the 1950s Danish Department stores and other retailers produced comprehensive brochures and booklets in English with prices in US Dollars presenting Danish Design to American and other tourists.

   Without exception, these stores all presented the narrative of Danish modern. “Denmark is known all over the world for its exquisite home furnishing, which are characterized by their outstanding design and superb craftsmanship” the department store Magasin claimed in its brochure “Danish Design”.

   Illums Bolighus termed itself “Center of Modern Design” and in May 1961 published an almost 200 page booklet. To emphasise the wood based character of Danish Design the cover was in veneered teakwood, and inside it quoted an article from The Herald Tribune entitled “Denmark for Design”. In it’s brochure titled “Danish Design” the department store Crome & Goldschmidt stated that “Each piece is designed by an artist, and the very good workmanship is ever the mark of Danish handicrafts.”

   The Danish retailers were well prepared to receive the tourist attracted to Denmark by The Scandinavian Design Cavalcade, which had extensive coverage in the House Beautiful issue from 1959. It told its readers “How to visit Denmark, Finland, Norway, and Sweden during the Scandinavian Design Cavalcade.” The Cavalcade was a result of cooperation between the organisations in the four countries that had arranged the Design in Scandinavia exhibition. The four organisations arranged to hold their annual nation exhibitions at the same time in August and September so that tourists could visit all countries during one trip. 

During this season stores, museums, workshops, and factories put on special exhibitions of their finest arts and crafts and furniture. There are design competitions and displays of new products … And, best of all, here’s how you can acquire home furnishings of major importance you might not be able to duplicate at home, and certainly not at Scandinavian prices.

The article even laid out a detailed suggestion of a three-week trip to Scandinavia and explicitly mentioned which shops tourists ought to visit in the four countries. The branding built on the narrative about Danish modern furniture and supported the construction of a certain image and brand of Scandinavian design among the interested consumers in the US. The result was that Danish Modern and Danish Design became a well-known brand in the US. So well known in fact that American producers began using it to brand their furniture even though it was not designed or produced in Denmark. 

   By this time there was an immense commercial interest in Denmark to increase international demand for Danish furniture, which had by now proved an important export business. The Danish network was not late to make use of the situation. In 1960 another exhibition was arranged. The Arts of Denmark was not as big as the Design in Scandinavia had been, but it was shown in New York, Chicago, and San Francisco and some smaller American cities as well. The exhibition once again presented Danish modern design to the American people, and each time there was extensive press coverage.

   In the catalog, architect Esbjørn Hiorth, explained the development of Danish furniture design:

The basic work for the design of light, modern types of furniture that fit naturally into a modern, democratic milieu was carried out in the thirties by architects in cooperation with cabinetmakers. A great influence on the development in this period is due to the architect Kaare Klint. 

Once again the narrative was presented to the American public an important part of the marketing story, which has also been pointed out by Kevin Davies. The Arts of Denmark exhibition had a broader perspective in that it also presented art and premodern objects. It was presented to the American public in 1960 and 1961 at a time when Danish Design had, arguably, reached its zenith and the decline was just around the corner.

   It was not clear to most observers at the time but Edgar Kaufmann hinted at it when, in the 20 years anniversary issue of Interiors from November 1960, he commented on the “Danish talents, whose bursts of energy seems near some kind of peak.”

   Danish furniture continued to be an important export industry but the capacity for innovations declined, and the network that had proved so important in the construction of Danish Design as a brand lost its dynamics and during the 1960s it also lost importance. The two most important organisations Danish Society of Arts and Crafts and Industrial Design and Den Permanente gradually lost their drive and significance.
In general the exhibitions in North America, Europe and Scandinavia of Danish Design and Danish modern furniture were numerous, and often they were followed up with smaller commercial exhibitions, books and catalogues. They all presented the same narrative about the cooperation between cabinetmakers and architects, wood as the basic material, the simplicity, functionality, and high quality of the design and workmanship.

