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ABSTRACT 

This thesis sets out an initial understanding, by providing exploratory insight into 

aspects of the corporate brand within business-to-business small to medium sized 

enterprises (SME's) located in the United Kingdom (UK) creative industry sectors. 

Specifically, it investigates how organisational creativity interrelates with the 

corporate brand from a mainly internal owner and employee perspective. It asks a) 

what factors are involved in the corporate brand building and maintenance process, 

from both an individual and organisational perspective; b) why and how do creative 

individuals impact upon the corporate brand; c) why and how do the clients impact 

upon the corporate brand. Calling upon bodies of creative literature, including those 

relating to situational, organisational and social factors of creativity, the study takes 

an exploratory, qualitative and inductive approach. Four organising themes and 

various sub themes are presented. The organising themes have been termed: 

identification; development; rewards and brand evolution. Each of these interrelates 

with creativity and therefore the corporate brand. The 'identification' theme captured 

various individual and organisational identification issues apparent within the data, 

each with implications for the creative organisation and their corporate brand. The 

'development' theme uncovers some of the ways through which individuals look to 

grow and improve across different experiences. It also outlines how the lack of such 

opportunities may affect organisational loyalty and the corporate brand. 'Rewards' of 

various kinds also emerged as relevant to the creative process and the corporate 

brand. The rewards sought varied in type, and the management of such rewards 

presented particular problems within these kinds of organisations. Finally, as each of 

the case study organisations were classed as small to medium in size, issues relating 

to the growth of the organisation frequently emerged in relation to the corporate 

brand, as captured by the 'brand evolution' theme. The findings presented within this 

thesis will be relevant to both the academic and practitioner communities. 

Keywords: Corporate branding; corporate identity; creativity; creative; small to 

medium size enterprises (SME's); creative organisations; client relationships; 

identity; identification; rewards; development; brand management; creative brand; 

corporate reputation. 
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Chapter 1 : Introduction 

1.1 Introduction, chapter structure and objectives 

This chapter will place the thesis in context. It will start by outlining the relevance of 

organisational creativity and branding. It will then set out the aim and objectives of 

the research. The chapter will also establish the usefulness and significance of 

research based on business-to-business small to medium sized enterprises (SME' s) 

and creativity within the United Kingdom (UK) context. The overall structure of the 

thesis will also be presented. 

The rest of this chapter is divided into several sections: 

1.2 Creativity and the corporate brand as interlinking areas of research 

1.3 Research aims and objectives 

1.4 Usefulness and significance of the research 

1.5 Structure of the thesis 

11 



1.2 Creativity and the corporate brand as interlinking areas of research 

The systematic empirical research relating to creativity has accumulated for more 

than 50 years, and yet the concept still invites research, discussions and curiosity 

based on it being an interesting, valuable and complex topic (Martinsen 2003). 

Creativity is also one of the most difficult human attributes to manage (Hubennan 

1990). Recognition of this has led to a particular focus on the contextual or 

organisational factors which facilitate employee creative perfonnance, particularly in 

the last 15 years as indicated within table 1.1 below. Organisational conceptions have 

shifted to highlight the value of individual and collective knowledge, creativity and 

experience in service production and organisational improvements (Gilmartin 1999). 

As seen shortly within Chapter 3, theory development relating to organisations has 

highlighted how limited and fragmented the research which seeks to gain an 

understanding of creativity in a social context still is today. An extra aspect often 

seemingly overlooked, as apparent from the literature review undertaken for this 

thesis, is that such services are frequently produced in a client contact scenario with 

the clients' input and actions playing a significant role in the creation of the creative 

product. As a result, it is important to realise that 'moments of truth' service 

encounters and the interactions with clients are likely to have an impact on the 

corporate brand. There have also been calls for greater recognition of the business-to

business service process as a core component of the service provided, through which 

creativity is generated. Examples of such services include design services, 

architectural services, and branding services (DCMS 2001; Hill & Johnson 2003; 

New Zealand Government 2004). These services match the three case services 

selected for this thesis. Highlighting that much of the creativity research, to date, has 

mainly focused upon technologically led organisations or scientific organisations, 

Ensor et al (2001: 154), have called for an exploration of the work environment in 

less technologically led creative organisations, and across differing creative 

industries, to allow comparison with their own research. This thesis has therefore 

selected non-technological or science based case studies, from different industry 

sectors. 

