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SYNOPSIS

I!

1

ll

have 
and

I

of
how

by

the
both 

their
itself in
expressed national

Functionalists reflected i
were manifestations of national identity.

used as
Finnish 

these 
national 

different ways;
 .._L1 1 emotions

national principles,/

the thesis deals with the period from 
1900 to the beginning of World War Two and looks at how 
different generations have interpreted their nationality and 
how this has influenced Finnish furniture design. This is 
achieved by examining the Karelian revival and the Finnish 
Jugend, which were both overtly national in their nature and 
which bon »wed from the external forms of Finnish culture to 
express their nationalism, and comparing them to the Finnish 
Functionalists, who used as their impulse 
principles of the Finnish culture,
demonstrate how both these movements 
influenced by their national identity,
identity exerted 
Karelian movements

the utilitarian 
The goal is to 

were strongly 
although that 
the Jugend and 

while the 
both however

The second part of 
the beginning

Part one of the 
national identity 
historical factors 
design ethos, 
effects of 
temperament and 
been translated 
objects

by discussing the 
social factors on the Finnish 

national characteristics 
creation of environments

thesis will examine the roots of Finnish 
and show how socio-geographic and 

are responsible for the development of a 
This will be demonstrated 

environmental and 
showing how 
into the i

Part three covers the period from World War Two until the 
p:tse:. .... deals the crisis of identity in Finnish 
design prompted by the advent of industrial design. It also 
looks at the standpoints of contemporary design and the 
effects the new situation has had on furniture. This is 
achieved by examining the effects that industrial design has 
had on the industrial arts and how the crafts tradition has 
reacted to the changing face of industry..
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INTRODUCTION

Coming to nationalmeaning of the termon thean agreement

identity is not as easy as it first appears. It is at

an ambiguous term, meaning different things to different people.

How then define adoes one

how they or is it how others perceive themperceive themselves,

For the purposes of this thesis the term ' nation ' refersto be.

cultural and political to which a group ofto an

of equalidentify with termson

thus defined as the resultidentity is

a nation'sof the fusing of various characteristics into an

identifiable whole. is of theirEvery productperson a

environment, they product of their society and culture,are a

which is in turn a product of a geographical and political unit.

If a of their environment, then any objectperson is a product

is also a product of thatthey create environment and to this

influences of national identityextent the on the creation of

confirmed. Designobjects is

reflect thenot, must

extent to

largely on the stimuli that the designer choosesobject depends

material expression of national identity isThus theto accept.

.. the .:■/ political changesconstant andnot a

>untry's history and way in which history is mapped Iin a

jects is

The object of this thesis has been to trace the extent to which

identifiable elements of national identity ha e af i ted Finnish

.. ' e if . ign. It has been interesting to note the different:

affectwhich the nationalityways in the cieativesame can

■i h certain p history have choseitheprocess,

culture from which it has originated. The 

which the culture and iVJ values are reflected in the

J

entity, social,

people can relate and 
understanding; lAational

then, whether this is conscious or

ilCJ best

countr^ejs national identity?. Is it
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different forFinland's basiselements of culture aas

the Finnish nationalexpression. By first examining aspects of

identity and their origins been possible to demonstrateit has

how that been responsible for the development of aidentity has

design philosophy, have clearlyvalues of the culturehow the

been incorporated into the creation of objects. Furniture holds a

special place in both theFinnish design history, due to

importance of the interior in Finnish culture and the ability of

furniture design to act as a vehicle for the national principles

of rationalism so than any of theand humanism.

other industrial arts, clearly reflects the application of these

principles of democratic idealism.

It has also been my aim how solutions, developed byto show

previous generations, can have as much relevance today as they

did in the quality ofThe shouldpast. be the

determining factor, not their

new ideas for the sake of progress is a futile exercise. Our goal
an evolution of ideas,should be of developing anda process

previous learning,building on maintaining the essential and

from our past to encourage the creation ofintelligent solutions

of ideational inheritance. Lessons learnt in the pasta system

applied to the present,should be we must the
the importance of incorporatingFinnish have, tradition within

’movementcontemporary concerns;

I

therein lies the solution for a

Furniture, more

understand, as

solutions
novelty./replacing old ideas with

towards sanity in design
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THE ROOTS OF FINNISH NATIONAL IDENTITY AND THEPART ONE:

d^i^pment_pj_a_design_ethos

the end of the nineteenth century, FinlandUntil as recently as
from the rest of Europecompletely isolatedcountry almost

andclimateharshitsand physically.both culturally Due to

developed a culture quick:isolated geographical position, Finland
Scandinavianitsdistinct from countries. Evenother European

separate in theirsister countries, Denmark, al thoughSweden and

nevertheless fosteredidentity from continental Europe, courta

to those in the rest of Europe and were influenced toculture akin

in the royala certain extent by cultural developments courts.

Their design and culture evolved differently under the influence of

the elitist of Europe.cultural movements the other

influencehad a court culture and continental was

stages ofslight during the developing Finnish design. Foreign

time to be filteredinfluences took through poverty and distance

until they adapted to the harsh northern conditions of Finland.

These unique conditions for the development of a separate identity

prevailed in Finland for centuries, especially in the wild northern

regions ofand eastern the country which provideto thewere

inspiration for much Finnish design later The main western, ifon.

it could be called western, influence on Finland during the 18th 'i
and 19th centuries was that exerted by Sweden. Sweden's influence

only in southern Finland however,was strong and situationa
similar toexisted somewhat that in Ireland at the same period.

Much of Finn i shthe western population spoke i . and had
adopted Swedish culture, but the harsh and almost eternally cold

but beautiful regions of the east such as 1 mos I.wc-i e
uni o :■ he< . stern ini it n

II

K.:. I ■ ■ i i

I

was a

Finland, on

hand, never
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' Swedes Russians we can never become,not,we are

Fins 1(Mus.Fin.Arch,1984,p61). Finland
entity politically and culturallyal though to a lesser extent, an

'It isof Finland:been saidbetween east and west. It has a

thesomewhatbut tolies between andcountry that westeast
Finnishinnorth'(Gaynor,1984,p43). This resultedsituation has

Scandinavianfrom otherindependence thedesign asserting its

very much a Scandinavian country, butcountries. Finland is still

al though they share manycountries thatit is of thosea trait
individualtheirmaintainsimilarities, stillcultural they

culture betweenidentities. The which Finland isextent to a

Finnishfact contemporarybe felt day, into thiscultures can

designers can be heard speaking of the effects of 'europeanization'

design (FFF,1989,P12).modern Finnish this culturalDue toon

isolation and perhaps even under-development, the of allroots i
identifiably Finnish culture came from the folk tradition. And this

was allowed to develop unhindered , to evolve andfolk tradition

realities of lifeadjust amidst the harsh in arctica near

populist Folkenvironment. culture withA it>sarose own

architecture, textiles, ceramics and furnishings, suited ideally to

environmentand ofthe temperament the Finnish people. Self-
of life,sufficiency became the way with all the objects of the

populist culture being created by the people and for the people.

furnishingsarchitecture and ofThe folkthe tradition were
functional and rational but above all human and this is the legacy

that Finnish design has inherited.