The end

Around 1960 Danish Design was at its zenith internationally. Several Danish department stores, retail stores and even producers published brochures and catalogues in English presenting Danish Design and Danish Modern furniture. The success was there, and the problem was how to go on from there and to secure the continuance of the network and the innovativeness in both design and production – not to speak of materials.

   Danish Design’s succes was based on the successful alliance between a group of talented designers, the traditional craft of cabinetmaking, a new functionalist trend in design and an elaborated network between architects, producers, intellectuals, organisations etc. It all “latched up” and was brought to succes by the general increase in incomes and change in consumers’ preferences and living during the postwar period.

   The paradox of an almost 400-year-old guild as the prime mover of Danish modern furniture design proved an unsurmountable problem as the 1960s passed by. They became caught up between their own narrative and the changing surroundings. Conflicts between the cabinetmakers and the furniture industry blossomed in the 1960s and at the same time the network started wearing out.

   By the 1970s most cabinetmakers were out of business. The last of the annual Copenhagen Cabinetmakers’ Guild Exhibitions was held in 1966, Den permanente was in permanent crisis, and The Danish Society of Arts and Crafts had lost its importance as an important centre for the network.

   Danish furniture industry is still internationally competitive, and its share of exports is relatively bigger than Denmark’s size warrants. But the international comparative advantage in design that Denmark used to have is more or less gone. In 2004 it is still the furniture of the 1950s designed by Hans Wegner, Børge Mogensen and to a lesser degree Finn Juhl that are produced by the upper segment part of the furniture industry.

   The most succesful Danish furniture producer today is Tvilum-Scanbirk. The American Masco Corporation owns it, and it produces low quality furniture where the price is the single most important competitive parameter. It does not have a brand of its own but produces furniture to retail chains such as IKEA.

   That is another paradox. In the postwar period when Danish Design won fame all over the world, it was generally acknowledged – and it still is – that Danish furniture design was much ahead of Swedish furniture design. Still it is Sweden that has an IKEA today while the Danish furniture industry still lives on the memories of what once was.
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� � QUOTE "(Johansen 1988)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0F(Johansen 1988)\00\0F\00\1CD:\5Chome\5Cdata\5CBIBLIO\5Cperslitt\03\00\03352\15Johansen 1988 352 /id\00\15\00 ��(Johansen 1988)�, p. 299.


� � QUOTE "(Porter 1990)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0D(Porter 1990)\00\0D\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03232\13Porter 1990 232 /id\00\13\00 ��(Porter 1990)�, pp. 78 and 133.


� See � QUOTE "(Molotch 2003)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0E(Molotch 2003)\00\0E\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\0250\13Molotch 2003 50 /id\00\13\00 ��(Molotch 2003)� for the concept of “latch up”. 


� In this paper I use the concepts “discourse” and “narrative” synonymously, but with “narrative” as the key concept.


� For an introduction and discussion of relations between narrative and history, see � QUOTE "(Mordhorst 2004)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\10(Mordhorst 2004)\00\10\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03245\16Mordhorst 2004 245 /id\00\16\00 ��(Mordhorst 2004)� and � QUOTE "(Roberts 2001)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0E(Roberts 2001)\00\0E\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03246\14Roberts 2001 246 /id\00\14\00 ��(Roberts 2001)�.


� Of course, the full implication of this approach would have to include the broader question of all institutions being transmitted by means of discourse.


� � QUOTE "(North 1990)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0C(North 1990)\00\0C\00\1CD:\5Chome\5Cdata\5CBIBLIO\5Cperslitt\03\00\03398\12North 1990 398 /id\00\12\00 ��(North 1990)�, pp. 95-96 and 99.


� � QUOTE "(Carr 1986)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0B(Carr 1986)\00\0B\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03260\11Carr 1986 260 /id\00\11\00 ��(Carr 1986)�


� This I do not take the position of Hayden White and Louis Mink that history does not differ from fiction in any significant sense. Indeed there is a link between the real world and the narrative as David Carr has argued convincingly, cf. � QUOTE "(Carr1986)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0A(Carr1986)\00\0A\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03260\11Carr 1986 260 /id\00\11\00 ��(Carr1986)�


� � QUOTE "(Granovetter 1985)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\12(Granovetter 1985)\00\12\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03259\18Granovetter 1985 259 /id\00\18\00 ��(Granovetter 1985)�.