12 



Table 1.1 Trend towards contextual/organisational factors within creativity 
Authors Topics Findings Base Methodology 

(West & Farr 1990) Innovation and creativity at work Edited book presenting Secondary- Not applicable 

Innovation and creativity literature review 

issues at individual, group 

and organisational levels 

(Woodman & An interactionist model of Model linking personality, Secondary - Not applicable 
Schoenfeldt 1990) creative behaviour cognitive and social literature review 

psychology to creativity 

(Woodman, Sawyer, & Toward a theory of Development of model for Secondary - Not applicable 
Griffin 1993) organisational creativity understanding creativity literature review 

in complex social settings 

(Ford & Gioia 1995) Creativity in organisations Edited book presenting Secondary Not applicable 

both academic and 

practitioner viewpoints 

(Ford 1996) A theory of individual creativity Draws on psychology and Secondary - Not applicable 

in multiple social domains sociology - offers literature review 

pragmatiC view of 

creative action 

(Oldham & Cummings Employee creativity personal Managers should Primary - 171 Questionnaires 

1996) and contextual factors at work consider personal and manufacturing 

contextual factors to employees 

increase creativity 

(Amabile et al. 1996) Assessing the work environment Development and Secondary - Critical incident study 

(Amabile 1997) for creativity and motivational validation of a new literature review. based upon interviews 

(Amabile 2001) aspects instrument (KEYS) Primary - 120 R&D and thematic coding 

personnel 

(Mikdashi 1999) Work environment affecting Assess impact of Primary-300 Survey using Amabile's 

creativity organisational climate on managers (1996) keys instrument 

managers creativity 

(James, Clark, & Positive and negative creativity Model developed of Secondary - Not applicable 

Cropanzano 1999) factors that may trigger literature review 

positive or negative 

creativity 

(Tiemey, Farmer, & An examination of leadership Employee characteristics Primary - 191 R&D Interviews and 

Graen 1999) and employee creativity connecting with creativity employees questionnaires 

(Drazin, Glynn, & Multilevel theorising about Model mapping Secondary Not applicable 

Kazanjian 1999) creativity in organisations organisational creativity literature review 

unfolding over time 

(Ford & Gioia 2000) Factors influencing creativity in Combines various models Primary - 51 upper In depth interviews and 

the domain of managerial to show how managerial level managers some questionnaire 

deCision making creativity is affected by aspects 

differing factors 

(Csi kszentmihalyi A systems perspective on Creativity exists within Secondary Not applicable 

2001) creativity systems of cultural rules literature review 

and requires support from 

peers and communities 

(Zhou & Woodman Creative ideas: a social- Highlights that manager's Secondary Not applicable 

2003) cognitive model 'creativity schema' literature review 

dictates recognition of 

creative ideas 

(Lapierre & Giroux Creativity and work environment Model development Primary-122 Questionnaires 

2003) in a high-tech context adding to Amabile's surveys 

(1996) KEYS instrument 

(see above) 
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Creative services are often high involvement, high cost and long term business-to

business purchases of great importance to both organisations involved in the 

relationship. The inherent ambiguity of the creative process means its outcome is not 

likely to be known until some time after the start of the project. Thus service 

'credence' and 'experience' attributes may also take on heightened significance 

during the creative service process. Positive or negative service experience may 

relate directly to the acceptance and rejection decisions of creative outcomes 

presented to the client. The existence of high service credence and experience 

attributes concerning the creative process and outcome can lead to a heightened 

perception of risk in the relationship (Bateson 1989; Hill & Johnson 2003). 

Creativity of these kinds are delivered via an interactive process and therefore high 

purchase risk perceptions need to be reduced. In addition, what impact might this 

interaction and inter-reliance have on the creative organisation's own corporate 

brand? 