The Fins pride themselves the! r unique relationship withon

is their own claimnature. It that they have an understanding of

nature unparalleled in Europe. The Finnish people like to compare

was, and also is to this day

so let us be



their understanding ofof the Japanese.thatnature to
to harmonize withunderstanding of grown fromnature has a need

nature in country that endures below zeroorder to survive. In a

for the peopletemperatures for most of the year it was necessary

to understand and come to terms with their surroundings rather than

battle with them. The impact that changes of season have had on the

Finnish people fixation that has led to theexplain thehelps to

use of natural materials and organic forms wherever possible. This

is evident in almost all Finnishspecial relationship with nature

furniture design from the folk craft tradition through to Finnish

adaptations of foreign of 20 thdesign theandart movements

century, such

Scandinavia.

The love and understanding of the nature of wood and the rational

use of that material evident in Karelian peasant furniture, led the

master of Finnish furniture ' Onedesign, Alvar Aalto, to comment:

to search to find an affinity to nature more logical inwould have

beauty.'(Mus.Fin.Arch,1984,p130).its The Finnish people have
nature as their teacher, one of the most fundamentallearnt, using

but least

of thetwo sides

be an afterthought.

ofinfluence climate Finnish designThe should beon not

fact it may be the single most important factorunderestimated, in

development of the humanist philosophy.in the Finland is on
same latitude as Alaska.exactly the The environment, al though

icalli beautiful, is harsh, and this has resulted in the
development of a culture which places heavy emphasis on creating a

functional, yethuman environment; constant!> aware of the human

!

3
This

i

understood design principles, that form and function are

as the Art Nouveau or Jugendstil, as it was known in

same concept, in good design neither should ever



4

haveand shortaesthetic need. wintersThe long hard summer s

furnishings unparallelednurtured an interest in andthe home
hasinterestEurope, 'During thiscertain periodselsewhere in

cult’(Scand.Mod.1982,p29). The early 20thalmost developed into a
ElielandKaiel aFinnish architects, Gallensuchcentury as

ideal the complete harmonization ofSaarinen, who held

exteriors, were by no means covering new ground. Theinteriors and

for centuries. Sodoing thisof Karelia had beenpeasant people !
and Saarinen began toof the century, Kalelawhen, at the turn

build modern buildings on the principle of the unified environment,

'Country madenot starting from scratch. peoplethey were no

ofcrafts and design, interiors were alldistinction between a

worked.'(Gaynor,1984,p61) had goodpiece and everything They

people of Karelia. In fact traditionalteachers in the peasant

architecture is ahead of many ofrural Finnish us in the west,

efficiency. Forcertainly as regards energy centuries the rural

form of double glazing in theirFinnish people using ahave been

of ingenuityhomes. Examples exist in keeping out the cold that

through generations; for example the practice

wild lichens insides of windowsills to preventof growing on the

drafts is still in evidence today, a perfect example of a practical

and efficient but very aesthetically pleasing solution. The whole

of interiorsFinnish philosophy can be seen to stem directly from

their own environment amidthe need to create a harsh and stark

Finland's climatic environmentalandclimate. extremes have

produced the ethos by which every Fin lives and can be seen to have

the enormous importance attributed by the Finnish people toled to

furnishings.inter iors and The significance attached to
in some offurnishings can be seen the roles the chaii, for

in Finnish society. In 18th and 19th centuryexample, has played

I

have been past, down

as their
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make a carved back weddingrural Finland would carefullya groom

chair for his bride as a symbol of his love and respect for her. To

Finnish furniture was built in in themuch traditionalsave space

form of chests; this resulted in specialwall benches and window

significance being itstanding chair, sincethe freeplaced on

honour for the master of the house or a specialbecame a place of

culturally important Finnish interiorguest. Another socially and

is the invention, in use in thesauna. The sauna is a Finnish

Finland'scountry for ofAllthousand greattwoover years.

furniture designers, past and present, have at some stage designed

their own sauna furnishings. Finnish sauna furnishingssaunas and

exhibit some of the best traits of functionalism, rationalism and

humanism evident in Finnish furniture design; and there are enough

furnish, there is one sauna for every four people insaunas to

significanceFinland. The attached the and theto sauna way

architects and designers approach them today can tell us a great

the Finnish people and the qualities they aspire to. Indeal about

19th century rural Finland the sauna was stil the room where babies

(it was the most hygienic, withwere born heat and toaccess

water), the first living quarters while the main house was being

1 aundry and workhouse, the smokehouse for drying meat,built, the

for looking after the sick, and of course in its primarythe place

bathhouse. The sauna is a creation befitting the Finnishrole, the

ti—f unctional uti 1 i ty aimed improvingtemperament, a at the

quality of life. To these ends its furnishings and layout represent

spirit of functionalism andthe national humanism. FinnishAs

’standshas said,Slangus theHansarchitect for thesauna

purification of mind and body that of thepart bathingare

bareisthe goal soulexperience, to aswellones as

body.’(Gaynor,1981,p121).
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Finnish people had a strong identity and culture ofAlthough the

Finland had not been free of outside interference sincetheir own,
the 12th century. Finland and Sweden had formed one kingdom for six

Sweden as the dominant partner1809, withhundred years up until

strong cultural influences on the Finnish people,exerting her own

the west and south of the country. The east, of theparticularly in
thenpoliticallyifindependent, notrelativelycountry was

culturally. Finns shared equal rights with Swedes, although Swedish
theafteronlyofficial business.language of Itwas the was

Finnishcenturies that19 thnational revival of the and

regained the upper hand

of Sweden's Finland when a war between Swedencontrol ofthe end

country as a Russian grand duchy with limitedand Russia left the

political autonomy. Over the next 150 years Finland was to become a

political, Ltural and ideological battleground between east and

first decade of this a crucial period inwest. The century was

Finnish history, this decade saw the birth of the Finnish cultural

an increased awareness of identity and a pride in Finnishmovement ,

. Increasing Russian oppression, resulting in thenational history
in 1899 and the introduction of a program ofremoval of self rule

Russianization, only served strengthen theto formovement
The independenceindependence. 1 edmovement by­ write is,was

musicians, artists, architects and designers, who found a new lease

and gathered their inspiration fromof life popular tradition and

national character. Architects and designers like Brummer, Saarinen
and Lindgren devoted all their energies towards creating a distinct

national design. The mobilizing of design and architecture gave
the Finnishexpression to national heritage and resulted in the

of thiscultural importance i mmense.event was entry I

20th
(

as the nations language. However 1809 saw

F inland's

i

Finnish entnincejto the Paris exposition of 1900. The political and
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and was the stand that.by surprisethe expositionliterally took
1^judges.andthe spectatorsinterestaroused most among

Gesellius, Lindgren and Saarinen, had suchpavilion, designed by
topiccurrent amongbecameFinlandan impact that suddenly a

brilliantachievedpavilionThecircles.culturalEuropean a

modernity yet:

The interior
mostly undecorated birch woodwith light,Karelian style,in the

and Eliel Saarinen was unlike anythingfurniture by Arttu Brummer

said that this was thesafely bethe exposition. It canelse at

that Finlandof the international recognitionbeginning was to
i.

receive. But this also meant that design was inextricably linked in

pride nationalmind national and self­Finnishthe to i
expression of nationalism and thedetermination. Design became an

Paris exposition became a political gesture.

