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Industrial design is conducted in therealm of the
economic world, aswdll asin the context of local
prevailing cultural environments. This paper
shows how the designers present themselves, how
the economical press representsindustrial
designers, and how these two worlds - the
mediasurfaces and the spoken realities - differ

from each other.

These two spheres, the private and public, are
compared using two extensive sets of data, about
600 articles from the Finnish economical press
and in-depth interviews with 25 industrial
designers. This paper suggests that although these
two realities might differ from each other, they are
also interconnected and in constant interplay with
each other. The public image influences the way
industrial designers present themselves, and the
presentations of the designers influence the way

the press writes about them.

INTRODUCTION

Media culture continues to be a central organizing force
in economy, politics, culture, and everyday life.
Especially in product promation, media culture drives the
economy, generating ebbing and flowing corporate
profits while disseminating the advertising and images of
high-consumption lifestyles that help to reproduce the
consumer society (Kellner 1995; 2003). The practice of
industrial design is conducted in this economical realm,
and frequently represented in the context of economical
or business press (Ryynanen 2006a). Albeit this, the
designers have constantly had to position their practicein
this realm, emphasising the strategic importance of their
work (Valtonen 2005).

The purpose of this paper isto study how designersare
represented in economical pressin Finland and to
compare that representation to how the Finnish industrial
designers would want to present themselves. Isthere a
difference between their own perception and the public
image, and how do these two realms diverge?

Media culture provides fashion and style models for
emulation and promotes a celebrity culture that provides
idols and role models (Kellner 2003). Industria
designers have traditionally cons dered themsel ves
anonymous team players and condemned personal
promoation (Kruskopf 1989). Asit seems, in the context
of economical pressjournalists till tend to represent
designers asinteresting individuas. Thisrelates partly to
the new coming of media spectacles and the audiences
"human interest” or interest towards persond life of
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people (see Uimonen and Ik&val ko 1996).

The concept of the "society of the spectacle”,

devel oped by French theorist Guy Debord, hashad a
major impact on avariety of contemporary theories of
society and culture. In general, Debord describes that a
media and consumer society is organized around the
production and consumption of images, commodities,
and staged events (see Debord 1994). In short, a
spectacle is arelationship of people trangmitted through
media. In spectacles the picture has become
independent and replaced thereal action and interaction
between people. Theredlity of life has been replaced
with the images of how thingslook. Thisisaso the
processin which the mediaimage of the industrial
designersis created and presented to the audience. In
the same process the mediahas a particular role in
communicating the overall image of industrial design
to a broader audience. Experiences and everyday life
are thus shaped and mediated by the spectacles of
media culture and the consumer society (see
Baudrillard 1998; Stevenson 1995, 145-158).

RESEARCH DATA AND METHOD OF
ANALYSIS

Thisarticle is based on two extensive bodies of data
collected in the research programme "The shaping of
the professional designer”, funded by the Academy of
Finland in 2004-2006. The research programme aimed
to get an overview of what industria designisin
Finland today and how design isrepresented the
economical press.

Thefirst set of dataused in this paper embodies severa
half-structured in-depth interviews with 25 industria
designers (Valtonen 2007). The other part of the data
includes approximately 600 economical or business
press articles describing broadly design in Finland from
1988 to 2005. The articles used in this study are
collected from the three largest economical papers
published in Finland (Kauppa ehti, KL ; Taloussanomat,
TalSa; Talousd amd). Collecting the economical press
articlesis based on the topic or the frame of private
sphere. Thismeansthat especially articles describing
designers private life or personal interviews were
included in thisanalysis. Credibility of the study is
primarily produced through prolonged engagement
with the informants (interviews) and triangulation of
the other parts of the data (articles). Both of the data
sets were collected for the doctoral dissertations of the
authors.

