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INTRODUCTION
This report is a contribution to the Leonardo Lifelong
Learning Programme Project called `Creative Communities´. Its central focus is to describe the concept of the
`Creative community´ as used in the project and to present The Arts and Crafts Association of Bornholm as an example of a creative community and discuss the role of the
arts and crafts sector on the Danish Island of Bornholm.
The purpose is to suggest public policy measures which can
be adapted in different peripheral regions in order to support local development.
The nucleus of project `Creative Communities´ has been
to improve the quality of hand-crafted art through vocational training as well as through support of innovative culture and the development of collaborative networks between craftsmen, artists, designers, small local enterprises
and other production partners.
The project was initiated by East-Icelandic regional development partners led by the Development Centre of East
Iceland, the East-Icelandic Knowledge Network and the
East-Icelandic Cultural Board, now amalgamated into Austurbrú.

The project `Creative Communities´ built on the experiences from another local project called “þorpið”, meaning
village. `Þorpið´ was a pilot project in East Iceland, which
focussed on vocational training of craftsmen, product designers and innovation based on local competences and
resources within wood and textiles. `Creative Communities´ is an extension of Þorpið, and in this sense, basically
means collaboration between creative villages.
Initially it was planned that the Centre for Regional and
Tourism Research should manage a process by which each
partner could describe its own community as a creative
community, define central elements and through collaborative efforts at the end of the project, we could using the
concept of the `Creative Community´ to describe local development processes based on creative competencies in
the three participating regions that had been activated
through the project.
However, as is the lesson learned in numerous international development projects, the processes involved in true
collaboration require many more resources than initially
conceived. Thus, “just” visiting each of the three participating regions and being introduced to local resources – for
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example: knowledge institutions, local, small and mediumsized enterprises and industries, public policy actors and
different regional and national set-ups, as well as creative
resources in the form of hand-craft artists and other
craftsmen - takes a lot of time. Secondly, project activities
have all taken place in East Iceland, thus there have been
no local change agents who have been activated in Nässjö
or Bornholm during the project and regional change can
therefore primarily be expected in East Iceland as a result
of the project.
In recognition of these project dynamics, it was decided
that the analysis of how East Iceland functions as a creative community would be carried out by Masters degree
student Katla Steinsson as part of her Masters’ degree thesis.
Nässjö as a region is very different from Bornholm and
East Iceland and cannot be called a peripheral region, as
some of Sweden’s largest wood industry companies are

placed here. During the study trip to Nässjö, Huskvarna
and Jönköpinging, project partners were introduced to the
organisation around the set-up of the Nässjö Learning and
Nässjö Wood Centres and in this report, a description of
the organisation of creative collaboration between many
different wood industry actors will be given. Due to the
project conditions described above, there will not be an
analysis of the Nässjö Wood Centre as such, only an overall description. The Nässjö Wood Centre and regional wood
industry organisation is a classic cluster system with triple
helix actors and development agents, and will be described
as such.
The Centre for Regional and Tourism Research (CRT) has
introduced the Arts and Crafts Association of Bornholm as
a case study of a creative community, which may be relevant for policy makers in East Iceland to learn from. At the
beginning of the project, the CRT was asked to conceptualise the term `creative community´ as a research concept.
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We have interpreted this as the provision of policy input
based on a conceptualisation of the term `creative
community´ in a peripheral regional context.
Our point of departure is not a theoretical discussion
within a research community, but the concrete development aims, as described by policy makers in East
Iceland. These were:


A better livelihood/ higher income for potential arts and crafts artists through skills improvement



Enhancing the attraction of the region by
supporting the creation of a creative community targeting both present residents, potential residents as well as attracting tourists

Our aim with this report has been to give input to these
development aims though discussion of the term
`Creative Communities´ and, more so, through the example of the Arts and Crafts Association Bornholm as a
creative community.
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CONCEPTUALISING THE `CREATIVE
COMMUNITY´
The term `creative communities´ contains aspects of the
term `community´ as understood in a sociological perspective, i.e. the community is a social group, which is based
on common conditions and perceptions with a certain
common identity and degree of cohesiveness. The term
also has a geographical perspective in that the village or
community exists in a place with certain physical and natural resources in its proximity which create specific locationbased potentials and challenges. The use of the term
`creative´ in the project title refers to the creative economic sector, the local development of which is at the core
of the project. In this report, we focus not on the sociological or didactic aspects of creativity and community, but on
the term as a regional development tool.
A preliminary analysis of the common usage of the term
`creative community´ reveals a concept primarily used to
describe the role of artists engaged in forging positive and
proactive community relationships. Often those communities are characterised by being situated in urban
neighbourhoods and by being economically and socially
disadvantaged. The role of the artist is understood to be a

facilitator of local citizens in community development or to
forge a sense of common culture across ethnic, social, cultural and class divides. The purpose can be to engage local
citizens in community development or to activate a process
of reconciliation between formerly disparate citizens living
in the same city neighbourhood. Methodologically, the artist, working together with other community resources such
as service organisations, arts centres, schools, universities
and community centres, fosters creativity by recognising
and activating local assets through introduction to arts and
culture - a type of `transformative engagement methods´,
which bring opportunities for activation, reflection and
growth.
This use of the term is different from the understanding in
the project, since the artist in the definition above, can act
as an individual in a local community – focus is on the role
of the artistic process in community development. In our
understanding of the term, the community is formed by a
group of artists who act collectively in a concrete local
community.
In research, the term has not been widely used, but some
- primarily American - researchers have used the term to
describe the vital role played by art and culture in enhancing economic development. In this sense, `creative communities´ are urban areas/ cities that are able to exploit
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direct and vibrant linkages between art, culture and commerce.
In this project, however, our focus is primarily on creative
communities as a means to develop rural areas through
strategic networking in close or tight communities based
on common or mutual creative learning processes. We see
the term `creative communities´ to be a term which attempts to blend or integrate two concepts: the creative
economy and communities of learning/ practice.
THE CREATIVE ECONOMY
Creativity has come to play an important role in industrial
politics as well as urban planning. According to Lorentzen
(under publication), there have been two major strands of
theorizing about the creative economy. The following section will present these understandings, as described by
Lorentzen. One perception of the creative economy involves the emergence and development of the creative industries. Another perception was introduced by Richard
Florida and pertains to understanding urban and regional
development in the `creative age´. In the first strand of
understanding, represented by Howkins, creativity is the
ability to create something new and creativity enters the
economy, when it is tradable, i.e. has a market which demands it. Certain industries are core creative industries,
and they are expanding due to the increase in leisure

budgets as well as a rising demand amongst the labour
force for more creative jobs. Core creative industries are
for example architecture, advertising, art, crafts, design,
fashion, film, music etc. The core of success in the creative economy is the existence of creative management and creativity is understood to be a capital comparable to
for example social or human capital. Creative management
then consists of creative employees, creative entrepreneurs and takes place in temporary organisational forms
rather than in set production processes.
In Howkin’s definition, central resources in the creative
economy are the creative management of employees,
creative entrepreneurship and ad hoc organisational forms,
which support creativity. As we will show later in this report, the Arts and Crafts Association Bornholm is an example of an organisation which is led through creative management and generates entrepreneurship through a series
of ad hoc project organisation structures, a central theme
of which is the strategic use of networks.
However, this is just the one strand of research on the
term the creative economy; the other is more concerned
with creativity as an all-encompassing characteristic of the
present economy. This strand of thought is led by Richard
Florida, who suggested that creativity and the creative development and application of knowledge is the main driver
of development in advanced economies today (Florida,
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2004). According to Florida, there are three over-all types
of creativity: 1) technological creativity, 2) economic and
entrepreneurial creativity and 3) artistic and cultural creativity. Each of these types of creativity flourishes in cities
and other urban spaces that can provide an over-all system to support and nurture them, resulting in economic
growth through innovation and formation of new firms. At
the heart of the creative economy, according to Florida, is
the growth of the creative class. The creative class is defined as people who through their job functions must think
creatively and define and solve problems creatively.
Both Howkins and Florida focus on the role of creativity in
the economy, specifically the conditions under which creativity flourishes and how it feeds the economy through innovation. Howkins’ theories concern themselves with the
firm level and management issues and thus provides input
to business strategies, while Florida focuses on how creative labour (i.e. the Creative Class) can be retained and
attracted to cities and regions, thus giving input to regional
development policies.