The October Revolution in Russia in 1917 gave the Fins the chance

waiting for and theyhad been declaredthey themselves an
Republic. The revolutionaryindependent in Russiagovernment

Finnish move but maintainedaccepted the a contingent of Russian

However the Russians refused to secede thetroops in the country.

of Karelia to Finland. The Karelian region had formedeastern part

the basis of Finland's cultural revolution and spawned the national

romantic or Karelian movement.

integration of

amongst many of the Finnish people. Eastern Kareliabitter feeling

Republic, butis now a Soviet the present Soviet situation may

squirrels and 
been taken 
conferred

this territory into the Finnish Republic

' The great granite doorway, the ornamentation with bears 
pine cones, and a tower whose form is said 

to have been taken from that of Finnish rural church 
towers conferred on it a distinct national
character.'(Scand.Mod.,1982,p65)

has left a

of Finnish rural 
a distinct

was no less spectacular: the 'Iris room ' decorated

i
The Russians refusal to allow the
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Kareliannear future. Ainteresting situation in thecreate an

revival in the 1990's is no longer an impossibility.

The role that design has played in the national struggle explains
havecraftsmenanddesignersthe high respect thatstatus and

nationalexpression ofmaintained in became theFinland. Design

a material form, but more than that, because its rootsidentity in
theto bewere in tradition, itthe popular also came seen as

ofThe resulting roleexpression of just society.the socially

the nation’s spirit, alongdesigners and craftsmen as keepers of

of the Finnish crafts tradition, ensuredwith the rational nature

crafts afterofmaintenance continuity thethe and

industrialization. Unlike countries, thereother European

industrial revolution in Finland, was an industrialrather there

evolution. Industry of supplanting thewas not seen as a means

crafts tradition; a special relationship developed, due both to the

craftwork of and design organizations and the naturallyto

utilitarian nature of the Finnish craft tradition. Finnish design

the Friends of Finnish Handicraft (founded in 1879)groups such as

Society ofFinnish Craftsand the and Design and the newly

established College of Applied Arts in Helsinki, worked hard to
important connection between craftscreate an and industry. They

succeeded where groups in other countries had failed due to the
craftsstrength that the and design had attained during the

revolution. Theycultural also succeeded in persuading
industrialists that good design meant better sales. Industry in

withFinland did the craftnot compete tradition. The craft
harmonize with the new rationalism and thustradition was able to

of humanism in industrialization. It ismaintain a strong element

ability of the Finnish people, inherited through centuriesalso an

with foreignof battling cultures, to adopt and adapt ou tside

i

I

was no
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influences to faculty, developedan existing culture. This

means of has resulted in the Fins lacking theself- preservation,

self- destructive countries. Theynature of other European were

had to be a part ofable to learn from that humanismtheir past

utilitarianism, that tactile aestheticsvisual and serve acan

function and functionalism.therefore need divorced fromnot be

'Art into industry,’became the andcraftsmenof Finnishmotto

ofcraftsdesigners, and thethis is precisely what happened;

industrialfurniture becameglass, textiles, ceramics and arts.

craftsmen and designers, aIndustry became used bya tool to be

in more workers beingsymbiotic relationship developed, resulting

in otherfurniture workshops in Finland thanemployed in any

1920's(Sparke,1986,pp35-37)).in theScandinavian country

Ultimately what happened in Finland was the fusing of a utilitarian

efficiency and socially orientedwith industrialpeasant culture
crafts forthe Englishfunctionalism. Unlike arts and movement

dismiss industry as an ogre,Finnish crafts did notexample, the

irreconcilable with tradition. Although there have been dissensions

crafts in Finland, particularly in theand thebetween industry
the crafts into an industrial frameworkadaptation of1950's, the

e;-;t insicr. of traditional or inherited principles. In

did not discard its past, but learntterms, Finlandthe simplest

from it.

the main 20thone of elements inThis' brings us to century

the 'new - old ' folk tradition, the belief thatFinnish design: a

between past and present will produce works ofdynamic interaction
wi tii the spii it ot the peopl e.are suffuseddesign thatart and

traditionpride ina national andhas nurtured' : is beli a

respect for quality craftsmanship in the Finnish people. There is a

not been eroded by thein Finland that hasrespect for the past

I

as a

was seen as an
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blind lurchings of progress. There is a belief that discarding the
is 1 ikepast discarding iscenturies of learning. It not

■

romanticism, it is realism, it is impossible to understand where

going if not understand where you have come from.you doyou are
IThis also lends a certain stability to Finnish design v?ork, an

identifiable element - perhaps the spirit of the people. Although

Finnish designers say they feel a need to escapesome contemporary

from the traditions Finnish industrial havestrong the arts

a facelesswould promote international design, and
nearly all believe in to incorporate withinthe need tradition

This philosophycontemporary shared by the otherconcerns.

Scandinavian countries, in particular Norway, is best summed up by

a quote from the Norwegian painter Gerhard Munthe:

that Finnish design,It becomes particularlyapparent its

interiors and

geography, climat and historical development, in fact with the
The historical, social and political importancenations identity.

of craftsmen and designers has resulted in the high status that the

this day. But inheritedindustrial arts enjoy to alonerespect

enough to sustain a design tradition. Whatwould probably not be

ofi ntenance the Finn is Iithe traditionhas ensured is i ts

rigid structure isa ' ap \ 1 ity. Arrj boundsystem failtoor

is the country's ability to adapt foreign movementsev< ral ly; it

society, whilst retaining certain guidingto Finnishand culture

'a- that has ensured its Only the vital

foreign cultures have thus been adopted, and the designaspects of

furniture, is inextricably linked with the country's

many people believe it to be - 
or history. The first condition demanded 

of a nation by tradition is that it can be absorbed by it 
and tradition therefore, depends largely upon the 
developing power of the nation itself.'(The 
Studio,vol.8,pp221-23)

imposed, none

'Tradition is not what 
ancient romance

depends 
the nation
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remains distinctively foreign elementsFinnish the areas

A series of embodiedreconciled with Finnish design principles.
rationalism,design principles, functionalismhumanism, and

alongside what has been called ' the unrestrained and exuberant joy

of creation (Scan.Mod,1982,p255) have become a style.