The suggested research approach is quaitative and the
nature of inquiry is aiming to produce interpretations and
understanding about the designers from different point of
views. Triangulation is applied as aresearch method.
Basically, triangulation means using various materias or
data, theories, and methods in the same research (see
Brewer and Hunter 1989; Denzin 1978). Using
triangulation isusually preferred when it would be
difficult to get an extensve picture of the subject under
study applying only one method. In addition, one method
or data describes the subject only from one angle. Using
various methods or data setsit ispossible to correct to
some extent thisreliability issue. In researcher-
triangulation the researchers have to negotiate their
perceptions, findings and differing aspects. Researchers
have to reach the agreement or common ground for the
end results, gathering the data, classification and
interpretation of the data. Triangulation diversifiesthe
research by offering broader views to the researchers (see
Eskola and Suoranta 2000, 68). In this research the forms
of researcher and data triangulation were applied.

The articles from the economical pressillugrate the
research questions from a public sphere. Articles are
indirect and at |east partly independent from the
designers’ actions. In other words, designers have only
partial and limited influence over journalists. The other
data was collected through interviews, which isa method
widely used in quditative research. By analyzing press
articlesit isnot possible to get the designers’ point of
view or their own descriptions concerning their roles in
various processes (for example: course of events, factors
and circumstances affecting issues, persona experiences
and feelings, different views and assumptions).
Researchers can only conclude and interpret such things
from the article data, but still the interpretations could be
skewed. The interviews concentrated on design related
phenomenain Finland and on themes that were close to
the designers themsdves. Through the interviews it was
possible to get persond views and insights that would be
difficult to acquire by using some other data collection
method. The interviews provided valuable data about the
private sphere of the designers. These two sets of data
provide an interesting comparison material between the
public and private spheres of the designers.

Firat and Dholakia (2003, 154) have presented the
metaphor of the theater as amedium of cultura
interaction that is different from the medium of economic
interaction, the market. Although design and particularly
media are inseparable parts of the economic system,



meaning making processes are also culturally
determined. How and why designers arerepresented in
certain ways in economical press and how they fed
themselves is connected to a variety of culturaly
determined issues. What will be the consequences and
what will be gained? Basically the media processes are
not controllable or manageable in terms of creating a
desirable mediaimage and maintaining it. Instead, as
this paper suggest, knowing the system and the picture
it gives out hel psthe designers to manage their own
appearances in the media

The material that these two sets of data —the
mediasurfaces and the spoken redlities of the industrial
designers —will in the following be compared. Firstly,
industrial design isdiscussed in the context of
professionalisation history. Secondly, theinterview
dataisinterpreted, and thirdly the economical press
datawill be introduced. Lastly, the interplay of
"surfaces' and "selves' are discussed with concluding
remarks.

THE ASPIRATIONS OF INDUSTRIAL
DESIGN

Industrial design asa professional practice originates
from the tradition of arts and crafts. The education is
conducted in schools of art and design, and the
industrial designers are taught the basicsin many art-
based topics, such as drawing, painting and sculpturein
Finland. Albeit this, the industrial design professionals
have during their entire history aimed to position
themselves rather asa part of theindustria and
economic realm than the artigtic.

According to Adrian Forty in the history of every
industry, design has become necessary as a separate
activity in production once a single craftsman ceases to
be responsible for every stage of manufacture from
conception to sale (Forty 1985, 29& 37). Seen in this
way, the birth of design inindustry is closely related to
the arrival of industrialization and mechanization, and
more precisely to the mechanization of production,
particularly during the late 18th century and the 19th
century (Giedion 1948, 37). John Heskett has claimed
that the commercialization of production was even
more important for the need of design in industry than
mechani zation (Heskett 1980, 18). The new middle
classes required industrially produced products that
would proclaim their taste and standing, and design
became a crucial ement in creating products that
would show the social distinction of the customers

(Heskett 1980, 19; Forty 1986, 63). Design became a tool
for differentiation, rather than amere result of
mechanisation or standardisation. The Finnish art
historian Erik Kruskopf emphasizes that the industrial
designer does not only need to take in consideration
functionality and quality, as would any other designer in
the area of applied arts, but also commercial profitability
(Kruskopf 1989, 239).