CREATIVITY AS A PROCESS IN A SPECIFIC PLACE
According to Howkins, creativity is present in every part of
most businesses, but is concentrated in the creative industries. Creativity has two stages: a first stage, which is pri-

vate and personal, and the second, which generates a
product. Collectively, these can be termed an entrepreneurial process.
Florida understands creativity as a societal process, which
consists of entrepreneurship, establishing new businesses,
in research and development and in artistic creativity.
Creativity takes place when a sufficient number of creative
peoples are able to generate a lively urban living and work
environment, which is perceived to be so attractive, that
others want to live and work in the same environment.
While some are creative through their work involving technological development, others, the more artistic types, are
creative through their art and cultural work and bohemian
lifestyles.
The creative process can take place in Howkins understanding in firms or between firms and, according to Florida, in `third spaces/ creative spaces between talented
people from different work places´, for example cafés and
other attractive amenities, which attract talented people.
Florida’s work is thus closely connected to not only cities,
but large cities which offer not only a wide variety of economic opportunities, but also a stimulating environment
and interesting amenities for a diversity of lifestyles. Thus,
the creative economy is largely an urban phenomenon.
And where does this leave rural areas?
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There are two aspects of Howkins and Florida’s theorising,
which are relevant for our understanding of creative communities in rural areas. Firstly, the Howkins’ approach
which says that creativity primarily happens in the core
creative firms and which stresses the importance of creative management for creative innovation. As mentioned
above, we see this type of creative process take place in
the Arts and Crafts Association Bornholm, and is therefore
not limited to taking place in urban spaces. What is important in a rural context is the existence of core creative
companies. What seems to be pivotal is the connection between often small creative companies and creative industries outside the rural area. A policy input could then be to
support connections between local creative firms and organisations and non-local creative firms and organisations
within the core creative industries. Such networks can foster managerial and entrepreneurial competences and perhaps support co-creative processes.
The second aspect which we would like to draw attention to
is that Florida’s assertions have given the quality of place
new political attention, thus changing planning policy focus
to expand from `mere´ focus on the welfare and wellbeing of citizens, to incentives to support creativity and
innovation, i.e. the role of place in the economy has become to attract creative labour. This has `rubbed off´ on
policying in rural areas, which are competing with each
other to become attractive living spaces for `the creative

class´. Although the basic premise held by Florida that
sheer volume (i.e. the co-presence of a wide range of creative class types in the same urban setting), can never be
realised in an isolated rural community, some rural areas
have been successful in attracting a small number of creative and artistic types or communities and thus, indirectly,
enhancing the quality of place. What remains empirically
open, is whether the presence of such artists’ communities
generates economic growth by attracting new residents,
i.e. members of the creative class as well as new businesses. What is especially interesting for the Creative
Communities partners, is to wonder if the `third spaces´ in
metropolitan settings mentioned by Richard Florida can be
replaced, evolved or reinterpreted into places that could be
termed `rural third spaces´ in smaller and more isolated
areas.
COMMUNITIES OF PRACTISE AND LEARNING
In the section above, we have discussed the term `creative´ as part of creative communities. In the following we
would like to discuss the term `community´ with a focus
on the term community of practise (Lave & Wenger 1991).
The community of practise takes its point of departure in
the concept of a group of people who share a craft and/or
a profession. It is very much a term to describe knowledge
processes with a point of departure in practise, i.e. the

13

exchange of knowledge of a more tacit character: learning
by doing together.
Since its introduction in 1991, the concept of communities
of practise has evolved and the focus is now more on
learning as social participation – the individual as an active
participant in the practices of social communities, and in
the construction of his/her identity through these communities. In this context, a community of practice is a group
of individuals participating in collective activities, and experiencing/continuously creating their shared identity
through engaging in and contributing to the practices of
their common communities.
A related concept is that of social capital, which we define
as valuable “social networks [amongst individuals] and the
norms of reciprocity and trustworthyness that arise from
them” (Putnam in Sørensen, 2012). Social capital may
provide value to both the individual and the group as a
whole. Through informal connections that participants build
in their community of practice, and in the process of sharing their expertise, learning from others, and participating
in the group, members are said to be acquiring social capital - especially those members who demonstrate expertise
and experience.
Thinking about communities of practise in rural settings,
we may then ask whether there are certain conditions in

rural areas, which support the development of social capital and hence communities? Several theorists and politicians have contended that social capital is higher in rural
areas. Other research, however, has not been able to
prove that social capital is higher in rural areas than in urban areas (Sørensen, 2012). Sørensen has conducted research on social capital in Danish rural areas and has concluded that there is a higher level of participation in voluntary work in associations in rural areas, but otherwise
higher levels of social capital cannot be measured. Muusmann Consultants did a competence study on Bornholm in
2004, which concluded that business owners on the island
had a high level of social and engagement competencies in
that they voluntarily involved themselves and their businesses in regional develop. Thus, it might be the case that
residents of rural areas choose to involve themselves in the
development of their rural areas and do so within communities of practise.
The Arts and Crafts Association of Bornholm is a community of practise, wherein a group of highly-skilled craft artists work individually, collectively and side-by-side to produce crafted arts products within a wide range of materials. Each craft artist is an artist, an entrepreneur, a business owner and an active member of a trade as well as an
active member of a local community. Their membership of
the ACAB association is their collective anchor which forges
and joins each of the separate identities and functionalities
14

of the individual artists. It is this collective anchoring, joining the individual, the profession and the local rural area,
which we term `the creative community´.
Let us sum up different aspects of the concept creative
communities:
1. The creative economy is growing as more and more
consumers demand products with `creative´ content.
This is closely related to a growing demand for immaterial products, products which consumers conceive to
be meaningful, rather than just functional.
2. A central resource in the creative economy is the management of staff in creative processes, innovation of
new products through creative entrepreneurship.
3. A central organisational set-up is ad hoc cooperation,
which facilitates creative development, primarily
through the strategic use of networks.
4. The Creative economy is not just about products, it is
also about the value of living in areas where creative
people can work together and meet in their spare time.
Thus the creative economy has become a public policy
tool to attract the creative and competent labour force
(and according to Florida, through them, businesses).
5. The creative economy is primarily a city-based term, in
that it is the agglomeration of creative people, creative
workplaces and creative leisure offers, which drives the

6.

7.

8.

9.

economy. Rural areas, however, also have a role to
play, in that rural residents also demand quality of life
expressed as creative work places and creative leisure
offers.
Organising groups of creative people in a rural area
through for example joint development of quality arts
and crafts products, can perhaps be a creative space
and place, which adds quality of life to those involved.
Communities of practise and learning are social groups
which are formed around development of common
knowledge based on concrete product innovation, i.e. a
group of people working and learning together, sometimes through their hands.
Perhaps these communities of practise – in this case
hand-crafted arts practises involving not only the
hand-based work with the concrete materials, but also
involving processes of design and creativity – can be
the bases for communal creativity and thus enhance
local quality of life.
The big question is whether such local communities of
creativity have an economic value or a capital value –
do they make the areas they are placed in more attractive to live in? Do they improve the quality of the
products made, enough so the individual craft artists
can make a living in the rural area?
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WHAT IS THE NETWORK SOCIETY?
The organizational principles of firms have developed exponentially over the past century and have become much
more complex and dynamic. The traditional boundaries between “us” and “them” in innovative processes have become porous and bridges across institutions and firms have
evolved. Thus learning and innovation takes place in a forum of many actors and does not belong to one firm or
happen in a linear fashion. As a part of this development,
the concept of communities of practice has emerged to explain the working together of groups.
The following models can illustrate the development of the
networking society:
Organisational principle at the beginning of the 20th century:




Organisations were at the centre of their own universe
They had predictable and stable relations with their
users, customers and suppliers
The organisation was based on rigid hierarchical
structures:

The organisational principle at the end of the 20th century
was based on the following principles:





Project based
Cross-sectoral initiatives
Organisational units, which are in much closer interaction with users and consumers
Continued perception of an “us” and a “them”:
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learning can develop across individual firms and across
traditional production sectors. The network society can be
figured like this:

User
Supplier

User

Late 20th
century
corporation

Customer

Customer

Trade
Union

Costumer

In the network society, which characterises the organisational principle which is prevalent at the moment, one finds
a conglomerate network between firms, public actors at
the policy and administrative levels, volunteer organisations and interest groups, local, regional, national and international contacts as well as a breakdown of business
sector definitions. In a creative community context, this
means that communities of creative practise and creative

As this over-all perspective shows, making sense of a conglomerate network requires organisation and strategy. In
order to visualise the `mess´ of network connections figured above, to portray the strategic use of specific connections, we have applied the Rubik’s cube method, which we
have described on page 33.
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ACAB: A CREATIVE COMMUNITY ON
BORNHOLM
ABOUT BORNHOLM
Bornholm is a Danish Island in the Baltic Sea with a unique
position compared to the rest of Denmark, in that it lies
closer to the Swedish and German shorelines, than it does
to the rest of Denmark. The island is 588 km2 and has a
population of 40.844 as per the fourth quarter of 2012.
The primary sectors on Bornholm are agriculture, fisheries
and food industry as well as tourism. Foods, industrial
products and technological solutions are its biggest exports. Bornholm's tourists spend approximately DKK 1.33
billion on the island annually, which means that about
seven percent of Bornholm's total turnover comes from
tourism. Bornholm also has a tradition for the arts, including painting as well as crafts, primarily glass making and
pottery/ceramics.
Demographically, the island’s population shows many of
the characteristics which are common in peripheral regions: a declining population combined with an aging
population, a comparatively higher unemployment rate and
a lower level of education than in the rest of Denmark.
However, the island does not show a gender “tilt” in that
the gender relation is about 50/50 – i.e. there are about as

many women as men living on the island. Many young
people between the ages of 17-24 years move from the
island, primarily for the purpose of obtaining jobs and educations which are not available on the island.
Bornholm’s tourism has some 750.000 annual tourists,
many of whom are Danes and Germans. As in other relatively cold climates, the tourism sector struggles to extend
the tourism season beyond the summer season and a
method of doing so is the development of cultural offers
and events in the so-called “shoulder season”. Tourists
primarily come to Bornholm for the natural offers – sandy
beaches, sun and distinctive and beautiful natural cliff formations and recreation activities. In the shoulder season
cultural festivals play a role in attracting tourists and the
arts and crafts workshops and festivals, including the bicentennial ceramic and glass contexts are examples of
such offers. In the past 15 years, a quality local food sector
has emerged and a number of touristic events based on
local foods is also developing.
Bornholm has for many years had a distinct place brand in
Denmark: Bornholm represented the “perfect family holiday of yesteryear”, i.e. Bornholm represents simple living
in the days of the nucleus family, who spent their holidays
on the beach, with sunny weather and a pleasant atmosphere. This ideal is undergoing a change, as Bornholm is
struggling to revitalise its’ brand and appeal to an urban-
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based tourism - and potential resident - segment focussed
on sustainability through modern energy-wise technology
and quality. These aspects of the Bornholm brand are represented by the branding campaign `Bright Green Island´
as well as the many activities which have developed quality
foods and quality arts and crafts on the island.
A BRIEF DESCRIPTION OF CRAFT ART ON BORNHOLM
“Hardly anywhere in the world can offer such an abundance and diversity of craft art as Bornholm” (Bornholm
Art Museum, 1999)
In the past, craft art was primarily within the field of pottery and ceramics. Ceramic endeavours were especially
based on the island’s deposits of fine clay. As early as the
Middle Ages, Bornholm potters were selling pottery
throughout the Baltic Sea region. In the 1900s, a number
of cottage industries arose, including Hjorth’s Factory,
which has now been converted into a demonstration ceramics museum in Rønne. A number of families are at the
forefront of craft art’s history on Bornholm, including the
Hjorth, Vasegaard, Munch-Petersen and Høm families, who
have allowed their craft-art traditions to be passed down
over the generations. The ceramic factories had a large
number of artists attached, and in the early 1930s some of
these artists established independent studio workshops
that laid the ground for the diversity we see today, with

more than 50 independent ceramics workshops, many of
them belonging to the global elite. The milieu around
Bornholm’s Free Workshops in the 1960s also helped to
attract new craft artists to the island.
Bornholm also has a distinct place brand for visual art,
which started in the first half of the twentieth century.
Along with Skagen and Fåborg, Bornholm is one if three
regionalised artist colonies. On Bornholm this was established through “The Bornholm School”, where modernist
painters such as Karl Isakson, Edvard Weie, Oluf Høst, Olaf
Rude, Kræsten Iversen and Niels Lergaard set national
standards and trends through their paintings. The Bornholm School was not an established painting school in the
traditional understanding of the concept with a common
expression or style, but to a greater degree a community
of artists built around friendships and around a youthful
generation searching for solutions and expressions of the
same artistic problems. The Bornholm School has almost
become synonymous with Bornholm art, but a number of
artist colonies have since taken their point of departure on
Bornholm but with very different artistic expressions. What
remains is a perception that the Bornholm light and atmosphere have something to offer the artistic creative
process.
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CRAFT ART ON BORNHOLM
Today, the craft art sector consists of a relatively large
number of craft artists, as well as many shops, galleries
and open workshops, the quality of which spans from
massed-produced souvenir products to high-quality unique
works of crafted art. Workshops with ceramic art and glass
art production are prominent, but a number of other
crafted art forms have come to Bornholm, including sculptors, silversmiths, jewellery makers, wood carving artists
and textile print artists. With strict quality control as a
regulating entrance condition, the Arts and Crafts Association Bornholm is the most prestigious crafted arts community on Bornholm, but there are a number of other crafted
arts communities on the island, including the `Bornholmske Kunsthåndværkere´ Association.
Three important institutional resources form, along with
the ACAB Association, the backbone of the crafted arts sector on Bornholm: these are the Bornholm Art Museum, The
School of Design, Bornholm, and Grønbech’s Gaard Gallery.
Bornholm’s Art Museum was originally founded in 1893,
and co-existed with the local cultural history museum, `
Bornholm’s Museum´ in Rønne, until the architecturally
renowned Art Museum in Rø, which houses the present
museum, was built in 1993. The collection of craft art at
Bornholm Art Museum reflects the abundance of craft art

that has typified the island for centuries. As the mission of
the Art Museum is to reflect the island’s visual arts, a large
collection of craft art has been acquired by the museum
over the years. At the same time, many of the museum’s
activities target craft art. The enlargement of the museum
in 2003 provided space to set up a special exhibition area
for craft art from the permanent collection, and craft art is
on an equal footing with visual art as part of the museum’s
changing exhibitions. Each year, the museum joins forces
with The Design School in Nexø to host the annual graduation exhibition for the school’s graduates – budding glass
artists and ceramists.
The Design School - Bornholm offers a three-year advanced study under the Ministry of Cultural Affairs within
glass and ceramic craft. The School was founded in 1997
as an independent school called The Glass and Ceramics
School on Bornholm, and was merged into The Danish Design School in 2010. The School of Design Bornholm is one
of Europe’s small but leading educational environments in
the field of glass and ceramics with a focus on education,
but also dedicated to the development of glass and ceramic
craft art through research and experimentation. There is
close cooperation between The Royal Danish Academy of
Fine Arts, School of Design and the affiliated school on
Bornholm, which offers unique workshop facilities for glass
and ceramics. The School enrols approximately 25 students
annually within the two craft art forms. Students come
20