� See � QUOTE "(Blaszcyk 2000)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0F(Blaszcyk 2000)\00\0F\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\0251\14Blaszcyk 2000 51 /id\00\14\00 ��(Blaszcyk 2000)� whose basic thesis is that producers were attentive to consumers’ taste and preferences. Even though architects and designers could get an impression of consumers’ response to new designs at exhibitions and other events the functionalist design movement was a normative one.


� There exists a huge and varied literature on these concepts. For different perspectives, see for instance, � QUOTE "(Bourdieu 1984)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0F(Bourdieu 1984)\00\0F\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03233\15Bourdieu 1984 233 /id\00\15\00 ��(Bourdieu 1984)�, � QUOTE "(Veblen 1899)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0D(Veblen 1899)\00\0D\00\1CD:\5Chome\5Cdata\5CBIBLIO\5Cperslitt\03\00\03109\13Veblen 1899 109 /id\00\13\00 ��(Veblen 1899)�, � QUOTE "(Attfield 2000)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0F(Attfield 2000)\00\0F\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03234\15Attfield 2000 234 /id\00\15\00 ��(Attfield 2000)�, � QUOTE "(Dant 1999)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0B(Dant 1999)\00\0B\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03235\11Dant 1999 235 /id\00\11\00 ��(Dant 1999)�. Concerning furniture, albeit from another period, see � QUOTE "(Auslander 1996)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\10(Auslander 1996)\00\10\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\012\14Auslander 1996 2 /id\00\14\00 ��(Auslander 1996)�.


� Schumpeter used the term ”opening of a new market” even when the market did not exist before, cf. � QUOTE "(Schumpeter 1912)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\11(Schumpeter 1912)\00\11\00\1CD:\5Chome\5Cdata\5CBIBLIO\5Cperslitt\03\00\03406\17Schumpeter 1912 406 /id\00\17\00 ��(Schumpeter 1912)�, p. 66.


� � QUOTE "(Davies 1999)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0D(Davies 1999)\00\0D\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03231\13Davies 1999 231 /id\00\13\00 ��(Davies 1999)�.


� � QUOTE "(Raizman 2003)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0E(Raizman 2003)\00\0E\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03240\14Raizman 2003 240 /id\00\14\00 ��(Raizman 2003)�, p. 204.


� � QUOTE "(Gordon 1959b)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0E(Gordon 1959b)\00\0E\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03241\13Gordon 1959 241 /id\00\13\00 ��(Gordon 1959b)�


� � QUOTE "(Gordon 1959a)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0E(Gordon 1959a)\00\0E\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03242\13Gordon 1959 242 /id\00\13\00 ��(Gordon 1959a)�, p. 57.


� � QUOTE "(Gough 1959a)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0D(Gough 1959a)\00\0D\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03243\12Gough 1959 243 /id\00\12\00 ��(Gough 1959a)�, p. 114.


� � QUOTE "(Christiansen 1958)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\13(Christiansen 1958)\00\13\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03247\19Christiansen 1958 247 /id\00\19\00 ��(Christiansen 1958)� My translation.


� � QUOTE "(Christiansen1958)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\12(Christiansen1958)\00\12\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03247\19Christiansen 1958 247 /id\00\19\00 ��(Christiansen1958)�


� � QUOTE "(Nielsen 1960)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0E(Nielsen 1960)\00\0E\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03248\14Nielsen 1960 248 /id\00\14\00 ��(Nielsen 1960)�


� The quoted letters are in my possession.


� � QUOTE "(Gough1959a)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0C(Gough1959a)\00\0C\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03243\12Gough 1959 243 /id\00\12\00 ��(Gough1959a)�, p. 68.