The very fundaments of indudtrial design thusliesin the
world of industry, business and commercialism.
Kruskopf continuesthat industrial design is not about
industrially produced objects of arts and crafts. Itis
design of more technically oriented products: office
machinery, tools, technical equipment, and means of
transportation such as cars and aeroplanes (Kruskopf
1989, 15). Asan occupation Kruskopf seesindustria
design asrather different from the traditional craft
design. The biggest differenceis the fact that the
industrial designer does not work aone, but in co-
operation with other experts. In general, the industria
designer workstogether with professionals from several
other fields of competence, such as engineering,
marketing and management (Heskett 1980). Typically
the name of the designer isnot emphasized: the product
is anonymous and represents at most the corporation that
produced it (Kruskopf 1989, 239).

The actual education inindustrial design started fairly
latein Finland, in 1961 at the Indtitute of Industrial Arts
in Helsinki. Before thisindustrial design was typically
performed by afew pioneering designers without a
formal education in industrial design. Many of them, like
Tapio Wirkkala, Borje Rajalin and [Imari Tapiovaara,
had previously gained great fame for their art based
products or unique objects of crafts. When these
individuals moved into the industria realm, they were
naturally recognized for their earlier work, and hence
known asartist in industry.

The educated industrial designers themselves have spent
the past forty yearstrying to revoke thisimage. As one of
the designers put it:

"We were industrial designersthen, yes. Our title was
industrial designer even if they called us artistsin the
[corporate] halways. (laughs)”

There has al'so been avery inherit aversion for designers
that gain publicity through their personal charismarather
than emphasize the anonymity in their work amongst the
industrial designers. Some of the professional industria



designerstend to refer to thistype of publicity as
“showing your wardrobe’ or to the people as “hero
designers’ in theinterviews:

“My former boss called them hero-designers—
designers who do not necessary do good design but
who frequently figure in press and have connections.
They are good at promoting themsel ves, but
sometimes the design they do isnot good design at
al.[...] They frequent all sorts of socia events and
parade everywhere. And then your average designer,
such as me, wonders how they have time with all of
that. Don’'t they work at all?’

Besides emphasizing the anonymity of their work the
industrial designers have also tried to oppose the image
of artists by focusing on the scientific basisin what
they do. In the seventies thiswas largely done by
focusing on ergonomics, and in the late 1980s, the
theories of design management gained larger attention
in the Finnish design field. Design was seen as an
important means of unifying a company’s product
portfolio — and asapart in creating the corporate
image. Thetheoretical framework was adopted from
general management theories and the aim was largely

to bring strategic value to a company (Blaich 1993, 13).

Design Management was particularly discussed in
several international conferences, arranged by the
University of Art and Design Helsinki (UIAH). The
school had arranged conferences also before the late
eighties, but these were mostly of anational or Nordic
character (Korvenmaa 1999, 174&183). Thefirst
international conference was arranged in 1987 (Kulvik
1999, 228& 244). The conference was called UIAH 87,
and was focused around design management issues. It
had an international advisory board with members such
as Peter Gorb from the London Business School (Gorb
1988, Kulvik 1999). Several internationa conferences
followed. All in all 22 international conferences were
arranged at the UIAH in the 1990s, and the design
management discussions became a means of profiling
the school and the Finnish design sceneinternationally
(Sotamaa 1999, 269& 286).

The design management theories also started the
discussion about which was the most appropriate
context to discussindustrial design. In newspapers, all
applied artsissues had traditionally been discussed on
the cultural pages. In several design management
conferences and books, it was seen as particularly
important that industrial design issues should be
discussed in the economic sections of the newspapers,

and not on the cultura pages (Kuusi 1990, 8). Theaim
was to re-definetherole of industrial design, as part of
the economic ream rather than only the cultural.