from all over Denmark as well as Sweden and Norway, but
the school has also enrolled students from as far away as
Japan. The school provides interaction with renowned artists, designers and art researchers and also collaborates
closely with the Art Museum Bornholm.
A central example of the close collaboration between the
Art Museum Bornholm and The Design School Bornholm is
the joint organisation of the Biannual European Glass and
Ceramics Contexts, which are biennial symposiums for
European contemporary glass and ceramics on Bornholm.
Ceramic Contexts have been held in 2006 and 2010, and
Glass Contexts in 2008 and 2012. The events are organised in order to promote the disciplines and trades of glass
and ceramic art at European levels. The events show a
changing biennial overview of contemporary European
glass and ceramics. All 27 members of the European Union
as well as Iceland, Norway and Switzerland are invited to
participate. Bornholm Biennials for contemporary European
glass and ceramics are jointly organised by The Bornholm
Art Museum, The School of Design Bornholm, Grønbechs
Gaard Gallery, The Museum of Glass in Ebeltoft and the
Bornholm Tourist Destination. The contexts have been
part-financed by the Danish Ministry of Culture and thus
form a well-integrated part of the national cultural strategy
to promote high-quality craft art.

Grønbech’s Gaard Gallery is also called the Bornholm Centre for Craft Art and is an exhibition and cultural venue in
the old fish industry town of Hasle. The Gallery is housed in
a heritage warehouse which was built in the 1890s and has
been completely refurbished, allowing room for 8 exhibitions at a time. Although the gallery is closed during winter, approximately 20 visiting exhibitions with local, national and international craft artists pass through the gallery per year. Grønbech’s Gaard Gallery is owned and run
by the association `Grønbech’s Gaard`, which has 166
members, 40 volunteers, 16 sponsors and 1 manager. Except for managerial duties, all daily tasks are carried out
by local volunteers. The ACAB has a permanent exhibition
room in Grønbech’s Gaard.
At the governance level, two resources which effect the
development of the craft art sector on Bornholm should be
mentioned. These are the Local Action Group on Bornholm
and the Cluster Development in Rural Areas project.
LOCAL ACTION GROUP BORNHOLM (LAG BORNHOLM)
LAG-Bornholm works to strengthen the development of
local communities and be an impetus to rural development.
Local Action Groups (LAGs) use local resources to promote
an integrated “bottom up”, community-led delivery of the
national Rural Development Plan. LAGs are made up of interested volunteers from the public, private and voluntary
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sectors. Each LAG develops a Local Development Strategy
and submits projects for funding from the Ministry of Food,
Agriculture and Fisheries. Participation in LAG-Bornholm is
thus open for anyone who wants to get involved with driving local trade and business forward, creating new jobs or
better the living conditions on the islands. Participatory
democracy is strengthened as the residents in the rural
districts and fishing communities through LAG-Bornholm
get the opportunity to decide which projects are carried
into effect with a subsidy from the EU and the Ministry of
Foods, Agriculture and Fisheries.
The current local action group for Bornholm has approximately 150 members and was founded in 2007. The present Local Development Strategy runs until 2013 and during this period LAG-Bornholm focuses on eight elements,
the so-called 'beacons', in order to support the development of an attractive local environment and a living local
community all year round. One of the eight beacons is: `
The Arts and Crafts Island´. The beacon `Arts and crafts
Island´ has achieved significant results in the past years
and was also a LAG-beacon during the former Local Development Plan, which was part of the EU LEADER+ programme.
The second governance structure, which should be mentioned is Cluster Development Bornholm. This is a 3-year
project (2011-2014), which is a follow-up to the pilotproject: `Cluster Development in Rural Areas´ (2008-2011),

the aim of which was to boost business development on
Bornholm and to make a model for the development of
growth clusters in rural areas both nationally and internationally. Both projects were established in collaboration
between Vaeksthus Greater Copenhagen and Business
Centre Bornholm. The purpose of the Cluster project is to
conceptualize the cluster concept in a rural version. In its
original sense, a business cluster is characterised by physical proximity and a geographical concentration of businesses, authorities and knowledge institutions all working
together towards targets they share. By using the term
`cluster´, the notion of the gravity of conglomerating
knowledge and other resources in proximity to each other
and thus attracting further activity to the area, is in focus.
And in this context, the concentration of companies and
knowledge institutions in Bornholm is comparably very low.
However, project holders have a pragmatic approach to
cluster development; the most important objective is
growth in the short- and long-term, through the same
methodology or conceptualisation as business clusters –
i.e. pooling knowledge and other resources through extensive and strategic networks between proximate actors.
In this sense, clusters on Bornholm are defined as a group
of companies, knowledge institutions, public organisations
and business organisations working together in a mutually
binding cooperation. The number of clusters or cluster
work groups is dynamic. At the moment there are six
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active clusters. These are the Tourism Cluster, Food Cluster, Machinery and Technology Cluster, Building and Construction Cluster, Agricultural Cluster and Craftsman Cluster.
The Craftsman Cluster consists of the ACAB network association and indicates that there is local recognition of the
association as more than a craft art interest group, and
that it functions as a business platform. The Cluster Development Bornholm project is working with ACAB in order to
increase their product competitiveness and generate
greater employment than companies operating in isolation.
CRAFT ART AS A TOURIST ATTRACTION
In this section we will briefly discuss the craft art sector as
part of the touristic offers on Bornholm. In the period
2005-2010, CRT conducted visitor surveys for the ferry
services operating on Bornholm. The primary purpose of
the surveys was to measure customer satisfaction with the
ferry trip itself; i.e. quality and functionality of the booking
system, travel time and price, as well as service levels and
facilities on board. During the period 2006-2010, however,
CRT also asked travellers what their reason for travelling
was, and respondents who were tourists travelling to and
from Bornholm, were asked what `aspects´ about Bornholm made them choose to visit Bornholm particularly. The
following section reports on tourists to Bornholm and how

they rated Bornholm’s crafted art as “a reason to visit” and
whether their responses have changed during the period
2006-2010.
Surveys were conducted in February, May, July and November every year. Since the primary aspect about Bornholm, which brings visitors to the island in November and
February is to visit friends and family, the following reported results, will focus on visitor responses in the surveys conducted in July for the years 2006-2010.
Visitors were given a list of 15 aspects about Bornholm,
which they were asked to rate on a scale of 1-4, 1 being
very important, 2 important, 3 less important and 4 not
important for their choice of going to Bornholm. The 15
aspects were: nature, the atmosphere, the landscape, family/friends, Bornholm is a place everyone should visit, fishing villages and small towns, walking trails, cultural heritage, regional foods from Bornholm, crafted art, restaurants, beaches, bicycle roads, angling opportunities, and
golf courses.
The average rating for crafted art was:
July 2006: 2,76
July 2007: 2,91
July 2008: 2,69
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The rating order placed crafted art as number 11/15 in
2006, 13/15 in 2007 and 12/15 in 2008. The comparable
ratings for Bornholm regional foods were 8/15 in 2006,
9/15 in 2007 and 10/15 in 2008. In 2009 and 2010 survey
methods were altered and the findings from these surveys
will be reported below.
There are three aspects concerning results for 2006-2008
which should be noted here. Firstly, general aspects such
as `nature´, `the atmosphere´ and `the landscape´, as
well as the specific occasion to visit `friends and family´
are rated at the top of the list every year and is probably
due to their general nature, i.e. they are broad-spectered
answers, which encompass many reasons to travel. Secondly, seen together, the choices `cultural heritage´, `regional foods from Bornholm´, `crafted art´ and `fishing
villages and small towns´, make up a significant set of reasons to travel to Bornholm. It may loosely be concluded,
that the many offers of a cultural, culinary and artistic and
cultural heritage nature, together are significant reasons to
travel to Bornholm. Thirdly, it should be noted that regional foods from Bornholm do seem to have a platform of
their own. This is indicated partly by the fact that regional
foods constantly have a higher rating than for example
crafted art, but also by the fact that outside the tourist
season, in the surveys conducted in November and February, Bornholm regional food is rated quite high (for example in November 2006 and February 2007, Bornholm food