I!
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PART TWO: FROM NATIONAL ROMANTICISM TO A NATIONAL

INTERNATIONAL STYLE

Finlandat the beginning of the 20th centuryAs has been seen,

struggling for political andcountry seething with unrest,

domination. But the turn ofcultural independence against Russian

also saw new intellectual and artistic stirrings and athe century

newfound politicalself assertiveness in social spheres.and

people had gained athe FinnishThrough their political struggle

new view of their history and a new view of the future. This new­

found spiritual independence manifested itself in Karelianthe

had itL»movement which roots in the end of the previous century.

and crafts united together and sought their inspirationThe arts

from what was considered the pure Finnish culture of the Finno-

1 Kai eval aFinnisht'gric peasants. The heroic epic the was

committed to -writing for the first time and was the inspiration for

symphonies, tapestries, literature and paintings. The new union of

Finland was seen as an expression of nationalism,all the arts in

an effort their nationaland in identity they raisedto express

Finnish creativity to a new level.

furniture designersFor Finnish there was a rich treasure in
Karelian furniture. These rational, functional, beautifullyyet

decorated pieces inspiration for designers such as Gallenwere an

Kalela, Eliel Saarinen and Yr jo Blomstedt. Good examples of the

ingenuity and aesthetics of Karelian peasant furniture can be found

in the sofa-beds popular in northern Karelia dating from around the

century!fig.1). Dur i ng18th the c o 1 d wirite.- ; it. oftenwas

uas a



2.

North Karelian sofa-bed; 19th century. 
(Pirrako,Slavo,Helsinki,1978)

Karelian wall-chest; 19th century. 
(Pirrako,Slave,Helsinki,1978)



1Karelian 'milk-souring cupboard';19th century. 
(Pirrako,Slave,Helsinki,1978)

A ,~

i

-

I

■
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the kitchen, where the tile stove kept thepreferable to sleep in
the kitchen usuallya resultthroughout theroom warm

contained a

very high and usually decorated back piece, only the front part was

left

quitesometimeswas often beautifully carved withsave space,

complicated geometric patterns, similar to those on the ryijy rugs.

could also be found inFhe sofa-beds, which were always painted,

The use ofthe guestrooms and sometimes living quarters.in the

motifs furniture, stylizednatural Karelianpopular inwas

representations of flora panelssometimes paintedwere on or

The 'milk-souring cupboard'(fig.3)introduced into carved patterns.

is an example of this, the two front panels are decorated with
i

. inte ’ floral ' milkofarrangements and the ventilationpart

system' is in the form of flower shaped vents. The top part of the

cupboard consists of two doors with vertical slats and the flower

shaped ventilation grill, the p irposes of which were to allow the
circulation of for theair needed souring process. The ofuse
geometrically stylized motifs and patterning can also be seen on

the two-seater rocking chair and the wall-chest (figs.2 and 5). The

helmet dome shape used in the fi ont and s ide carvings of the
rocking chair popular Karelian motif and was later borrowedwas a

by Karelian revivalists such as Saarinen, who used it as the basis

'Koti* chair in 1897 (fig.8). The use of ready made shapesof his

from nature . itimes employed in Karelian furniture, the two

seatei rocki chair, for example, used two halves of a section
;. a ti ee-ti I . base.

art , which, 
parts ready

night,/ as

'The Karelian
h ack of technical , . '' , 

nature, achieved ;
of forms
natures

sofa bed. The sofa-bed had relatively high sides and a

open. The front section, which was pushed in during the day to

furniture maker's art, which, because of 
, used parts ready made by 

at itk'X best a truly brilliant richness 
and a surprising virtuosity in putting together 

own shapes into an elegant, and practical



East Karelian kitchen interior;19th century, 
(Mus.Fin.Arch,1979)

Karel Ian two-seater rocking chair;19th century.
(Pirrako,SIavo,Helsinki,1978)
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KARELIA,UUSIAalto,ARCHITECTURE IN

andIn 1893 Karelian buildingsthe publication of a study of

ja koristemnotoja), bydecorative motifs (Karjalaisia rakennuskia

Finnish architects Sucksdorf, aroused much interestBlomstedt and
Elieltheir andKalelacontemporaries Gallensuchamong as

book, which has been called an' ethnographical studySaarinen. The

overtones'(Mus.Fin.Arch.Abacus,1979p,77)with Kai eval a-romantic

helped to consolidate the growing interest in Karelian architecture

designers and architects. Yrjo Blomstedt's furnitureamong Finnish

this period made liberal use of Karelian architectural motifs in

Blomstedt’s furnitureits design. Examples of designs from 1898

(fig.6) heavilyelaborate. decorated, quite delicateyetare

decoration usedpieces, lhe is not purely architectural in its

origin,.'patterns taken from Finnish textiles evident,alsoare

particularly in the front panel of the chest,, the base of the chest

reminiscent of of a sleigh. The backrests onis also the runners

again includethe chairs the use of the flowerstylized motif
evident in Karelian furniture.

Eliel Saarinen is probably one of the architect/furniture designers

readily withassociated most the movement. Certainly his work is

ngst the best examples of the style. Saarinen was and remained a
strong .nal is t throughout his life. When, during the thirties,

began to adopt functionalismFinnish designers as their national

romanticism influencedthat national his work until his death in
was responsible,19'0. Saarinen m ingst ot het s, for the fui nitui e

in the roo the . Exposition of 1900 (fig.7), which was

an er;ample

totality.'(Alvar 
SUOMI,1941).

of his belief in the unified environment.Othei examples

bannei he unable o their renunciation of romanticism so
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6.

Paris Exposition 1900;
C'ius. Fin. Arch, 1979)

A

Furniture designs by Yrjo Blumdtedt, 1898; (Mus.Fin.Arch.,1979)

ft



15

the Karelian revival style, are to be found in someof his work in
'artist's paradise ' ofof the furniture of called thewhat was

Hvittrask [white lake] was built byHvittrask in eastern Finland.
/residenceand SaarinenHerman GeselliusArman Lindgren, as a

the entireThey builttheir families.studio for themselves and
traditional ryijy [rya] rugs inhouse in the revival style using

andinsidearchitectural motifs boththe interior and Karelian

designed much of the furniture for the Hvittraskoutside. Saarinen

interiors over a period of 15 years. He designed his first piece of

white high backedin 1902, a simplefurniture for the residence

bedroom (fig.9). The painting of furniture waschair for his own

influence from the vernacular Karelian furniture, whichclearly an

case of the northern Karelian sofa-was often painted, as in the

Saarinen's furniture from the first half of the decade, suchbed.

' Suur Merijoki'as the Hvittrask piece and the chair of 1903

(fig.10) are quite simple pieces in a distinctly vernacular style

greatly with those ofand contrast Blomstedt,although both drew

their inspiration from the Saarinen was never over

his application of decoration, figure 14zealous in shows a water
Saarinen forcolour by an interior

the interior decorative theme and the overall effect ishas a one
integration ofof an patterns. The use of the black and wlii te

striping patterns, which can be seen on the chairs in this interior

element which has been applied to much Finnish furniture and

textiles, it 1930's inappears again in the Alvar Aalto's chair
(fig. 21) and bed number 417number 44 (fig.25), and most probably

draws its inspiration from the birch bark of the Finnish forests.

The influences of the Art Nouveau movement began to reach Finland

with Swedishthrough contact designers towards the end of the
1890's and movements ofthe two Kareliani sm and Arr Nouveau ran

at Hvittrask,/each element in

same source.

is an



8. 9.