Since these discussions, several Finnish economical
papers have written about design extensively. In the
1980s there were very few articles about design in the
economic press. During the time period in which the data
st for this paper was collected from the economic press,
between 1988 and 2005, there was a clear increasein the
amount of articles about industrial design from 1998
onwards. Thisincrease illustrates how the main focus of
the design policy issues has moved towards an
increasingly economical context in Finland.

SELVES - HOW DO DESIGNERS DESCRIBE
THEMSELVES?

When the industrial designers describe their own work
they tend to emphasize the fact that their work is part of a
larger team effort. The designer talks about his position
as one equally important part of a product devel opment
team, and about his contribution asa part of a better and
more economical product development process, largely
using technical or economic discourse.

"In the projects — it varies alot who you have on the
other side of the table or asaclient — but quite often
the designers work with mechanica engineers. [...]
Then thereis some sort of a project manager and a
program manager. [...] And then thereis, depending
on the product, there might be some Ul [User
interface] —people. [...] And then thereare the
hardware-guys, and mechanics. The ones who define
what partsare to be included. And marketing.”

In many cases the designers have atendency to “tune
down” the creative part of their design work, and to
emphasize that the design activities are activities just as
any other in the product development process.

"1"m just the guy who represents design in this group
of people who manage the project. There are smilar
guys for Hardware and Software and Marketing and
so on. Guys like me who take care of their own area.”

When the designers talk about their own capabilities they
consequently describe them as suited to work in a cross-
disciplinary group. Quite often, they also emphasize the
versatility of their abilities, in an amost omnipotent way.

"The designersin my team are, at least according to



my opinion, a hybrid between a styling designer, a
mechanics designer and a project manager.”

The designers also frequently see themsdves asthe
most collaborative person in the corporate context, and
prefer to see themselves as an interpreter between the
different corporate activities.

"] am thelink between mechanics, marketing and
product marketing”

Despite this emphasis on team, collaboration and
versatility, the designers do not appear to have any
need to tune down the importance of their own work.

“I do not do any project work any more. | define the
product categories together with marketing and
mechanics. And then | do the[corporate X] design
direction. We [the designers] are the ones who
createit.”

According to the designers, their contribution to the
corporate turnover is crucial. However, the creative
aspect of their work, aswell asthe emphasis on the
individual, appearsto get very little attention in the
persona presentations of the industrial designers.

How does then this self-assured but generally not
individual focused approach relate to the public image
of industrial design presented by the economical press?

SURFACES - THE MEDIA IMAGE

Appearances in economical press are partly defined by
other people, for examplejournalists and other
commentators writing the articles. The appearance of
things, people and activities becomes the primary
aspect of concern. At the end of modernity our culture
has become a culture of spectacle (Chaney 1996, 99).
The appearance of what isto be seen becomes of
crucia importance firstly, because that isthe primary
source of meaning, and secondly, because awareness of
the significance of appearance makes people monitor
their own and other peoples appearances (Chaney
1996, 100-101). A surfaceis a property of some other
thing; it isnot atopicin itsown right. In this case the
guestion is about the public sphere and the ways press
articlesare describing designers.

The personification of thingsand issueshasalong
tradition in the press. An essential part of press articles
are descriptions of people, their privatelife and issues

related to their opinions. I ssues connected to people and
their fates seem to attract alarger audience than purely
factual themes (see Uimonen ja lkévalko 1996). Articles
that are strongly built around individuals are not
characteristic only to magazines emphasizing
connections between people and popular events. The
economical pressisalso framing individuas through
their privatelife and persondity. Generally speaking,
presentations of public and common issues have lost
their position as popular and interesting topics, and in the
same process private as well as personal issues are
percelved as increasingly significant (Sennett 1977, 259;
Goffman 1979).