is rated 6/15 as an aspect of travelling choice). In other
words, we see a tendency within the regional food sector
toward it becoming a reason to travel to Bornholm – also
outside the peak tourist season. We do not see this development for crafted arts on Bornholm. Before we discuss
the reasons for this, we will present results for 2009 and
2010.
In 2009, the survey content was changed in acknowledgement of the fact that some of the previous categories were
very broad, while others were limited. Thus respondents
would automatically choose a general category in order to
cover a broader field of reasons to travel to Bornholm.
Thus the category `crafted art´ was changed to `Art and
other cultural activities´. This did not affect tourists’ ratings as such: Tourists still primarily chose to visit Bornholm
due to its natural attractions; the categories `Bornholm
regional foods´, `Cultural heritage´, and `Art and other
cultural activities´ scored in the mid-range amongst the 11
categories tourists could choose between.
In 2010, the structure of the survey as well as the questions themselves, were changed. We will report the findings more thoroughly, due to some interesting results concerning the role of crafted art on Bornholm.
This time, tourists were asked to cross off all categories,
which they found relevant for their choosing Bornholm as a
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tourist destination. 22 % answered that `Cultural heritage
activities and museums´ were among the reasons they
chose Bornholm. Crafted art was not a separate category,
but `Bornholm regional Foods´ was, and 19% of respondents felt, that `Bornholm regional Foods´ was a reason to
visit Bornholm. As something new, tourists who were leaving Bornholm, were asked what activities they had actually
carried out during their visit to Bornholm and 92/165 tourists had visited a glassblower or another craft artist during
their stay. This corresponds to 56% of respondents.

Thus, crafted art as an economic sector is not strong
enough to attract visitors by itself, but is well-integrated on
a broad palate of touristic offers.

Finally, tourists were asked to what degree art and cultural
heritage activities lived up to their expectations. The survey indicates that crafted art is an important aspect of
Bornholm art and culture, and that especially glassblowers
have been visited, and lived up to visitors’ expectations.
However, the relatively high numbers in the “Other” category, indicates that on average, almost 60 % either did not
participate in artistic or cultural heritage activities, or these
did not meet with visitor expectations.

Glass Art
Painters
Galleries
Ceramicists
Bornholm Art Museum
Bornholm Museum
Melstedgaard Agricultural Museum
Grønbech’s Gaard Gallery
Olaf Høst Art Museum
Hjort’s Ceramic Factory
Erichsen’s Gaard General Store Museum
Total: Art and Culture

Bornholm’s primary brand as a destination is not art and
culture. Tourists, and this goes for both Danish as well as
German tourists, primarily visit Bornholm to enjoy the outdoors, to relax and spend time with their family. None the
less, tourists, also indicate, that they are pleased with a
wide range of natural, cultural, sports and leisure activities,
which can satisfy different interests within visitor groups.

These were the results:
Art and Culture
To what degree did Bornholm art and cultural heritage
meet your expectations? (in %)
To a
high
degree
34,9
22,9
21
20,4
23,7
13,5
12,4

To some
degree

Other

Total

20,2
17,7
18,2
20,4
11,3
10,1
7,9

45,0
59,4
60,6
59,1
64,9
76,4
79,8

100,0
100,0
100,0
100,0
100,0
100,0
100,0

11,1

7,8

81,1

100,0

21,9
13,3

6,3
4,4

71,9
82,2

100,0
100,0

9,1

8,0

83,0

100,0

17,9

23,2

58,9

100,0
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CASE: ARTS AND CRAFTS ASSOCIATION
OF BORNHOLM AS A CREATIVE
COMMUNITY
In 2002, three Bornholm craft artists took the initiative to
establish an association of Bornholm craft artists, with admission based on a strict selection process. The Association
is the Arts & Crafts Association Bornholm – ACAB. Membership is contingent on being judged by an external selection committee which uses technical and artistic quality
criteria to assess admission. Twenty-eight craft artists
were screened and admitted the first year. Today, the
ACAB numbers 63 members who work within the craft areas of pottery, glass, textiles, metal and wood.
ACAB´s main objectives are:








To enhance Bornholm arts and crafts visibility outside the island through exhibitions
To development experience elements targeting tourists on the island and thus support the craft art sector as well as tourism on Bornholm
To create networks outside the island
To build a strong network between arts and crafts
artists within the organisation
To upgrade the artists as craftsmen
To increase members’ economic profits

The ACAB is managed by an executive committee made up
of five people, assisted by a secretariat and an external
selection committee. The secretariat is staffed by a parttime secretary paid by the members. In addition, the craft
artists take part financially and actively in projects and exhibitions in which the ACAB is involved. In principle, each
association activity is self-financed. Each craft artist is always free to choose which projects and exhibitions he or
she wishes to take part in and contribute to financially. A
project is never launched before its funding has been secured.
The ACAB’s professional and artistic reputation is contingent on the selection committee. The committee meets
once a year to review and assess works submitted by craft
artists who wish to join the association.
The current members of the selection committee are:





Lars Kærulf Møller, director, Bornholm Art Museum
Susanne Jøker Johnsen, studio glass designer and
coordinator of the Glass and Ceramic Biennales in
2008 and 2010
Bodil Busk Laursen, former director of Design Museum Denmark in Copenhagen

All three members are renowned and respected for their
distinguished professional and artistic backgrounds. There
is therefore no conflict of interest between the members of
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the selection committee and the members of the ACAB.
This is an important prerequisite for ensuring cohesiveness
and order within the association.
The selection committee bases its work on the qualifications which applicants must possess to be admitted to the
association. These qualifications are:





Works must primarily be handmade and designed
by the producer
Works must have a unique style; they must be made
as one-off works, possibly in limited editions
The craft artists must reside on Bornholm and
The craft artist must have craft art as his/her primary occupation

These criteria must be met by all new members approved
by the selection committee. The committee may give dispensation. However, although the concept of `craft art´ is
interpreted relatively broadly, mass-produced products are
never accepted.

ACAB ACTIVITIES, 2002-2005
From the outset, the ACAB has been deeply involved in
projects seeking to develop its members’ skills. The first
three years were distinguished by three major projects.

Internet Portal and Network Project
The ACAB was one of the first associations to develop an
online portal telling the story and history of Bornholm’s
craft art and providing a website for each craft artist.
These efforts generated a sense of community within the
organization and great satisfaction when the portal quickly
demonstrated its far-reaching impact. Concurrent with the
portal project, all ACAB members were linked to an extranet, which has been crucial for internal communication. All
communication is now conducted through this forum. The
extranet has proven to be a useful tool and a quick shortcut to communication, knowledge and networking.
Expertise Project
ACAB organised a number of it skills courses as well as
technical courses in photography, exhibition techniques,
glazing, writing and the study of colour and trends. Financial courses were also held including topics like budgeting,
accounting, insurance, sales, VAT and tax. Study trips to
Öland (Sweden) and Berlin were organized under the project. Finally, themed evenings were held once a month, at
which external lecturers expounded on relevant topics and
sources of inspiration.
Before the project, half of the ACAB’s members did not
own or use IT in their daily work. Today, there are only
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three craft artists left who do not use a computer or other
form of IT.

ported by the Regional Municipality of Bornholm and the
former Hasle Municipality.