Band (2002) has argued that academic developments relating to the building of a 

'strong corporate brand from an internal perspective' has been quite limited to date, 

and has been mainly discussed via conceptual, theoretical concepts not largely based 

on collected empirical evidence, as also indicted within table 1.1 above. In addition, 

she has noted that the research has been discussed predominantly from the viewpoint 

of the business-to-consumer models rather than business-to-business models. Noted 

recent exceptions to this include Andriopoulos & Gotsi (2000, 2001) who focus on 

the creative industry sectors, dealing primarily with business-to-business 

transactions. Band (2002) has therefore called for further research within creative 

organisations to reinforce, refute or add to the academic developments that currently 

exist. Comparatively little is also known of the dynamics of managing the relatively 

smaller knowledge based creative organisations in the service sector. This thesis has 

specifically selected organisations classed as small to medium sized firms as the 

basis of the study. The broader aim of this thesis is to investigate the potential 

interlink between employees and how they may build value for the corporate brand 

within a creative SME service environment, as encapsulated within Figure 1.1 below. 
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Figure 1.1 Impact of organisational members on the corporate brand 

Creative behaviour 
of organisational 

members as a 
component of the 
corporate identity 

Organisational members "Living" the creative corporate identity 

Enhancing 
overall 

organisational 
creativity 

Impact upon creative service production and delivery 

+ 
Strong brand and a 
favourable creative 

corporate reputation 

Adapted from Andriopoulos & Gotsi (2000) : 365, 367. 

1.3 Research aim and objectives 

The initial topic of investigation for this thesis was corporate identity and branding 

within knowledge based organisations. It was apparent from the first literature 

review that knowledge based organisations, trading upon and gaining a reputation via 

their creativity, are relatively under-researched when compared to some other forms 

of professional knowledge based organisations such as computer software 

companies, lawyers and research and development laboratories (Alvesson 1995b; 

Robertson & Swan 2003). The literature has therefore called for further 
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investigations into the process of corporate brand building (Balmer 2001), 

particularly within knowledge based creative organisations (Andriopoulos & Gotsi 

2000; Ensor, Cottam, & Band 2001) as well as the specific challenges facing 

management in such organisations (Jones, Comfort, Eastwood & Hillier 2004). 

The aim of this thesis is to look at aspects of creativity and the corporate brand 

within business-to-business small to medium sized enterprises (SME's) based within 

several United Kingdom creative industry sectors. The thesis takes a mainly internal 

view of brand building and maintenance, with the aim of uncovering and identifying 

some of the core aspects that are part of that process. Relating to this aim, the 

following objectives can be outlined: 

a) What factors are involved in the corporate brand building and maintenance 

process, from both an individual and organisational perspective? 

b) Why and how do creative individuals impact upon the corporate brand? 

c) Why and how do the clients impact upon the corporate brand? 

1.4 Usefulness and significance of the research 

The findings presented and discussed within this thesis must be considered in 

accordance with originality and relevance. As this thesis has used an inductive 

research approach, the themes identified within Chapter 5 are therefore all grounded 

and originate from within the data collected rather than any hypotheses generated 

from the pre-existing literature. 

The concepts identified within this thesis will be relevant to at least two communities 

as well as clients/consumers in general. 

The academic community will benefit from new insight based on inductively 

generated findings focusing mainly upon business-to-business SME's in the UK 

16 



creative industries. The concepts uncovered and discussed can be applied alongside 

existing creative and branding concepts and findings, to further our understanding 

and knowledge in relation to creativity and the creation of a corporate brand from an 

internal perspective. The practitioner community will benefit from greater insight 

into some of the ways that the corporate brand is enhanced or devalued from an 

internal perspective, leading to an ability to make better informed management 

decisions. 

Finally, an improved understanding of the process of creative service delivery may 

assist both providers and consumers in attaining a better product and greater 

satisfaction in general. 