The economical press articles and the designer interviews
in the articlesthat were studied in this paper were usualy
linked to personally achieved recognitions, for example
design related prizes or nominations, personal design
exhibitions or an otherwise visible personality. On the
other hand, in the article texts, the stage has a so been
given to the designers. Inthese cases there are plenty of
citationsin the article textsin which the designers are
describing themsel ves as private persons and designers,
their backgrounds, private histories and everyday life.

In the economical press articles there are thus
descriptions of the designers’ persona backgrounds as
well as descriptions of their missions or persona
influences affecting how they practice design. In
addition, in this frame the designer's personality and ther
everyday occurrences are emphasized. Designersare
describing their families, personal choices, and private
eventsin their lives. In some of the cases the designer is
representing an organization or ingtitution, and in others
the articles are constructed solely on a personal profile.

In practice the descriptions of the designersare
constructed on four different conventions. Usually in the
articlesthere isamapping and revisioning of the
persons background. Thisisusually a historical
description of their graduation process, their career
development or descriptions of some turning pointsin
their privatelife. Also pointing out the Sgnificant
occurrences concerning the designer’ s career and the
discussions about the consequences of these eventsare
prevailing in thistype of articles. For example writing
about their education, their first place of employment,
about people that affected positively their career and
coincidental turns of events, aredl present in economical
press articles.

“In 1972 Kg Franck hired the young designer Risto



V&itanen to the art department of Arabia. Today
the Design Manager of Metso, Risto Vaatanen,
receives the Kgj Franck award. The award,
founded by Design Forum Finland, is awarded
yearly to a distinguished designer or design group.
Houseware and ceramics have become paper
mashines, but Vadténen' s enthusiasm towards
design has sustained. In the 1970s V &ténen
became a pioneer who started orchestrating design
work inthe metal industry. — To orchestrate isthe
wrong word, V&étanen remarks— | am morein the
background than in front of the team. | do not even
use the word artistry. The designers a Metso
design products together with engineers. Often
driven by cogt-related issues, Va&itanen diminishes
the artigtic role of the designer. Thefirst contact
with Kgj Franck wasin the Institute of Industrial
Artsin Helsinki, where Franck taught. —Franck
was a big name. [...] Véaétanen was surprised by
the fact that Franck wanted to award the talented
designer. — Franck gave methe book Transport
Design, with his own inscription. | was even more
surprised when Franck as the artistic director of
Arabia hired me as his assistant when | graduated.
—At Arabia | was able to do anything that Franck
told meto do. The job assignments were very
diverse — at the time Arabiawas part of the
Wartsila corporation.” (KL 20.11.2003)

Risto Vaatdinen was nominated as theindustrial designer of the year
in 1999 (Pressimage 20.11.2003, Sari Poijérvi/Talsa).

Secondly, the designer's personality or other strong
individual characteristics are usualy described in this
frame. The articles emphasize the designers’ personal
traitsand present theissues asif the events or topics
would not be possible without these personal abilities.

"In reality | design any objects smaller than apig.
No material issacred to me, because | consider

plagtic to be ajust asinteresting material as glass or
metal, says the designer Jorma Vennola. Vennolawas
yesterday awarded with the Kaj Franck award. The
jury paid tribute particularily to the versatility of
Vennolaasadesigner. Vennola shunsno material or
type of object.” (TalSa 12.11.1999)

Thirdly, economical press highlightsthe designers
persona missionsin the field of design. Especially
designers considering their design-missions or ambitions,
assignments and intentions have a significant role in the
economical press data - media describes the fedlings of
the designers on the verge of personal and broader design
challenges. Fourthly, but in alesser extent, economical
press prints also stories concerning the designers
everyday life, hobbies, family life and their human
relationships.




Harri Koskinen and the perfume bottles designed for the Japanese
fashion-designer Issey Miyake (Pressimage, Outi Jarvinen/TalSa
6.8.2003; 8.6.2002).