Digital Communication Project
In 2003, an exhibition venue was established in the former
merchant’s building complex known as “Grønbechs Gård”
in Hasle, for presenting permanent and changing exhibitions. An information section was established with the purpose of encouraging visitors to visit the individual artists’
workshops. Bornholm has a tradition of demonstration
workshops where visitors are welcome to watch the works
of art taking shape.
The results of this first generation of development projects
was higher profile outside Bornholm, skills upgrade
amongst members and a better network both internally, on
Bornholm and outside Bornholm. As a result of the website, ACAB was invited to Barcelona to present its results to
a European craft art conference, was portrayed as one of
seven organizations in the book Landschaft des Wissens:
Strategien des Handwerks, Sieben Porträts aussergewöhnlicher Projekte in Europa and mentioned in the book
“Iværksætter på landet”.
ACAB projects have been supported by the EU through the
LEADER+ program and the European Social Fund, and by
the Danish Government under the Digital Bornholm program. Last, but not least, the projects have also been sup-

ACAB ACTIVITIES, 2006-2008
ACAB book “With Heart and Soul”
In this phase, the ACAB embarked on its book project
“With Heart and Soul”. The idea was motivated by a wish
to describe what each artist is trying to express through
their crafted art – this time on paper. Based on a few overall guidelines, each member of the ACAB was to design
his/her own page of the book – from text and photos to
layout. The format was fixed, but the content was otherwise left completely up to the individual craft artist. ACAB
organised classroom teaching writing and lay-out design.
Fifteen hundred copies of the book were printed. The
book’s 100 pages were printed as individual sheets, which
were then bound together by the members themselves.
The ACAB wanted to use the book to brand Bornholm. It
was decided early on not sell the book but to donate it to
those whom the ACAB and its sponsors thought could help
to promote Bornholm as an “Isle of Craft Art”. A special
book was presented to the then Minister for Culture, Brain
Mikkelsen, who had supported and followed the project
with keen interest.
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The book project was developed into an exhibition in which
participating craft artists gave a distinctly personal version
of the presentation of Bornholm craft art. The exhibition
subsequently toured the Nordic countries.

-

mark and abroad – to increase sales of Bornholm
craft art;
to establish contact with external suppliers in Denmark and abroad;
to plan visits to selected markets in Denmark and
abroad.

ACAB ACTIVITIES, 2008-2012
The “Stoker Projects”: taking Bornholm craft art out into
the wider world

To carry out a number of these tasks, the association hired
a `craft-art ambassador´ with an international network
and profound interest in and insight into craft art.

This project focused on profiling and increasing the turnover of Bornholm craft art beyond the island. Overall, the
project comprised three action areas: exhibitions, qualifying courses and higher sales.

The Stoker Project has created a number of results. For
instance, a three-legged vase from Baltic Sea Glass is now
on sale at the Museum of Modern Art in New York City, and
a series of international exhibitions of Bornholm craft art
have been held over the past three years, including the
Flow Gallery and Collect in London; exhibitions in Estonia,
Hungary, Sweden as well as at a number of renowned
venues in Denmark.

Project objectives:
-

to profile craft art and have it recognized as a significant Bornholm strength;
to consolidate and stabilize craft-art businesses
through higher earnings;
to make craft artists aware of the conditions for
higher sales;
to prepare craft artists for export;
to introduce and try out new activities outside the island vis-á-vis new exhibition and sales partners –
i.e. galleries, museums and designer shops in Den-

Study trip to China
The Stoker Project’s sales segment dealt with encouraging
craft-art businesses to generate more earnings and, in doing so, hopefully to stimulate the creation of more jobs on
Bornholm. One of the initiatives was a study trip to China.
The aim of the trip included assessing whether it was viable to outsource some of the craft-art production processes taking place on Bornholm, preferably as fair trade.
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The artists who participated visited cultural sights of interest in northern China around Beijing and later Shanghai
with its abundance of interesting workshops and factories.
A seminar with four interesting Chinese businesses, specializing in glass, textiles and ceramic production, provided
some outsourcing prospects. Bornholm craft artists also
took part in China’s largest trade fair, which presented the
tremendous diversity and countless possibilities for production in China, especially in Jingdezhen, a city renowned for
porcelain and pottery production. Several ACAB craft artists has later participated in Jingdezhen’s artists-inresidence program.
“Island Design”, a collaboration involving craft artists from
the Faroe Islands, Gotland and Bornholm, 2008-11
The purpose of this three-year project was to establish
networks, share know-how and increase future collaborative efforts between craft artists from the Faroe Islands,
Gotland and Bornholm for the benefit of craft artists and
the tourism industry on the islands concerned.
The project also aimed to develop cultural tourism so it
could help to improve the living standards of craft artists
and have a knock-on effect on the local communities of the
respective craft artists.

islands and on exhibitions, workshops and knowledgesharing – especially in relation to organizational structures.
The project concluded with two exhibitions, followed by a
seminar in Torshavn.
The evaluation reported that all participants received vast
professional inspiration by meeting other craft artists in
comparable situations from island communities, as well as
by watching them work and learning about their working
conditions. Lasting new networks were established, which
lay the groundwork on which to continue developing the
islands’ craft art.

A DECADE OF ACAB ORGANISING
The board of ACAB is pleased with the results of ten years
of organising themselves. The organisation runs efficiently
and has successfully managed the funds placed at their
disposal by the public authorities, funds and foundations.
The primary focus, has however, been on quality development and, craft art now plays a central role in Bornholm’s
tourism and development strategies. Similarly, as mentioned above, the ACAB is recognised as an economic cluster group under the auspices of the Bornholm Growth Forum.

The project tasks focused on upgrading skills and networking partnerships between craft artists and designers on the
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The ACAB has made a targeted effort to ensure its
members increased revenue. In connection with this
analysis, the CRT has attempted to measure the annual
turnover of craft artists on Bornholm as well as attempted to measure the economic development of craft
art as an economic sector. This, however, has not been
possible due to the rather arbitrary nature of craft art
businesses. Some are registered as individual artists,
others based on the specific function of the craft art
they produce. Within each statistical denomination, it is
not possible to discern between mass production industries and handcrafted production methods. Thus, we
have concluded that a register-based economic analysis
would be statistically invalid.
An internal evaluation in ACAB has shown that the organisations’ efforts over a ten-year period from 20022012 have increased members’ earnings by 14%. The
concrete results have not been made available to the
CRT for this analysis.
ACAB has, however, made the development in the
turnover at Grønbechs Gård available and this has been
juxtaposed with the number of tourists to Bornholm in
the years 2007 and 2010, which is the period the
Stoker Project ran.

31

Number of tourists compared to number of GG visitors 20072010
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The development shows a positive development in the number of visitors to Grønbech’s Gård whilst the general number of
tourists to the island of Bornholm has declined.
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ACAB NETWORK ANALYSIS
In the following sector, we have carried out a network
analysis of the Arts and Crafts Association Bornholm. Our
focus has been to describe all the functionalities of the association as well as assess a number of pivotal contacts or
persons on which the association is especially reliant for
further development. The map can also be used as a tool
for the Arts and Crafts Association Bornholm members
themselves to assess where their
network is `thin´
or reliant on contacts, that are no
longer active, as
well as it maps
the full scale of all
the organisations,
companies, individuals and institutions that the
ACAB is involved
with. This can also
make it easier to
work strategically

with activating certain network areas for specific strategic
goals in the future.
We, however, have focused on defining the functionalities
of ACAB network organisation across formal collaborations
and individual projects. The method which we have used to
describe a network model is based on the Rubik’s 3-D
cube. The method can be applied by business enterprises
and organisations to systematically activate all the resources available in an organisation or company.
In a classic Rubik's Cube, each of the six faces is covered
by nine stickers, each of one of six solid colours (traditionally white, red, blue, orange, green, and yellow).A pivot
mechanism enables each face to turn independently, thus
mixing up the colours. For the puzzle to be solved, each
face must be returned to consisting of one colour. In a
network conceptualisation each movable square represents
a contact or a group of contacts and each face of the cube
represents the contacts which have been activated with a
distinct purpose – for example in order to carry out a specific project.
The Rubik’s cube stresses strategic use of contacts in much
the same way as solving the Rubik’s puzzle: it is necessary
to have a strategy, to work, sometimes by moving other
partners or contacts first, i.e. to manipulate the right actors into the right places.
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In a sense, the Rubik’s cube is a tool to make sense and
organise the confusing multitude of network contacts in the
network society figure shown above. Many network maps
`lose their way´ due to the myriad of contacts and connections and complexities of interconnections. By working with
the concept of defining what the eight geometrically stable
faces of the cube are, we have been able to assess different types of functionalities of the ACAB association.
These functionalities are:






Identity frameworks for craft artists
Facilitator of creative learning processes
Framework for competence development and development of business models
Community activation through sponsorships and
fundraising
Place branding functions: ambassador and marketing platform for Bornholm





Framework for institutional knowledge collaboration
Regional Development Micro-cluster
Platform for hand-crafted art

Collectively these network functions portray the Strategic
and professional use of network-based resources which are
activated with specific goals. In this sense ACAB as a creative community works like a professional enterprise.
We have visualised the many functions in a star diagram to
make it clear that it is the connections between individuals,
groups of individuals, resources and places, which make
the ACAB association a resourceful organisation.
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THE STAR DIAGRAM
In the following, we will present each of the faces of
the cube. These are a visualisation of how the ACAB
association works with networks strategically and identity specific actors, collaborators and partners.
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IDENTITY FRAMEWORK FOR CRAFT
ARTISTS
ACAB functions as an identity forger or marker for its individual members as well as collectively. When you become a
member of ACAB – or when you decide to apply to become
a member of ACAB – you have to define yourself as craft
artist as your primary profession. Once you have been accepted you are no longer `just´ a souvenir designer, you
are recognized as a professional. Many craft artists may financially be dependent on other incomes than their art
work, but their identity is as a craft artist.
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FACILITATOR OF CREATIVE LEARNING
PROCESSES
The ACAB functions as a facilitator of creative learning
processes within a material community context. This
means that ad hoc sub-groups without the organisation
form collaborative learning groups, where they are inspired and learn from each other and thus function as
communities of practise based on their hand crafted as
well as creative processes. In some instances this has
taken place in more formalised learning groups, as was the
case with the competence project, where a large group of
members carried through formal classroom learning. In
the more informal learning situations, the members tend
to work together either based on friendship or other affiliations or, in some cases, through their material community,
i.e. glass, textiles, wood, ceramics, metal and or mixed
materials.
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FRAMEWORK FOR COMPETENCE
DEVELOPMENT AND BUSINESS
STRATEGIES
ACAB has functioned as a platform for its members to
identify themselves as entrepreneurs and business owners.
ACAB has provided competence building for its members
through joint projects, workshops and classes. Many craft
artists choose to become a craft artist due to the creative
processes involved and the work with their hands. But if
you want to make a living as a craft artist, the structure of
the craft art sector more or less compels you to simultaneously become a business owner. Thus many become reluc-

tant entrepreneurs, when they in fact would rather concentrate on their craft art.
Many ACAB members have expanded their businesses and
incorporated experience economy elements in their business models. To incorporate experience economy elements
means that business owners develop their interaction with
their customers in order to activate customers and thus cocreate a meaningful experience. One of the central aspects
which has been developed on Bornholm is working with
open workshops, where customers can see first-hand how
unique pieces of craft art are produced. This is also a
learning experience for the customer, who may realise just
how much work goes into creating for example a glassblown platter, and may also legitimise prices.
In all, 44 ACAB members, now offer open workshops, giving consumers knowledge about and access to artistic and
creative process. These workshops also function as venues
for events and other activities, thus using the creative
space to increase the quality of other activities. Some
ACAB members have developed the concept even further
and now involve consumers directly in the production process.
For an example of such a business model, please follow
this link: http://www.youtube.com/watch?v=F_NyE17kX6o
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COMMUNITY ACTIVATION THROUGH
SPONSORSHIPS AND FUNDRAISING
A way to activate not only the local governance structures,
but more so to bring attention to the value of high-quality
arts and crafts for a community, is to apply for funding or
sponsorships. ACAB has applied for sponsorships from a
large number and many types of funding resources, including local private enterprises, local cultural- and business institutions, regional structural funding from the EU,
national private funds and foundations as well as national
and Nordic ministries. In a sense, applying for a grant or
other project funding makes especially public policy actors
aware of non-governmental resources and successful projects can thus influence future policy by enlightening public
policy makers’ understanding of current issues, problems
and resources.
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PLACE BRANDER: AMBASSADOR AND
MARKETING PLATFORM FOR BORNHOLM
ACAB functions as a place brand for Bornholm. Thus it
functions both as an ambassador as well as a marketing
platform for Bornholm outside the island. This attracts
tourists and the craft art-based experience and tourist offers can function as attractions in themselves (for example
the many open workshops). During the Stoker project,
ACAB had an `Arts and crafts ambassador´, who had an
extensive craft art network and could represent Bornholm
craft art outside the island. The concept of using an ambassador to provide a place-based business sector is not
new on Bornholm, and is a positive experience from the
quality food sector on Bornholm. `The Food Ambassador´
was successful in putting Bornholm regional food on the
map through a series of media stunts as well as practical
business connections. The value of a specialist journalist
network (i.e. `food journalists´, `art and culture journalists´) was also pivotal. Although the arts and crafts ambassador was not as expressive and media-based as the
food ambassador, the arts and crafts ambassador has
opened many doors for ACAB and helped promote knowledge. about quality craft art from Bornholm both nationally
and internationally.

44

45

FRAMEWORK FOR INSTITUTIONAL
KNOWLEDGE COLLABORATION
An important prerequisite for the successful development
of a professional craft art platform is the local presence of
or interaction with knowledge institutions. This is a twoway network, where the knowledge that is present or developing within the ACAB is activated in close interaction
with the knowledge institutions. ACAB for example works
in close collaboration with the Danish Design School on
Bornholm within glass and ceramics. The craft artists that
graduate from the glass and ceramics program are a future food chain for renewal of the ACAB network. Collaborative forms are exchange of teaching, supervision and
censorship.
46
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ACAB AS A REGIONAL DEVELOPMENT
MICRO CLUSTER
ACAB functions as a local development agent, which is a
part of the local governance structures and an integrated
part of the local development strategy. We have chosen to
call them a micro-cluster, because the concept of cluster is
used to explain why some regions are more competitive
than others in attracting residents, knowledge institutions
and extremely large businesses with many resources. Thus
the concept cannot be used about a peripheral region. But
some of the processes which describe a cluster are present: the presence of ACAB on Bornholm may attract tourists and may attract new residents. Thus it attracts new
residents and tourists to the island through gravitational
forces.
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PLATFORM FOR HAND-CRAFTED ART
ACAB is an organisation that helps to define craft arts as a
specific area of artistic expression. ACAB does this on a local, a national and on an international level. Their work on
Bornholm, in Grønbech’s Gaard is a locally curated exhibition that shows the many facets of craft art. ACAB is also
an active member of national craft organisations and helps
to develop these organisations. Their many exhibitions are
also an integrated aspect of this work, which promotes the
message of the specific artistic expression of craft ART. Finally, ACAB participation in international conferences and
in Artists-in-residence programs, helps to develop the art
form of craft art and the recognition of craft art as a specific form of art.
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BRIGHT STARS IN THE SKY
When working with networks from a functionalistic perspective, it is easy to lose track of one of the central aspects of any organisation: the value of fiery souls, i.e. the
people who bind all the networks together and in a sense is
the cohesive matter, which glues the disparate parts together as well as provides energy to push development
forward.
Sometimes places can be just as important as
people; i.e. `fiery places´; places or venues that hold a
special meaning to those who use it.
Thus, we have carried out a `cross-check´, meaning that
we have mapped the names of people or organisations or
places which appear repeatedly across the difference faces
of the cube. These we have termed Bright Stars in the Sky.
THE ACAB SECRETARIAT:
It is necessary to have a professional secretariat which can
focus on fundraising and contact to the political system and
steering projects, while the artists focus on creative processes etc.