1.5 Structure of the thesis 

Chapter 1 
Introduction 

Serves as an introduction to the study and illustrates its main aspects and 
structure 

Chapter 2 
Relevance of creativity within the UK 

Provides an orientation to corporate branding within the context of the creative 
economy 

Chapter 3 
Literature review 

Aims to synthesise and discuss the pre-existing literature linking creativity and 
corporate branding 

Chapter 4 
Methodology 

Devoted to the research methodology, outlining the reasoning for the research 
approach adopted and the procedures used to analyse the results 

Chapter 5 
Analysis and synthesis 

Focuses upon the major findings of the analysis and synthesis of the data, 
outlining the main concepts and themes identified 

Chapter 6 
Discussion and Conclusions 

Offers a summary discussion of the main aspects identified within the thesis as 
well as the implications and future research questions and avenues 

18 



Chapter 2 : Relevance of creativity within the UK 

2.1 Introduction, chapter structure and objectives 

This chapter aims to orientate the thesis in relation to servIces and corporate 

branding, within the wider context of creative industries within the UK. The 

relevance of the concept of the knowledge worker within such organisations is also 

highlighted. 

The rest of this chapter is divided into several sections: 

2.2 The importance of SME's and creativity within the UK 

2.3 Creative industries defined 

2.4 Knowledge workers and creative organisations 

2.5 Summary 
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2.2 The importance of SME's and creativity within the UK 

2.2.1 Importance of SME's to the UK economy 

According to the Department of Trade and Industry, the UK Small to Medium Size 

Enterprise sector (SME's) accounts for 55.4% of all employment and 51 % of 

business turnover (Martin 2000: 6). In broad terms, an SME is a firm of less than 250 

employees. However, within that figure, actual number of employees, maximum 

turnover and maximum assets, as seen within Table 2.1 below, can be used to further 

segment SME' s. 

Table 2.1 Further segmentation and definition of SME's 

DTI European Commission 

Firm Employees Maximum Maximum Maximum 
Employees Turnover Assets 

Micro 0-9 9 
Small 0-49 49 7m euros 5m euros 
Medium 50-249 249 40m euros 27m euros 
Large Over 250 

Source: Martin (2000: 5) 

Apart from size, small firms are also fundamentally different to larger firms in terms 

of innovation, uncertainty and evolution (Martin 2000) where 

"Uncertainty stems from small firms having diverse owner objectives and 

being price-takers with limited customer and product bases. In terms of 

innovation, small firms are less committed to existing practices and products 

and are more likely than large firms to introduce fundamentally new 

innovations. Finally, small firms are able to tum themselves into something 

larger. This greater potential for evolution means that the structures of small 

firms are more likely to be in a state of change than those of large firms" 

(Martin 2000: 7). 
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The small size and uncertain environment surrounding most SME's leads to a 

heightened risk of decline or failure. Such firms often operate via word of mouth 

referrals and keep with the same core group of clients through long term 

relationships. Therefore, service delivery and the overall image and reputation of the 

corporate brand as they grow and evolve are of heightened importance, as 

investigated within this thesis. 

2.2.2 Importance of creative service industries to the UK economy 

It is commonly argued that advanced capitalist economies have progressively moved 

from a manufacturing based industry to a service based industry, where the 

production and consumption of services have grown in relevance and importance, 

and where the need for "solutions" largely drive the ensuing activities of 

organisations and consumers (Jaworski & Coupland 1999: 6). 

The shift towards an increased need for solutions has led to a greater reliance on 

organisations that no longer operate on factory lines where workers are isolated from 

each other and their end users/consumers. This shift therefore means that networks 

have been encouraged to form between workers, and between workers and their 

clients. This is in an effort to discover and implement timely and suitable solutions, 

often based on knowledge. 

Some observers have also argued that the world has entered into a fourth era of 

economic life, a 'knowledge economy'. Whereas the previous eras were hunting and 

gathering, agriculture and industrial, with the current being the information age. As 

the United Kingdom (UK) moves increasingly towards a 'knowledge economy' with 

competition based upon the creation and application of knowledge rather than 

capital, raw materials and labour (Kessels 2001), the UK government has called for 

priority placed on the fostering of knowledge, skills and creativity, stating: "It is 

through creativity and imagination that Britain will succeed in the 21
st 

century." 