“ Harri Koskinen, 34, isone of Finlands best known
young designers. — It isimpossible to talk about me
and Alvar Aalto on the same day, he says. Harri
Koskinen looks you in the eyes with an amused
smirk when posed with the question of comparing
hiswork to that of Alvar Aato or Tapio Wirkkaa. —
Ridiculous, absolutdy. You can't talk about me
even on the same day with them, heresponds. This
although heis currently considered the hottest
designer in Finland [...] The son of afarmer in
Karstula, he graduated from the University of Art
and Design Helsinki in 1998 and was immediately
selected to work et littalaas a designer. This ended
four years later, when littala externalized all their
designers. He became a full-time entrepreneur.
Friends of Industry Ltd refers to the fact that he
”likes to work with friends’. — 1 am not a natural
entrepreneur or sales agent. | dislike promoting
myself and a general market orientation.
Nevertheless, | have learned to open my mouth in
theright places.” (KL 3.2.2005)

In the previous section it was suggested that when
appearances are designed for amultiplicity of contexts
and or purposes they will become increasingly
fragmentary and ephemeral. An emphasis upon
surfaces presupposes that meanings of objects, places
and people are not stable and are therefore dependent
on the arbitrariness of perception and use (Chaney
1996, 112). It could be stated that personal identities

are made | ess stable and coherent in a culture in which
the meanings of objects and practices are continually
being re-created. On the other hand there isa move away
from more public, communal and collective ways of
participating in cultural occasions towards more private,
persona modes of participation. It isbasically the new
coming of the private sphere, which is defined by a
designer himsdlf. In this case the designers own
descriptions derived from the interviews are employed as
examples.

THE INTERPLAY OF SURFACES AND SELVES

In the sixties, a debate flourished about design being
more than just the mere product aesthetics or styling.
Design was to be done together with the industry, not as
a separate aesthetical function or by just adding a
designer name on a completed product. The designers
emphasi sed that they needed to comein earlier in the
product development process and work tightly together
in ateam with the engineers and the marketing unit of
the company. Design was perceived as one part of the
product development process, rather than a function the
designer could perform alone. Thefirg industria
designers were during thistime hired directly to
companies, where the end result of their work was no
longer marketed with the name of the designer but with
the name of the company.

With the arrival of the nineties, the importance of brands
grew for the Finnish companies. Industrial design
became atoadl in better understanding end-users and
building brands for the competitive market. At the same
time, design and design management broadened to
encompass not only the product portfolio, but the entire
end-user experience of the corporate and its brand.
During the late nineties, the term strategic design was
frequently used (see Zetterlund 2002). In Finland severa
initiatives, such as the From Design Servicesto Srategic
Consulting report (Hytonen & Jérvinen & Tuulenmaki
2004), wereinitiated in order for the designersto
participate earlier in the corporate decision making, as
early asin the defining of the corporate strategy. This
discussion coincided to alarge extent with therise of the
ICT industry and the boom of the so-called e-economy in
Finland.

Besides the economic situation, also the public opinion
on design has changed in the recent years. Design isno
longer an issue to be discussed in the outskirts of cultura
affairs; it isan important means of achieving national
competitiveness (Korvenmaa 2001, Valtonen2005a,



Ryynénen 2006b).

In this study designers are describing themselves in the
interviews following this convention: they emphasize
the importance of design to competitiveness, the fact
that the design practice is done in teams, and
anonymity, but do not particularly emphasize the
individualigtic or artistic traits of the professiona
practice.

With time, it has become evident that industrial design
issues are discussed in economic press. Designers that
work inlargeindustrial enterprises tend to argue for
their position with rhetoric similar to any other
employeein alarge enterprise.

In the economical press data, when the private sphereis
considered, the designers are emphasizing dightly
different issues. There are descriptions of the

designers’ personal backgrounds as well as descriptions
of their missions or personal influences affecting how
they practice design. Secondly, the designer's
personality or other strong individud characteristics are
usually described in thisprivate frame. Thirdly,
economical press highlightsthe designers’ personal
missionsin the field of design. Fourthly, economical
press prints also stories concerning the designers
everyday life, hobbies, family life and their human
relationships.