AMBASSADOR:
The ACAB has had an arts and crafts ambassador to market and brand Bornholm arts and crafts. The following
qualifications are central in order for an ambassador function to be sucessful:
 The Ambassador must have a professional network
(i.e. curators, cultural industry VIPs; political contacts within arts and culture; galleries; journalists
which special in arts and culture; artists and craftspeople)
 The Ambassador must have a network OUTSIDE the
local area
 BUT be well-grounded in the local area. I.e. the Ambassador is a REPRESENTATIVE, not a sales person.
 The Ambassador must be innovative and openminded and see opportunities.
 The ambassador must be good at storytelling, in
other words in CONCEPTUALISING a local arts and
crafts platform for others.
GRØNBECH’S GAARD AS A HOME BASE:
The ACAB has worked at developing a local exhibition centre (The Grønbechs Gård), which is a separate unit, but
where the ACAB have a permanent exhibition and thus
have a platform for a joint exhibition.
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ABOUT NÄSSJÖ TRÄCENTRUM
Nässjö Träcentrum is a centre for education, knowledge,
development and innovation for the timber, wood and
wood-related industry in central Sweden. It was established in 1995 by 35 forestry and wood industry enterprises and two municipalities. The Nässjö Träcentrum is at
the centre of a wide-ranging network covering all of Sweden and encompassing many businesses, several knowledge institutions including universities and local, regional
and national public authorities.
This set-up is a typical cluster structure, which has its core
in the heart of Småland, which for centuries has been the
centre for forestry and wood industry in Sweden with the
national railroad passing directly through the area and allowing easy access to and from the wood industry mills to
the rest of Sweden, Europe and over-seas. Approximately
80 % of Sweden’s total employment within the timber industry is in Småland, where the wood-related industry is
the largest sector by far, with approximately 20,000 employees.
Nässjö Träcentrum is responsible for an EU Regional Development Fund project to develop the wood industry in
Småland. The three regional councils and the three county
administrative boards in Småland (Kalmar, Kronoberg and

Jönköping) adopted a joint strategy for how public bodies
should work with development and support of the woodrelated industry in Småland in 2011. The strategy has the
overall vision: "Småland is the leading wood industry region in Europe in 2020".
Nässjö Träcentrum’s mission is to be an innovation and
knowledge partner for the wood- and forestry-related industries. They interact with partners through project work,
educational programs and development activities. Nässjö
Träcentrum provides a venue where actors can interact.
The concept is to centralize knowledge and spread it
through the connected networks which interact in Nässjö
Träcentrum. Methodologically Nässjö Träcentrum works to
develop new forms of interactive collaboration and network
surfaces between private enterprise, knowledge institutions
and public authorities as well as other stakeholders.
Nässjö Träcentrum consists of three overall parts: education & knowledge, innovation and development and meeting facilitation.

EDUCATION AND KNOWLEDGE
Nässjö Träcentrum houses the Nässjö Learning Centre as
well as the education offers, which the Nässjö Municipality
s responsible for. This means that a three-year secondary
school program with a focus on carpentry, design and
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other wood-related subjects as well as a series of individual
vocational courses related to wood industry and general
business and trade skills are offered at the centre. Tertiary
university level programs are also offered as well as individual life-long learning courses. These are all formal educational programs at various educational levels and offered
by several different education institutions, but all housed in
the same building and all pertaining to wood, carpentry,
furniture as well as other related industries.
The Nässjö Learning Centre also offers special courses targeted specific branches or individual companies. These
courses are often developed for very specific needs and
through direct dialogue with enterprise.
Related to this, the Nässjö Learning Centre is involved in
analysing competence needs within the industry, including
competence analysis at the firm level. Based on the knowledge generated by these analyses, the Nässjö Träcentrum
arranges development projects and organizes themed
learning days.
Students at the Träcentrum have access to stipend funding. The “Göte and Linnéa Öhrskogs Foundation” administrates a stipend, the purpose of which is to support, encourage and develop deserving and creative students
studying within the wood technology and furniture educa-

tion programs at NTC. Students with backgrounds from the
Småland area are prioritised.
INNOVATION AND DEVELOPMENT
The Nässjö Träcentrum has an innovation and development
program, which primarily works through consultancy support as well as a series of continuous projects, many of
which are based on practical development projects and facilitation of networks and other resources. The innovation
and project development team works within prioritised development areas: business development, product development and production. NTC offers a series of consultancy
and coaching activities aimed at developing production
practices within different firms. A central production development effort is the implementation of lean production
methods in different types of companies with various production systems.
MEETING FACILITATION: FROM SPACE TO PLACE
The third central aspect of the NTC is the building itself and
the conference venues it offers to all businesses in the region, but particularly to the wood- and timber industry.
The goal is that all meetings and other interaction forms
between local businesses, wood and timber industry companies and public authorities and education institutions
take place in NTC. The concept is that by centralizing all
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types of networking, learning and development activities in
one space, it becomes a place, which users identify with
and they perceive the NTC and the city of Nässjö as the
centre of the timber, wood and furniture industry of Sweden.
Nässjö Träcentrum is an example of a typical cluster organisation set-up with representatives from three central
types of actors: 1) a large cluster of private enterprises,
including major production firms, their sub-contracting
companies, the knowledge-intensive firms which consult
them, business service firms specialising in the wood industry and other satellite firms to the wood industry; 2)
knowledge institutions within a broad spectrum of education and research, including formal education programs
from the secondary and tertiary levels closely tied to research within the wood industries, practise-based vocational learning and individual, very specific courses; and 3)
representatives for the public sector at local, regional and
national level.
The term regional industry cluster has been popularized by
Michael Porter and is researched on in the field of economic
geography. Cluster development has since become a focus
for many public policy development programs and projects.
In a classic Porterian understanding, clusters have the potential to affect regional competition in three ways: by in-

creasing the productivity of the companies in the cluster,
by driving innovation in the field, and by stimulating new
businesses in the field. According to Porter, in the modern
global economy, comparative advantage, meaning the
natural resources and other resources which are readily
available in certain locations (i.e., access to harbours, access to cheap labour) is less relevant. Now, competitive
advantage is instead about how companies make productive use of inputs, and requires continual innovation. A
cluster supports the ability to innovate continually through
firms’ interaction in a series of complex forms, where
sometimes inter-firm completion, sometimes inter-firm cooperation through practise-based projects and research
projects is encouraged. The subcontracting firms and specialised business service firms also develop a local work
force which is specialised and extremely knowledgeable
within a wide field of related professions: wood design, architectural know-how, judicial rights, banking, finance and
capital-raising knowledge etc. Knowledge institutions provide skilled labour and interact in research, while public
authorities support development through providing a
framework and physical planning laws, which are in accordance with industrial development needs.
A business cluster is thus a collection of resources and
competences which amass to a certain critical threshold or
gravity, giving it a key position in a given economic branch
of activity, and with a decisive sustainable competitive
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advantage over other places. In this case, Nässjö and
Småland aims to become the leading wood and timber industry region in Europe.
In this ambitious regional strategy, the differences between Nässjö compared to Bornholm and East Iceland is
striking. While East Iceland has the Alcoa Fjardaál site in
Reydarfjordur and Bornholm has the Jensen Group industrial washing machine enterprise on the island, there is no
regional cluster activity which in any way is comparable to
the size of the wood and timber industry in Småland/
Nässjö. Although the Nässjö Träcentrum set-up consists of
many of the same elements we have defined as “creative
communities”, i.e. closely –tied networks based on trust
between individuals, communities of practises and learn-

ing, networks with common goals and conditions as well as
learning through the practise of creative production, the
development conditions facing the three regions is too different to render a comparison meaningful. The question of
whether peripheral areas may benefit from some of the
same basic network and firm interaction methodologies,
which are being supported in Nässjö Träcentrum, is extremely interesting and relevant, despite the basic premise, that the wood industry in Sweden is primarily based on
massed production and has a mass heavy enough to affect
international trade, while the arts and craft sectors on
Bornholm and in East Iceland are based on small-scale
hand-crafted production with a non-existent economic
gravity.
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