1

 li- ferij< ' ' ' 2-1903;Saarinen.
(Mus.Fin.Arch.,1984}

11. Chair for Keirners library,1907;Saarinen.
(Mus.Fin.Arch,1984)

13. Chair for Hans Saarinen, 1908;Saarinen.
(Mus,Pi n.Arch.,1984,

Hvittrask chair,1902;Saarinen.
(Mus,Fin.Arch.,1984)

*

'Koti’-chair,1897;Saarinen.
(Mus. Fin.Arch.,1984)

’The black villa' chair,1908;Saarinen.
_(Mus.Fin.Arch.,198-.)
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nterior at Hvittrask,1901;Saarinen. 
ch,1984)
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it might be more accuratemore or less concurrent to each other, or

each other. Of the Scandinavian countries Artthey adoptedto say
theknownNouveau itreached first where becameSweden as

andSaarinenJugendstil. Finnish Lindgren,designers, such as
theKalela, became knownadopted the which soonnew style as

but they received it very much on their own terms.Finnish Jugend,

joining of National Romanticism with ArtThe Finnish Jugend was a
work itin theNouveau and there is national elementa strong

very easy step for a furniture designer to moveproduced. It
offrom the were developmentsKarelian to as bothJugend style

theirprided themselvesNational Romanticism and both on

nationalits clearlynationalism. But importantequally as as

flavour, is the part the jugend played in raising the status of the

ofinfluence joined withcrafts. theThe awarenessnew was

traditional crafts that the Karelian revival had produced and under

Jugendstil the crafts attained the status ofof thethe influence

the other arts.

of Art Nouveau were ideally suited to the FinnishThe principles

temperament due to their combination of a passion for nature with a
aesthetic quality and national Finland'sconcern for integrity.

was distinctive from thosevariation of the style of the other
Finnishcountries. The adaptationScandinavian was more

wi th angeometrically stylized emphasis on abstract patterns that

Finnish design well into the 20th century.hallmark ofremained a

Nordic flora and fauna, forests,used in the work,Nature themes

wiIdflowers became ofand symbols the Finnish
spiritual heritage. Eliel Saarinen’s work again givesartistic and

Finnish Jug< nd style, '):■.<■of the of the mainexcellent examples

Jugendstil refine Finnishinfluences of the furnituretowas

principle of aestheticisim was applied toArt Nouveau'gn. ' he

i

was a

snow, wildlife
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furniture design and a

evident. Saarinen’s furniture became less heavy under the influence

of the Jugend and he seems to have developed a particular fondness

for the chair (figs.11,12,13 ). The contrast betweenround backed

Saarinen's rather formal pieces 1902-3of and the

stylised pieces such as the 1918 Hvittrask chair (fig.15) shows the

influence the Jugend had on his work. The nature themes employed by
the Jugend appealed to Saarinen and the side panels of the 1918 oak

and leather Hvittrask chair of the material used

of acorn shapes on the chair's side panels.by creating a pattern

Saarinen, like many other designers of his generation, found in the

Jugend a wonderful medium for aesthetic and national expression. In

fact Saarinen designed pieces in the well into theJugend style

thirties. 1928-30Between Saarinen designed beautifulsome

furniture in the style for his home in Cranbrook in America, where

moved fromhe had Hvittrask in 1925. The furniture exhibits the

geometrics yli zed and delicate colourtreatment schemes
representative of the style, and has such visual unity anda

timelessness that reproductions of his blue suite (figs.16,17) have
furnish therecently been used to of Procterentrance area and

Gamble’s new headquarters in Cincinnati, constructed in 1982.
Jugend style had actuallyHowever the reached the ofpeak its

the 1900popularity by­ Paris exposition and had almost completely
of thethe beginningisappeared First forId War. The Jugend i

brief, if fruitful role in Finnishplayed a design, National
continued toR o m a n t i c i s m however exert its influence on Finnish

until the thirties when economic conditions and changingdesign up
social attitudes paved the way for the functionalists.

1920's trends which hadDuring the begun before World War One

continued to be felt, social differences between groups became less

i
!

progr«(siv])y

reflect the use

move away from vernacular structure became
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15. ■■ Hvi trasl dining room,1918;Saarinen.
(Scand.Mod,1982)



16. and 17. 'Blue suite' chairs and table,1929. 
(Space Place,1989)



18. Saarinen house round table and fluted back side chans, 
1930.(Space Place)

19. Arm chairs and table from Saarinen house living room, 
Cranbrook,1930.(Spape Place,19^9)
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scientific and technical innovation began to change themarked and
increasedandface socialof the world. A awareness

industrialisation in Europe heralded the birth of Functionalism. In

the Scandinavian countries, as elsewhere, the contrasts between old
of modernisation,the effectsand new became more pronounced as

innovationof technologicalcommunications, and advanced methods

take hold. In Scandinavia the cause of the Functionalistsbegan to

answered by the publication of Swedish critic Gregorin Europe was

'.(more beautiful things forPaulson's book ’VACKRARE VARDAGSVARE

use) in 1919. In Finland the industrial expansion of theevery clay

twenties, followed thirties,economic depression ofby the the

perfect environment for the dominance of Functionalismcreated the

romantic movements of the previous decades. An antagonismover the

began to develop between the older generations ofandnewer

designers in Finland. The younger designers repudiated the narrow

Finnish ofelement National Romanticism, they felt that the
Karelian and Jugend movements had romanticised the traditions and

culture of Finland without reflecting its spirit or essence. The
Functionalists' lookedFinn!sh theirat and perfectpast saw

examples of rationalism, humanism and functionalism, the elements
understood bethey the basis of Finnishto culture. The

F I i cl: rel a t ionsh ' p with the didpast involvenot any
imitation of its external forms, rather revival of its spirit.a

for antagonism between the groups was the Romantics'Further cause

distrust of the international nature of Functionalism. The Jugend

its application, whereas the Functionalists actively sought to
appeal to a wider audience outside Finland. The petiod between 1908

and 1918 had seen a dramatic expansion of the Finnish furniture
in the main toindu.• y, due increased trade with Russia. The

movement, although based on Art Nouveau, was unbiasedly national in
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Finnish furniture industry was entirely based on handcrafts and the
175the native and plentiful birch tree. By 1918 thereuse of were

in35onlycarpenters'workshops comparedFinland, toin
right for an international1908(Sparke,1986,pp35-7). The time was

market..

Finnishof themost importantAlvar Aalto the best known and

for the Jugend movement, whichFunctionalists, had little respect

'that ridiculous flowering of the birch bark culture, inhe called

which consideredeverything clumsy verysowas

Finnish.’(Mus.Fin.Arch.,1984,p32). fostered personalalsoHe a

naming his little daughter's cat afterdislike of Eliel Saarinen,

him in act ofa calculated disrespect. admired oldAalto the

Finnish carpenters who had forms oftranslated the Continental

Baroque churches into original wooden constructions in the 18th and

19th centurLes. He recognized in their adaptations a confidence in
themselves and a willingness to look outwards, qualities which he
felt to be the substance of Finnish design.