(Blair 1998). 



Thus, some observers have argued that a fifth era is approaching, namely the 

'creative age' (Botkin 1996; Kao 1996; Koh 2000), where: 

"creativity and innovation are probably the most powerful engines of the 

human intellect. It is only through them that all new worlds of art, science 

and technology are conceived and ultimately realised" (Vandervert 2003: 

1104). 

Worldwide, the creative industries are seen to be growing faster than other economic 

sectors (New Zealand Government 2004). The pace of change, partly driven by 

technology, within many areas of the world, taken together with increased 

international and inter-organisational competition makes creativity essential for both 

individual and organisational survival and prosperity (Amabile 1988; Shalley 1991; 

Scott 1995; James, Clark & Cropanzano 1999; Tierney, Farmer & Graen 1999; Dess 

& Picken 2000; Shalley & Perry-Smith 2001). 

While not necessary for all types of jobs and organisations, a 'winning creative idea' 

that stands can have a large impact on sales. Controlling for the same level of budget, 

product, distribution and other marketing mix efforts, research within advertising for 

example has indicated up to a five fold sales increase for such successful ideas (Blair 

1988; Buzzell 1964; West 1999). 

Nystrom (1990) and Mumford et al (Mumford, Scott, Gaddis & Strange 2002) have 

also indicated that organisational growth and profit may be related to creativity and 

innovation. Recognition of winning creative ideas can have a positive effect on the 

creative organisation's image, leading to an ability to attract and retain employees of 

the right calibre. Even within relatively stable and predictable markets, organisations 

can benefit from creative ideas that help to improve quality or productivity or client 

satisfaction (Williams 2004). Management within many organisations constantly 

asks what new products and services can be designed and delivered, how they can 

position their products and services differently and how they can provide added 

benefit and value, for both new and old clients. To respond constructively to these 
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questions, companies need employees capable of generating new and often creative 

ideas, thus competencies relating to creativity have become increasingly important 

(Gundry, Kickul & Prather 1994). In addition, the enhancement of creative 

performance within employees is seen as a necessary step if organisations are to 

sustain a competitive advantage (Amabile 1988; Oldham & Cummings 1996; 

Amabile, Conti, Coon, Lazenby & Ferron 1996). A McKinsey study as cited by 

Bharadwaj and Menon (2000: 424), indicates that firms expect new products to 

deliver 34% of future top-line growth while also planning on producing 21 % fewer 

products than in 1998. Creativity within this context is therefore increasingly seen as 

the cornerstone of competitive differentiation (Watt, Russell & Haslum 2000). 

Workload pressure and speed have also steadily increased within creative industries. 

Ensor et al (2001) citing a senior board member of a creative agency based in 

London have highlighted this: 

"What I used to do in the early days of my career, in days, I now do in hours 

and what I did in hours, I now do in minutes and I learn on my experience" 

(Ensor, Cottam & Band 2001: 152). 

Within many small, creative and entrepreneurial organisations, there is often no 

marketing department containing marketing specialists. Hence, marketing tends to be 

adopted as a guiding organisational philosophy across the whole organisation, which 

often attempts to orientate itself and its activities around the needs of the customer 

and marketplace. Here, the relatively smaller size means that these organisations are 

often in very close touch with the marketplace and customer needs. This means that 

any changes can be more quickly identified, with successful management often being 

based on intuition, informality and speed of decision making (Collinson & Shaw 

2001). With no marketing department to act as a potential buffer between the internal 

and external environments, the perceptions and actions of the creative employees, as 

well as those of the clients, can impact directly on the overall corporate brand 

whenever a 'moment of truth' service interaction occurs. 
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2.3 Creative industries defined 

The department of culture, media and sports (DCMS), part of the UK government, 

has defined creative industries as comprising "activities which have their origin in 

individual creativity, skill and talent, and which have the potential for wealth and job 

creation through the generation and exploitation of intellectual property" (DCMS 

1998: 10). 