� See, � QUOTE "(Davies1999)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0C(Davies1999)\00\0C\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03231\13Davies 1999 231 /id\00\13\00 ��(Davies1999)�


� The invitation is in my possession. Translation into English is mine.


� � QUOTE "(1955)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\06(1955)\00\06\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\0273.En haandsnedker bruger da maskiner 1955 73 /id\00.\00 ��(1955)�


� The quoted statements were not unique. These were made by master cabinetmaker, Jacob Kjær in 1932, cf. � QUOTE "(Kjær 1932)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0B(Kjær 1932)\00\0B\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03128\11Kjær 1932 128 /id\00\11\00 ��(Kjær 1932)�


� This change of title from Nyt Tidsskrift for Kunstindustri (New Magazine for Industrial Arts) to Dansk Kunsthåndværk (Danish Arts and Crafts) in 1948 is interesting in itself. It reflects the initial admiration of the early Danish functionalist movement of the age of machines and the shift in focus to arts and crafts when the Danish narrative of the Danish modern furniture developed without an industrial basis.


� � QUOTE "(Kjær 1945)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0B(Kjær 1945)\00\0B\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\0265\10Kjær 1945 65 /id\00\10\00 ��(Kjær 1945)�


� � QUOTE "(Kjær1945)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0A(Kjær1945)\00\0A\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\0265\10Kjær 1945 65 /id\00\10\00 ��(Kjær1945)�, p. 10 (the translation is mine).


� Source: Statistisk Årbog, 1947-2003. The data are not without problems, which are witnessed by the fact that for some years after ca. 1980 exports are larger than total production. They do, however, show the trend. Note that the value axis is on a logarithmic scale, and that the deflation was carried out by the author.


� � QUOTE "(1939)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\06(1939)\00\06\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\032558Modern Danish Industrial Art. New York 1939 1939 255 /id\008\00 ��(1939)�, pp. 3-4.


� � QUOTE "(1939)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\06(1939)\00\06\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\032558Modern Danish Industrial Art. New York 1939 1939 255 /id\008\00 ��(1939)�, p. 5..


� � QUOTE "(Davies1999)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0C(Davies1999)\00\0C\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03231\13Davies 1999 231 /id\00\13\00 ��(Davies1999)� and � QUOTE "(Davies 1997)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0D(Davies 1997)\00\0D\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03236\13Davies 1997 236 /id\00\13\00 ��(Davies 1997)�


� � QUOTE "(Kaufmann 1948)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0F(Kaufmann 1948)\00\0F\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\0276\14Kaufmann 1948 76 /id\00\14\00 ��(Kaufmann 1948)�


� � QUOTE "(Juhl 1949)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0B(Juhl 1949)\00\0B\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03237\11Juhl 1949 237 /id\00\11\00 ��(Juhl 1949)�


� � QUOTE "(D.A. 1950)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0B(D.A. 1950)\00\0B\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03238\11D.A. 1950 238 /id\00\11\00 ��(D.A. 1950)�


� � QUOTE "(Møller & Hansen 1955)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\16(Møller & Hansen 1955)\00\16\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03250\1CMøller & Hansen 1955 250 /id\00\1C\00 ��(Møller & Hansen 1955)�


� � QUOTE "(Gough1959a)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0C(Gough1959a)\00\0C\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03243\12Gough 1959 243 /id\00\12\00 ��(Gough1959a)�, p. 65.


� The catalog, probably from 1957, is in my possession.


� The quoted letters are in my possession.


� This is also the claim by in her book on Swedish modern furniture, cf. � QUOTE "(Boman 2004)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0C(Boman 2004)\00\0C\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03244\12Boman 2004 244 /id\00\12\00 ��(Boman 2004)�, p. 325.