FinnishFor the Functionalists, wanting appealto to an
iinternational audience was only logical. One of the main tenets of

Functionalism that products should be suitablewas for mas s
p ■ \.OVi. 1 unc t’. i 5ffl concentrated on the relationship between
design and required ause and full exploitation of new materials

and technology. In Europe, Marcel Le Corbusier and Mies van
der Rohe, among others, began designing and producing tubular steel

the furniturefurniture. But proved to be expensive

lack of emotional associations, which the Moderns saw as one of its

the
new

eyes 
; and

and metal '

When we see how past ages have been able to be 
international and unprejudiced yet have remained faithful 
to themselves, we can with open eyes accept 
influences of ancient Italy, Spain and the 
America.(Aalto,Mus.Fin,Arch.,1984,p156)
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therecipients, massintendedchief virtues, itsensured that
of rationalism and massbasic principlesmarket rejected it. The

but the dismissal of the human needproduction appealed to Aalto,
believedconflicted with humanism. Aal tobeliefs inhis very

strongly in using nature as a teacher, he identified aesthetics and
good,simple,needs:'Ve forshould worksensuality humanas

the humanwiththings in harmonyundecorated things, but

being.'(Mus.Fin.Arch.,1984,p37). The Finnish Functionalists were as

Jugend oras theproduct of their tradition and culturemuch a

Karelian movements. The important question is why we act on certain
! in the case of the Finnish modernistsimpulses and

it was a case of being:

Aalto's style in furniture design can be characterized by an

application of functions whichthe human schematic functionalism

largely ignored. He did not attribute any decisive authority to

rationalism's masters Continent. Aaltoon the refused adoptto

basic principlesready made of the movement were

these he could draw his own conclusions and adapt the

doctrine where felt itever he Marcel Breuer'swas necessary.

Aalto in its capacity as a standard industrialfurniture attracted

product built on the dynamic principles of springiness, but its use
a tactily unpleasant material and the use of geometricalof metal, o'

principles of form did not appeal to him. A problem that had begun
Aalto's mind how translatetoto occupy was springy

into wood. The breakthroughtubular steel came when he found a
means of

armchair oh i c h dev elopedhe f o r the Palm io sanatorj urn in
1929(fig.20). By using a springy plywood back fixed to a closed

Breuer's

using birchwood as a bearing frame. The result was Paimio

solutions, 'the

enough,^from

ignore others, y

drawn by temperament to soft forms, but also of a greater 
proximity to the world of nature than to that of abstract 
geometry.(Scand.Mod.,1982,p72)



21. Chair nr.44.Aalto 
(Artek cat.).

23. Reclining chair with woven 
canvas cover,nr.43.Aalto. 
(Artek cat.)

22. Bent laminated plywood chair, 
nr. 42.Aalto(Artek cat.) 
(Artek cat.)

24. Reclining chair,nr.417.
Aal to. (Ar tek cat.). 
(Artek cat.;



28. Bent frame chair,nr.41B.
Aalto.(Artek cat.).
(Artek cat.)

25. Bed with black and white cover, 
nr.416,Aalto.(Artek) 
(Artek cat.)

26. Sauna stools,nr.656.
Aalto.(Artek cat.) 
(Artek cat.)

27. Fan leg stool,nr. x 601.
Aalto.(Artek cat.) 
(Artek cat)

: , -’I

J
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Throughframe Aalto soft.chairsucceeded in woodenmaking a

applying the Finnish organic philosophy, Aalto was able to create a

widelychair more andcomfortable, cheapersensual, more more

available (to this day) than Breuer's 'Wassily 'chair of 1923.

Finnish furniture designers thus produced Functionalist furniture

traditional, producedthat andmodern yetatwas massonce

handicraft. Much, if not most, of Aalto's furniturereminiscent of

machine. pioneering workproduced by hand or by Thecould be

and the application of organic principles tocarried out by Aalto

functionalism laid for what become knownthe way as thewas to

style. The Finnish functionalists created theScandinavian modern

successful modernistfirst commercialy

furniture, it known, worldwidebecame attractedlook as

in Britainrecognition, particularly exhibitionwhere an was

tumultuous acclaim. Alvar Aalto's furniture,1933 toorganized in

succeeded where the European Functionalistsin particular, had

barriers between high culture and popularremoving thefailed, in

Finnish philosophy of humanist design brought modernismThe

into homes that would otherwise never have touched it.

' . into the FinnishFunctionalism f itted interpretation of
of the other Scandinavian countries inwas aheaddesign. Finland

applying organic philosophies to modernism, and 1930’sthe saw
as the national banner.functionalism adopted For the first time

became commercial1y successful on an internationalFinnish design

scale,/for

At the time 
steel furniture

Tubular and

Flexible wooden furniture is a result of experiments made 
at the Paimio sanatorium. At the time of those 
experiments the first tubular steel furniture was just 
being constructed in Europe. Tubular and chromium 
surfaces are good solution, technically, but 
psychological}- these materials are not good for the human 
being.(Alvar Aalto,THE HUMANIZING ARCHITECT.Technical 
Review, 1940)

a long time Alva; Aalto's company Artel., set up in 1935

furniture. Aalto's ' Blond



29. Stacking stool.1935,nr.67.Aalto.
(Artek cat.)
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and market, his designs, was not able to .fill orders forto produce

designs, the simple butof Aalto’sthe furniture world-wide. One
'willexclaimedeffective stacking stool (.f ig. 32), which he once

1985 sold 1.5 million, proving that goodsell thousands!', had by
Functionalismdesign will sell its virtues. anwasownon

movement international in flavour, yetinternational movement or a

on their own terms and adapted it toFinnish designers adopted it
could be termed a National-their own create whattemperament to

International style.
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CRISIS AND EXPLORATIONPART THREE :

since theFinnish designhappened inAn enormous amount has

Second World War. At present Finnish design is only beginning to

the ideologicaly turbulent years of the sixties andsettle after

seventies. For a time Finnish design seemed to be cut adrift with

possible direction but with no cleardesigners sailing in every
inbasis of designand traditionalgoals. The solid cultural

appeared to be in great danger ofindustrial arts,Finland, the

loosing it--'s foothold in Industrial production and the advent of

industrial design created a national dilemma for Finnish design.

affected bymore adversely the Second World WarFinland was

other Scandinavian countries, fighting two warsof thethan any

between 1939 and 1944. Russia invaded Finland twice, first in the

again in the 1944 War of Continuation. In1939 Winter War, and

1944 Finland allowed Germany station in Northernto troops

the German troops retreated under Russian attack in

burned towns villages and forests behind them. Finland

100,000 Fins died and about 50,000suffered heavy losses, about

disabled. Russia'..’ere permanently annexed southern Karelia and
regions aswell, howeverother all ofnot thesesome,

returned under 1948territories were of fi iendship.treatya

had to pay Russia 322j million in war reparations.Finland also

The destruction and the price the Fins played was devastating,

under these adverse conditionsbut even creativity went

not unhindered. Shortages led to the inventive use of materials

. inland, as

1944 they

on, i f
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in design work. Paper and birch bark were used in the creation of

wallpaper, giving a new, if ironic twist to Aalto'stextiles and

'birch bark culture'. Aalto himself was extremelydismissal of a

hindered in his work through a lack of the glue necessary for the

construction of his plywood furniture.