Based on this study it can be argued that the quest of
the industrial designers of presenting their work in
economical pressrather than cultura pages of daily
press has succeeded, but partly using a discourse
familiar to artistic work - focusing on theindividua.
Although the focusis gill on theindividua it differs
according to the type of work that the designer has
done.

Still today, the myth of the individualigtic designer
seemsto be a story that isfairly easy to get through in
the press. People tend to be interested in other people,
and products with an interesting designer-character
behind them get more attention. Thisapproach is
particularly used for the broad public having very little
previous knowledge in design, or for the sources of
information related to it. Many companies usethis
approach deliberately; by using afamous designer they
increasethe interest of the genera public in ther
products. Designers, who work with their own name as
abrand, actually benefit from the publicity that focuses
on them as personalities. Industrial designers’ non-

company related issues, for example personal
nominations and design prizes, are till presented usng a
persona frame.

Although the individual industrial designersare the ones
that receive these prizes and nominations, the designers
themselves tend to emphasize their role in ateam. The
individual industrial designer often actsasa figurehead
for alarger activity in an organization. Theinitia
attention to theindividual canin practice act asalever in
approaching the more complex issues of design
organizations and procedures.

Itisnot that those involved in design are not making real
choices, but that the play of surfaces creates distinctions
that are matters of framing rather than qualitative
difference. In the dramaturgy of appearance al actions
are basically forms of performance - this appliesalsoin
the case of economical pressarticles.

The ways in which people experience and utilize their
self-hood or individuality changes as part of more
genera cultura changes. The languages of designers
individuality and identity will themselves be part of
broader processes of delineating status formation and
change. This process seems to be quite slow because the
designersthemselves and particularly the press are till
using discourses from the past, e.g. representations of an
artigtic designer. In the process of modernization
Western societies have developed particular forms of
individuality that have been focused upon and expressed
through spheres of social action. This applieson
industrial designers as well - athough trying to describe
themsel ves as anonymous practitioners and team players,
they can in the next moment reflect on their own very
persona experiences.

The spheres of socia action have become increasingly
important in mapping socia life as the importance of
other forms of structural distinction has diminished
(Chaney 1996, 116). This affects basically every field of
modern life. Or as Debord (1994, 12) put it aready in the
late 1960s: in the society of spectacle a picture will
produce reality and reality will become a picture.

REFERENCES:

Baudrillard, Jean 1998[1970], The Consumer Society.
Myths and Sructures. SAGE, London



Blaich, Robert with Janet Blaich 1993, Product Design
and Corporate Srategy. Managing the Connection for
Competitive Advantage. McGraw-Hill, U.S.A.

Brewer, John & Albert Hunter 1989, Multimethod
Reseach. A Synthess of Syle. SAGE, Newbury Park

Chaney, David 1996, Lifestyles. Routledge, London

Debord, Guy 1994[1967], The Society of the Spectacle.
Zone Books, New Y ork

Denzin, Norman 1978, The research act. McGraw-Hill,
New York

Eskola, Jari & Juha Suoranta 2000, Johdatus
laadulliseen tutkimukseen. Vastapaino, Jyvaskyla

Firat, Fuat & Nikhilesh Dholakia 2003, Consuming
People. From Political Economy to Theaters of
Consumption. Routledge, London

Forty, Adrian 1986, Objects of Desire. Design and
Society since 1750. Thames and Hudson, London

Giedion, Siegfried 1948, Mechanisation Takes
Command. A contribution to anonymous history.
Oxford University Press, London

Goffman, Erving 1979, Gender Advertisements.
Macmillan, London

Gorb, Peter & Eric Schneider (ed.) 1988, Design Talks!
London Business School Design Management
Seminars. The Design Council, London