� � QUOTE "(Kaufmann 1954)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0F(Kaufmann 1954)\00\0F\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03251\15Kaufmann 1954 251 /id\00\15\00 ��(Kaufmann 1954)�


� Cf. the exhibition catalog � QUOTE "(Remlov 1954)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0D(Remlov 1954)\00\0D\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03253\13Remlov 1954 253 /id\00\13\00 ��(Remlov 1954)� and the report on the exhibition � QUOTE "(Huldt 1958)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0C(Huldt 1958)\00\0C\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03252\12Huldt 1958 252 /id\00\12\00 ��(Huldt 1958)�


� � QUOTE "(1960b)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\07(1960b)\00\07\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03258+Danish Design. Magasin du Nord 1960 258 /id\00+\00 ��(1960b)�


� � QUOTE "(1960a)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\07(1960a)\00\07\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03256@Danish Design. Crome & Goldschmidt Department Store 1960 256 /id\00@\00 ��(1960a)�, � QUOTE "(1961)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\06(1961)\00\06\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\032576Illums Bolighus. Center for Modern Design 1961 257 /id\006\00 ��(1961)�, 


� � QUOTE "(Gough 1959b)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0D(Gough 1959b)\00\0D\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03239\12Gough 1959 239 /id\00\12\00 ��(Gough 1959b)�


� � QUOTE "(Lassen 1960)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0D(Lassen 1960)\00\0D\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03254\13Lassen 1960 254 /id\00\13\00 ��(Lassen 1960)�


� � QUOTE "(Lassen1960)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0C(Lassen1960)\00\0C\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03254\13Lassen 1960 254 /id\00\13\00 ��(Lassen1960)�, pp. 119-20.


� � QUOTE "(Kaufmann 1960)" � ADDIN REFMAN ÿ\11\05‘\19\01\00\00\00\0F(Kaufmann 1960)\00\0F\00\1Ad:\5Chome\5Cdata\5Cbiblio\5Cdesign\03\00\03249\15Kaufmann 1960 249 /id\00\15\00 ��(Kaufmann 1960)�
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391055.315108514

344633.62687813

360893.985805006

405870.83302204

397296.25

446042.159090909

437898.034581218

488655.423540609

519441.3

599132.7

598954.113202167

635491.847733105

619849.873487349

589966.049229923

577740.450819672

577187.815970386

544407.20338983

581134.576271186

579843.266537904

608080.321100917

616913.729710656

664505.952717008

642551.548357455

740895.943027797

688441.655793026

762572.596175478

838436.436666667

757122.11

971701.145969499

811331.974945534

0

845968.293854033

0

884924.448275862

0

883945.729038855

0

897075.242971888

0

892240.142045455

0

979305.25128498

0

979181.449693137

0

962537.670237879

0

951613.322660975



Ark1

		

		År		Produktion		Eksport				År		Produktion		Eksport		prisindeks				Production 1947 prices		Eksport 1947 prices