countivies isolation, were alsoThe war years, due to the a

DaghistorianSwedishperiod for national retrospection. art

'a periodrefered to the war years in Scandinavia askidman has

decorative formalismof idylic retrospection and

(Scand.Mod.,1984,p 134), of Finlandalthough, in atthe case

accurate. But thisword idvlic be entirelyleast, the may not

period of isolation allowed designers to re-examine the preceding

certain rekindling of Romanticism retuneddecades and toa

The initial years after the war are amongst theFinnish design.

in Finland's design history. The new generationmost remarkable

of young talent, trained, mostly by before theArttu Brummer,

rebuilding into a creative challenge. From the ashes

has been called Finland's golden age of design.Ilmariarose what

figure ina central the post-war reconstruction

believed strongly in ethical responsibility and soc ial
hi s work and playedand leading role in thea

implementation of the functionalist principles in the fifties.
Tapiovaraa's Domus chair (fig.33) could be termed soft modern in

its approach, it represents many ot the features of that style

softening of form and sensibility.The energy and varietyin its

design of the period was remarkable by any standards andin

as such. At thewas recognise of 1951, the

of anythan that other country. The 1950'sand awards saw many

Finland as elsewhere. A rising standard of J iving andchanges in

Milan Trienndle

Finnish pavilion, designed by 1'apio Wirkala, received more medals

Tapiovara was 

work,/he 

ccrnitment

war, turned



30. Domus chair,Hmara Tapiovara.
(Scand.Mod.,1982)
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an optimism and belief in progress characterized the early years.

building of more homes than everand theIncreased urbanization

an emphasis on home furnishings. Furniture neededbefore created
thetimefirstfor theaesthetic andbe rational andto

Functionalism from the twenties and thirties beganprinciples of

to be implemented on a large scale. Designers in this period also
a higherpublic toimportance of educating theemphasized the

design awareness and put pressure on the government todegree of
and become actively involved. By this time theorganise programs

and Romanticism longerbeen rediscoveredJugend had awas no

dirty word among adherents to the Functionalist principles. Again

of absorbing the traditions of the past was in play.the process

The rediscovery of the Jugend was partly a reaction to the strict

Functionalism and a further softening of the styleprinciples of

in furniture design. It was also a product of thebecame evident

more overt form of nationalism that comes with periods of war.

were alsoThe fifties a period of co-operation between the

Scandinavian countries and the concept of Scandinavian design won

world recognition. Scandinavian design the Scandinavianor

which receivedmodern style, so much attention at the time, was

in fact the soft modernism that had been developing in those
countries since Functionalism. Soft modernism simplywas an

of ofextension applyingthe human i s t and organicprocess

European Functionalismprinciples to the process Alvar Aalto

in the late twenties. The fifties were a period ofhad initiated

confidence in Finnish design,idealism and but the end of the
witnessed the beginning ofdecade also dissension between the
industry thatcrafts and have seriouswas to consequences for

of this dissension can be attributed to themain rootboth. The

triumph of industrial design over the industrial aits. Industrial



Sauna stool,1952,Antti Nurmesni.

5
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designers have in industry that thefor collaborationa talent

crafts industriallack and industry prefered withworkto

designers than result industry in thewith crafts people. As a

sixties became to crafts people andless and less attractive
ofthese years coloured anti-industrialby the naturewere

crafts. Furniture adversely affected by thisdesign was not as

trend as the other industrial arts of glass, ceramics and to a

lesser extent definite changes were taking placetextiles, but

which have for Finnish furnitureset the contemporary stage

design. Designers opting for the roletake sides,began to some

of craftsmen of industrial designer,and others or more

accurately in the case of furniture design for the new / old folk

anonymous international design. Designersa more

such as Annti Nurmesniemi and Yrjo Kukkapuro produced examples of

international furniture design, using welded plastic and metal,

materials that had previously been loathed by Finnish designers

for their lack of humanity. It is worth noting however that Annti

fineNurmesniemi also produced ofexamples wooden organic
7 furniture at this period (cover picture), providing an example of

the diversity entering Finnishthat was design at this point.
Many traditionalists and advocates of the crafts began to return

of independent af teito the old system workshops what they

termed, not without a hint of bitterness, their emancipation from

situation created a serious identity crisis forindustry. This

The very basis upon which FinnishFinnish design. design had
which itbuilt itself had brought itselfand upon to world

the interplay between hand produced goods and

This was the ve ■ backbone of twentieth centurymass production.

whole conceptand the ofFinnish design the industrial arts

seemed to be at stake.

tradition, or

recognition, was
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The roots of Finnish design in the early twentieth century were

the peasant-folk tradition.principles ofrooted firmlv in the
it& ofdoctrineinheritedThis had strength; from thebeen

haddesignFinnishhumanism,rationalism, functionalism and

reached the pinnacles of creativity and originality. Without this

the whole concept of 'Finnish 'design was in dangersolid ground

Many young Finnish designers were now rejectingof disappearing.

of industrial design and industrial designer altogetherthe role
Designercreative freedom.andand seeking artistic liberty

withconcernedcraftsmen becoming less and lesswere

totallyfunctionality rational ism and concentratingand on

artistic freedom. This in itself is, or was not a bad thing, but

Finnish identity,the fundamentals of which hadit rejected

on the harmonious unification of form and functionalways relied

basis. It is not wrong to say that industry had forced

situation, seeing industrial designerthis lamentable in the a

willing collaborator who would work more easily on

shifting of balance betweenterms. It the importance of

industrial profit importance ofover the ethics and creativity

the situation.which prompted But a number of factors helped
this rapidly deteriorating of affairs.state Manyarrest

industrial designers were becoming increasingly dissatisfied with

seeing themselvesthei role, as being dictated to by industry.