Heskett, John 1980, Industrial Design. Thames and
Hudson, London

Hytonen, Jaana & Juha Jarvinen & Anss Tuulenmaki
2004, From Design Servicesto Strategic Consulting.
Improving Core Competence of Finnish Design
Consultancies. Designium, University of Art and
Design Helsinki, Helsinki

Kdlner, Douglas 1995, Media Culture. Routledge,
London

Kdlner, Douglas 2003, Media Spectacle. Routledge,
London

Korvenmaa, Pekka 2001, Rhetoric and Action. Design
Paoliciesin Finland at the Beginning of the third
Millennia. Scandinavian Journal of Design History
Val. 11, 7- 15

Korvenmaa, Pekka 1999, Tietoisuuden tasot. In
Sotamaa, Yrjo (ed.) Ateneum maskerad.
Taideteollisuuden muotojaja murroksia. Taideteollinen
korkeakoulu 130 vuotta. University of Art and Design
Helsinki, Helsinki, 172-177

Kruskopf, Erik 1989, Finlands Konstindustri. Den

finlandska konstflitens utvecklingshistoria. WSOY,
Porvoo

Kulvik, Barbro 1999, Uusille nayttdmdille. In Sotamaa,
Yrj6 (ed.) Ateneum maskerad. Taideteollisuuden muotoja
jamurroksia. Taideteollinen korkeakoulu 130 vuotta.
University of Art and Design Helsinki, Helsinki, 226-251

Kuusi, Juhani: Miten muotoilupal vel uita hankitaan. In
Puustinen, Marja & Eljas Perheentupa (eds.) Yrityksen
muotoilutieto, Kustantaja Tietosanoma Oy, WSQY,
Porvoo 1990, 7-10

Ryynénen, Toni 2006a, “The McDonaldisation of
Design? The representations of industrial design practice
in Finnish economical press’. Proceedings of
CONNECTING — A Conference on the Multivocality
and of Design History & Design Studies, ICHDS. August
23-25, 2006. Helsinki, Finland and Tallinn, Estonia

Ryynanen, Toni 2006b, “Representations of Finnish
Design Policy. Discourses of Design Policy in
Economical Press.” Proceedings of WONDERGROUND
- Design Research Society International Conference.
November 1-5, 2006. Lisbon, Portugal.

Sennett, Richard 1977, The Fall of Public Man.
Cambridge University Press, Cambridge

Sotamaa, Yrjo 1999, Kansainvéliseen menestykseen. In
Sotamaa, Yrjo (ed.): Ateneum maskerad.
Taideteollisuuden muotojaja murroksia. Taideteollinen
korkeakoulu 130 vuotta. Taideteollinen Korkeakoulu,
Helsinki, 266-291

Stevenson, Nick 1995, Under standing Media Cultures.
Social Theory and Mass Communication. SAGE, London

Uimonen, Risto & Elisa lkavalko 1996, Midikuvien
maailma: Miten mediajulkisuutta muokataan ja imagoja
rakennetaan? Infoviestintd, Helsinki

Valtonen, Anna 20053, " Getting Attention, Resources
and Money for Design — Linking Design to the Nationa
Research Palicy", Proceedings of the "International
Design Congress—IASDR 2005", organized by the
International Association of Societies of Design
Research (IASDR), in Taiwan 1-4.11.2005

Valtonen, Anna 2005b, "Six decades - and six different
roles for theindustrial designer", Paper presented at the
Nordes conference IN THE MAKING, May 30'th - 31'th,
2005 in Copenhagen

Valtonen, Anna 2007, Redefining Industrial Design.
Changesin the Design Practice in Finland. Publication
series of the University of Art and Design Helsinki A 74,
[Imari Publications, Helsinki

Zetterlund, Christina 2002, Design i informationsaldern.
Om strategisk design, historia och praktik. Raster,
Uppsada