In reality, most, if not all sectors of the UK economy could claim with some probable 

justification to be driven by individual creativity, skill and talent relating to the 

development and implementation of intellectual property. It is therefore doubtful that 

an unambiguous generic definition that would set up firm boundaries for the industry 

can be established. It is more useful to think of the industry in terms of a 

"definitional continuum which may comprise a varying range of economic activities, 

particularly at the margins of the category" (Drake 2003: 513). 

One useful way of narrowing the distinction within the continuum is to suggest that 

creative industries produce artefacts as goods and services, both tangible and/or 

intangible, from which the primary value is derived from their aesthetic attributes 

(Banks, Lovatt, O'Connor & Raffo 2000; Drake 2003). The three case organisations 

selected for this thesis, namely architects, design agency and branding consultancy 

all fall within this narrower distinction. 

The creative industry sectors are seen as significant both in terms of revenue 

generation and employment within the UK. For example, UK architecture fee income 

was £ 1.7 bn with a secondary economic impact on the economy of £ 13.7 bn, along 

with 6000 private practices and some 22,900 architects in full time employment 

during 2000 (DCMS 2001). UK design agencies including brand consultancies fee 

income was £4.8 bn in 1999, with design related as a whole impacting on the 

economy by £26.7 bn, along with 4000 design consultancies, and approximately 

76,000 people employed within the sector (DCMS 2001). The creative industry as a 

whole generates total revenues of £60 bn per year into the economy and employment 
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stands at more than 1.4 million (Andriopoulos & Gotsi 2000). During the period 

between 1997-2002 the creative industry sector grew by 6% per annum compared to 

3% for the rest of the economy and by 2003 approximately 120,000 companies were 

classed as being within the creative industry sector (Jones, Comfort, Eastwood & 

Hillier 2004) . 

It has also been acknowledged that creativity is an important source of competitive 

strength for organisations located within the creative industries (Cook 1998; 

Andriopoulos & Gotsi 2000), and is one of the key elements for developing 

corporate brands with a high reputation (Sutton & Kelly 1997). 

2.4 Knowledge workers and creative organisations 

Creative employees can also be termed 'knowledge workers', professional or expert 

workers who use non-tangible inputs such as intellect to specifically produce a 

creative output. A knowledge worker can be seen as at least a 'quasi-professional' 

with a high level of education and who views work as a career. Their loyalty is often 

to the expertise rather than the employer and their expertise often leads to a high 

level of autonomy and discretion over the design and execution of their work 

(Hayman & Elliman 2000). In addition, there has been a relative growth of 

occupations in the service industry that require the reconceptualisation of 

information by 'knowledge workers' or 'symbolic analysts', especially outside of the 

more regulated professions (Ram 1999). 

For this reason, in recent years, interest in what has been termed 'knowledge work' 

has been burgeoning, after earlier periods of discussion through the 1970's and 

1980's. In 1973, Bell (1973) discussed the possibility of a post-industrial society 

being formed that would rely heavily on knowledge workers operating primarily 

within knowledge intensive firms (Robertson & Swan 2003). 

During the mid 1980's the literature, particularly in the popular press as well as some 

academic literature, suggested that corporate or organisational culture was a variable 
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that could be manipulated (Peters & Waterman 1982; Schein 1983: Schein 1992). 

Others also looked at issues relating to knowledge work within creative organisations 

(c.f. Sveiby & Lloyd 1987). 

By the early 1990's a body of knowledge had been written with regard to the 

professions, the expert division of labour, professional organisations, knowledge 

workers and knowledge organisations (c.f. Alvesson & Berg 1992; Starbuck 1992; 

Sveiby & Lloyd 1987; Kunda 1992). 

In addition, past research has not clearly identified how senior management should 

behave in order to build strong and consensual corporate values within knowledge 

intensive firms. For example, under the concept of normative management control, it 

is not clear that knowledge workers with higher levels of education are so easily led. 

Some authors have suggested that due to the higher levels of complexity, 

exceptionally high levels of management skills are needed in knowledge 

organisations (Sveiby & Lloyd 1987; Robertson & Swan 2003). Others have stated 

the need for a redress of the limited nature of empirical work that, to date, has been 

conducted in the context of knowledge work and normative and non normative 

control (Alves son 1995b; Balmer 1996; Wilson 1995), with calls for more 

substantive empirical support and analysis in such organisations (Robertson & Swan 

2003). 