Traditionally industry had been seen by' a

means of furthering he of good design. Through co-operation

with industry designers had al empted to implement the ideal of

'more beautiful

increasingly me; ;y with their status as a means >fwere feeling

mar 1: eti ng. It became a matter of integrity, Finnish industrial

designers looked abroad and saw designers, in Britain and the

industry's

Finnish designers as

was a

as itj/s

things for every day use ’. Industrial designers
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United States especially, becoming tools of a marketing strategy.

of integrity and ethics were given a certain amountThe concepts

service in those countries, but the reality was obviouslyof lip
profitdreadedwith thethat marketing industry, alongand

indesignersIndustrialmotive, were designers.dictating to
their roles in aFinland wanted and beganmore control to see

wider spectrum of environmental and social importance. Industrial

lamented the decreasing involvement of the craftsdesigners also

design. They began to see their traditional valuesin industrial
design.substance of Finnishsuccess andto theas paramount

increasinglyDesign in Finland in seventies thus becamethe

the industrial arts with industrialreconcilingconcerned with

industry anddesign and of readjusting the balance between

designers.

independence of industrialhas reacted theIndustry to

the anti-industrial mood of the crafts by givingdesigners and a

designers than in thefreedom to seventies. The verylot more

Finland were in a position to initiatedesigners infact that a

heart in Finnish industry, indicates the strength thatchange of

Finland has achieved. Designers would not have been indesign in

to affect these changes were it not for the unique

of design in Finnish historyimportance and society. The
the designers displayed is. : t&at a testament to the

striving towards harmony that is theirethos andFinnish design

. i : nh el i I ' nC< . now returning to

maintainedindustry, although some have the ii anti-industrial
nature and prefer to work independently.

significant developmentthe mostBui perhaps in contemporary
has been the new role adopted by many industrialI ' :.J. t n ■ s ign

Many crafts-designers are

a position
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designers. A large number of Finnish designers are today involved

crafts. They operate both inin both industrial design and I lie

stream industry, thus providing themselves withof mainand out

for creative expression and participation in the fieldan outlet
with1 inktheirmaintainof craftsindustrial design. The

widerdesignersbenefits from theindustry and industry
between thethe divisionsexperience. This has helped to ease.

industry which could very easily have spelt the deathcrafts and

of the industrial arts in Finland. Designers in Finland today are

much in touch with their traditions and past, if in astill very

Aalto believed in reflecting theas Alvarless overt Just

forms of theexternalspirit than the past,rather so

contemporary Finnish designers use their past as a set of guiding

design, of industrial arts,principles. .urniture all the has

of industrialnature due to the adventchanged most

for that reason it has been necessary to discuss thedesign, and

industrial design industrial arts. Furnitureeffects of on the

medium that portrayed the traditionalthe bestalwayswas

functionalism, rationalism,principles of and humanism, but- the

of previous decadesthe have createdtwo largerevents a

Finnish furniturediversity in the result is the
two distinctforging of groups. The roots

firmly in the realm of the crafts and industrial arts and employs

/ old folktendencies of traditionthe new with distincta

using the visual consistencynational basis,

i KSsecond group isinspiration. The international inmore

flavour although in the same sense that the Functionalists of the

enties and thii ties were, and is closer to industrial design in
' ' ■ ■

design and

first group has itM-s1

of the past as an



32. Chair for Museum of Applied Arts, Helsinki,1988. 
Stefan Lindfors.
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ofnew generationStefan Lindfors is a of thegood example

young Finnish industrial designers. His work spans the range from
f inishedjustrainwear jewellery furniture. hasand Heto

for the cafe of the Museumdesigning the interior and furniture
cafeof Applied chairs for thein Helsinki. HisArts are

butstyle,functional internationalexcellent examples of the

principles. He is, unlikeclearly adhere to the Finnish design
in usinghis soft extremely interestedmodernist predecessors,

metal in theassociated withmany ofmetal, but the problems

example ifd-s have beenpast, for tactily unpleasant nature,

huge variety of surface treatments nowovercome since

comfortable.feel andpossible can look andmake metal warm

happening in Continental Europe as regardswhat isContrary to

stupidity offurniture design, Finnish designers recognise the

says:'IStefan Lindforsfunctionalism, considerignoring as

factor. A chair that does not work is notfunction as the prime

is representative ofLindfors also Finnishcontemporary

designer's responsibility, bothhis belief in thedesigners in

environmentally. The onus is on the designer not tosocially and

to offercompromise, but the best solution he can, a solution

socially just and environmentally safe. The integrity ofthat is

a profession is ain Finlanddesign as lot more credible than

el ;e here. Morality is still an issue:

Finnish design is at present hard to define and that. may very

of the changes taking place. Designersthe essencewe 11 be are

broadening their horizons and experimenting wi th new ideas, a

sven art.' z\

then, the

It's a loa< f crap blaming it all on industry. If only 
designers could all get together and decide to heed 
theii consciences and .tick to it, it's obvious that 
industry would follow.(.’Cyborg, 1989, p9)
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large diversity exists in all industrial disciplines, not least
of all furniture design. of theYrjo Sotamaa, vice chancellor

University of Industrial Arts in Helsinki, has likened it to:

One thing however is clear, young Finnish designers have a
faith in themselves, coupled with an integrity and ethics which
will allow them industrynot be compromised bybyto or
marketing, .'-'any young Finnish designers today are struggling to

free themselves from the strong traditions the Finnish industrial

arts have imposed on them. They wish to use their own experience

and individuality themselves. But ranked high on theto express

list of important elements are ethics and a responsibility to
society. These are the very elements which are integral to the
Finnish design tradition, this very integrity is part of the
legacy of the Finnish national identity.

frame of 
where

The departure 
culture only, 
quarters...but I 
totally anonymous, 
has no clear moorings. 1 ttunt it s necessary to have a 
base a frame of reference for what you are doing, and 
that's where national identity comes in. (Yrjo 
Sotamaa{FFF, 1989,p7 }')

our own, Finnish 
many different 
we should aim at

points are no longer
but come from
don’t mean by that

faceless international design which
I think it's necessary to have

expedition in the 
and part 

knowing where

...being on an expedition in the midst of an 
intriguing transformation, and part of the excitement 
lies in nobody really knowing where were heading and 
what were going to find when we get there.(FFF,1989,p6)
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CONCLUSION

striving towards harmony andFinnish design represents a
andHumanismofrationalism understandingand an

Finnish people have developed an empathyFunctionalism. The
some of the mosthas producedfor their surroundings that

coherent design in Europe. The Finnish cultural identity has

different themanifested itself in but constantways,

been a feature of all Finnishharmony hasstriving towards

furniture designdesign. Finnish
forms formotifs traditionalof andexternalthe use

its part,this has obviously playedinspiration, although

often Finnish national identity is evident in furnituremore

application of principles. Thesethroughdesign the

ofbasis Finnish identity andprinciples the theare

furniture represents their manifestation intemperament and

necessity the Finnish people haveform. Througha material
Throughout the century, Finnishdesign sense.developed a

influenced bythey were Romanticism ordesigners, whether

democratic idealism, have had as their goal the complete

integration of form and the creation of a human environment.

this fundamental understanding of the human aestheticIt is

need that exemplifies the Finnish character.

in Finnish design lies not so much in theThe continuity

external forms as in the application of theinheritance of

to objects. The abi 1 ity of contempoijnational character

disciy>l Ines,Finnish designers betweento move such as

crafts, isindustrial design and the of the

has never relied soley on

a reflection
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thenational temperament, minimised byconf1ict isthe

humanism can be appliedrealisation that. functionalism and

to both. and environmentally conscious natureThe socially

of contemporary is evidence of the strengthFinnish design
designFinnishand continuity of the principles of the

is a direct result ofethos. The nature of their idealism

their cultural may bestimulus. Although their work more

the impetus behind their workinternational in its nature,

identity,has its firmly in their nationalroots

demonstrating 'how originssuccessfully national becan

internationalism.1(Museumofblended with demandsthe

Applied Arts,1985,p6)
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