		1947		55918		5093				1947		55918		5093		100				55918		5093

		1948		61245		1821				1948		61245		1821		103				59643		1773

		1949		69409		2560				1949		69409		2560		105				66057		2436

		1950		90557		3040				1950		90557		3040		115				79002		2652

		1951		96926		3657				1951		96926		3657		128				75688		2856

		1952		98436		5029				1952		98436		5029		131				75116		3838

		1953		108790		10648				1953		108790		10648		130				83589		8181

		1954		121720		13223				1954		121720		13223		133				91838		9977

		1955		126011		23360				1955		126011		23360		141				89058		16510

		1956		135375		39883				1956		135375		39883		149				91066		26829

		1957		169421		66968				1957		169421		66968		150				112611		44512

		1958		199400		84815				1958		199400		84815		152				131236		55821

		1959		256809		112565				1959		256809		112565		155				165763		72658

		1960		351243		146437				1960		351243		146437		159				221594		92385

		1961		384262		151074				1961		384262		151074		166				231942		91189

		1962		461547		171113				1962		461547		171113		176				261621		96993

		1963		477298		196578				1963		477298		196578		186				257066		105874

		1964		575977		257658				1964		575977		257658		193				299151		133822

		1965		710467		312345				1965		710467		312345		205				346948		152530

		1966		786321		314721				1966		786321		314721		219				359369		143836

		1967		827418		331482				1967		827418		331482		235				352205		141101

		1968		939773		406152				1968		939773		406152		254				370381		160072

		1969		1102051		452379				1969		1102051		452379		263				419531		172212

		1970		1171809		486275				1970		1171809		486275		280				418950		173855

		1971		1305736		559525				1971		1305736		559525		296				440949		188952

		1972		1204138		724526				1972		1204138		724526		316				381272		229410

		1973		1540260		897427				1973		1540260		897427		345				446356		260068

		1974		1601032		1027381				1974		1601032		1027381		398				402360		258194

		1975		1448580		983891				1975		1448580		983891		436				332152		225601

		1976		1953081		1212383				1976		1953081		1212383		475				410981		255118

		1977		2240145		1382015				1977		2240145		1382015		528				424222		261716

		1978		2371566		1601649				1978		2371566		1601649		581				408260		275721

		1979		2561808		1832332				1979		2561808		1832332		637				402347		287778

		1980		2796921		2464902				1980		2796921		2464902		715				391055		344634

		1981		2883920		3243332				1981		2883920		3243332		799				360894		405871

		1982		3496207		3925171				1982		3496207		3925171		880				397296		446042

		1983		4120163		4597737				1983		4120163		4597737		941				437898		488655

		1984		5194413		5991327				1984		5194413		5991327		1000				519441		599133

		1985		6270245		6652746				1985		6270245		6652746		1047				598954		635492

		1986		6727684		6403333				1986		6727684		6403333		1085				619850		589966

		1987		6522431		6516192				1987		6522431		6516192		1129				577740		577188

		1988		6424005		6857388				1988		6424005		6857388		1180				544407		581135

		1989		7169286		7518414				1989		7169286		7518414		1236				579843		608080

		1990		7828359		8432283				1990		7828359		8432283		1269				616914		664506

		1991		8349334		9627224				1991		8349334		9627224		1299				642552		740896

		1992		9134696		10118314				1992		9134696		10118314		1327				688442		762573

		1993		11262579		10170297				1993		11262579		10170297		1343				838436		757122

		1994		13313756		11116459				1994		13313756		11116459		1370				971701		811332

		1995				11833455				1995				11833455		1399				0		845968

		1996				12639891				1996				12639891		1428				0		884924

		1997				12902969				1997				12902969		1460				0		883946

		1998				13335626				1998				13335626		1487				0		897075

		1999				13594011				1999				13594011		1524				0		892240

		2000				15356091				2000				15356091		1568				0		979305

		2001				15716593				2001				15716593		1605				0		979181

		2002				15822970				2002				15822970		1644				0		962538

		2003				15970060				2003				15970060		1678				0		951613





Ark2

		

				Forbrugerprisindeks 1900=100		Forbrugerprisindeks 1947=100

		1947		335		100

		1948		344		103

		1949		352		105

		1950		384		115

		1951		429		128

		1952		439		131

		1953		436		130

		1954		444		133

		1955		474		141

		1956		498		149

		1957		504		150

		1958		509		152

		1959		519		155

		1960		531		159

		1961		555		166

		1962		591		176

		1963		622		186

		1964		645		193

		1965		686		205

		1966		733		219

		1967		787		235

		1968		850		254

		1969		880		263

		1970		937		280

		1971		992		296

		1972		1058		316

		1973		1156		345

		1974		1333		398

		1975		1461		436

		1976		1592		475

		1977		1769		528

		1978		1946		581

		1979		2133		637

		1980		2396		715

		1981		2677		799

		1982		2948		880

		1983		3152		941

		1984		3350		1000

		1985		3507		1047

		1986		3636		1085

		1987		3782		1129

		1988		3953		1180

		1989		4142		1236

		1990		4251		1269

		1991		4353		1299

		1992		4445		1327

		1993		4500		1343

		1994		4590		1370

		1995		4686		1399

		1996		4785		1428

		1997		4890		1460

		1998		4980		1487

		1999		5104		1524

		2000		5253		1568

		2001		5377		1605

		2002		5507		1644

		2003		5622		1678
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