The literature has also introduced and discussed ambiguity as a state that a firm 

passes through rather than an environment it constantly has to operate in. This does 

not seem to apply to the environment faced by most knowledge intensive 

organisations, and in particular those based around creativity. Indeed, creative 

organisations often differentiate themselves through the proactive and successful use 

of perpetually ambiguous operating conditions. 

For all of the reasons outlined within this chapter, creative organisations and their 

interactions within and outwith, still hold the potential to provide many avenues of 

fruitful academic research. 
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2.5 Chapter summary 

This chapter has orientated the thesis in relation to SME' s and the wider context of 

creative industries within the UK. The need for creativity to underpin competitiye 

advantage in this sector has been outlined, and the relatively high impact of the 

creative industry sector on the UK has been identified. The relevance of knowledge 

workers has also been discussed. The next chapter will look more closely at the 

literature in relation to the research aims and objectives as set out within Chapter 1. 
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Chapter 3: Literature review 

The aim of this chapter is to identify and synthesise the existing bodies of creatiyity 

and corporate branding literature relevant to the research aims and objectives 

identified earlier. The final section will summarise the main points. 

The rest of this chapter is therefore divided as follows : 

3.1 Defining creativity and types of creativity 

3.2 Boundaries for the scope of review 

3.3 Creativity/brand research literature 

3.4 Chapter summary 
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3.1 Defining organisational creativity and types of creativity 

It has been suggested that "it is not necessary to begin with a crisp definition of an 

entity in order to study it. ... It is hard to define something one knows little about'" 

(Kosslyn 1980: 469). 

Whilst more has become known about creativity and organisational creativity in the 

past few decades, enough is not known to completely specify universal definitions of 

the terms as seen shortly. However, for the research to be useful it is important that it 

identifies what it is that is being looked at or talked about, and what is not, to a 

reasonable level of consensus (Amabile 1983b). This subsection will therefore 

delineate the differences (and connections) between innovation, creativity and 

organisational creativity. 

3.1.1 Innovation 

All innovation begins with creative ideas. Innovation is built on creative ideas as the 

basic elements where "organisational innovation is the successful implementation of 

creative ideas within an organisation" (Amabile 1988: 126). New programs, products 

and services depend on a person or team having a new idea, and that idea being 

developed beyond an initial state (Amabile, Conti, Coon, Lazenby & Ferron 1996). 

In a similar vein, Gurteen argues that a useful approach is to view: 

"creativity as the process of generating ideas whilst seeing innovation as the 

sifting, refining and most critically the implementation of those ideas. 

Creativity is about divergent thinking. Innovation is about convergent 

thinking ... coming up with ideas is the food of innovation." (Gurteen 1998: 

6). 

Oldham & Cummings (1996: 608), have also made a distinction between creative 

performance as discussed below and innovation, where innovation refers to the 

"successful implementation of these creative ideas at the organisational lever". This 
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thesis does not look at implementation issues directly as would be required if the 

focus of this study was that of innovation rather than creativity. 

3.1.2 Creativity 

Creativity is a complex and diffuse construct and can be defined in a number of ways 

and on a number of levels. West & Farr (1990: 10), have defined creativity as ..... the 

emergence in action of a novel relational product, growing out of the uniqueness of 

the individual on the one hand, and the materials, events, people or circumstances of 

his life on the other". 

Pierson (1983: 13) has stated that "creative organisations differ in that their product 

is creativity. Customers or clients come to them for new ideas, fresh approaches, 

creative concepts". In addition, two types of creativity are proposed. Firstly, pure 

creativity is process-orientated and the product is not necessarily the final objective. 

Examples of this are individual artists who create for self expression only. Secondly, 

applied creativity or product orientated creativity is where the activities are aimed 

towards a specific goal, where it is determined by and directly related to the client or 

market for its ultimate success (Scott 1995). Some problems have been reported 

where managers in a boundary spanning role between the creatives operating in a 

process-orientated mode and other managers or clients operating in a product

orientated mode. This, in effect, is seen as a "process/product gap" (Scott 1995: 66). 

Oldham & Cummings (1996: 608) have defined creative performance as referring to 

products, ideas, or procedures, or 'creative outcomes' that satisfy two main 

conditions: 

a. novel and original (it involves either a significant recombination of 

existing materials or introduction of completely new materials). 

b. potentially relevant for, or useful to, an organisation 
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When defining creativity as a process rather than an outcome, creativity is at the 
individual level: 

"the engagement of an individual in a creative act. ... creative engagement is a 

process in which an individual behaviourally, cognitively, and emotionally 

attempts to produce creative outcomes" (Drazin, Glynn & Kazanjian 1999: 

290). 

This definition is important as it explicitly highlights that a creative process underlies 

a creative outcome. 

Creative employees are also different, in some ways, to other types of employees. 

Creativity involves the need to process information in a non-linear manner, often 

seen as a non-rational manner to those less creative. Thus creative people may have a 

skewed or differing view of the world, and this differing perspective is often the core 

of creative thinking (Scott 1995). 

3.1.3 Organisational/corporate creativity 

The definition of organisational or corporate creativity as used within this thesis is 

presented by Robinson & Stem (1997) where 

"a company is creative when its employees do something new and potentially 

useful without being directly shown or taught... the tangible results of 

corporate creativity, so vital for long term survival and success, are 

improvements (changes to what is already done) and innovations (entirely 

new activities for the company). As one would expect, most creative acts are 

improvements" (Robinson & Stem 1997: 11). 

Taking this statement, a scale can thus be produced of creative companies that range 

from those making incremental improvements to existing products and processes at 

one extreme to those that make large leaps or produce entirely new products or 
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processes at the other, alongside those that produce creativity at all levels of this 

scale. 

Of additional relevance in respect to this thesis, Zhou and Woodman (2003) have 

also highlighted that organisational creativity needs to take into account the factor of 

individuals working together in a social environment via "the creation of a valuable, 

useful new product, service, idea, procedure, or process by individuals working 

together in a complex social system" (Zhou & Woodman 2003: 631). 

3.1.4 Types of creativity identified 

Various forms of creativity were identified within the literature. In order to ensure 

that the review contained in this chapter related to the forms of creativity present in 

the case studies, and to help frame the scope of the ensuing literature review, a 

taxonomy of creativity, and the orientation of this research project within it was 

sought. 

Within Table 3.1 below, routine problem solving is identified where standard 

operating procedures are called into play to find a solution. Intelligent adaptation is 

where tasks are addressed via existing generative rule systems for a given problem 

space using intelligence. Proactive creativity is where no external stimuli exists to 

indicate a need to start off the creative process. Reactive creativity is where an 

external stimulus creates novelty at the task level, leading the organisation or 

individual to look for a novel solution (Kaufmann 2003). This last form of creativity 

is used mainly by the three organisations selected as case studies for this research. 



Table 3.1 The novelty-creativity taxonomy 

High 

Task 
Novelty 

Low 

Low 

Intelligent 

adaptation 

Routine problem 

solving 

Source: Kaufmann (2003: 244). 

Solution 
Novelty 

Reactive 

creativity 

Proactive 

creativity 

High 

In addition, the kinds of creative tasks and processes of the three case study 

organisations in this thesis can be termed • complex-heuristic' , as they are often open

ended and ill-structured and lack a clear path forward to a pre-determined solution 

(Amabile 1983b; Shalley 1995). The ensuing literature review; as discussed below, 

has thus been focused upon literature related primarily to • reactive creativity at an 

organisational level' as well as those contexts that include or would require 

'complex-heuristic' tasks and processes. 

3.2 Boundary for the scope of review 

Creativity research has been conducted in one form or another since at least the 

1870's (Galton 2003; Hennessey 2003) and by a wide range of researchers in fields 

such as economics, social and occupational psychology, personality theory, 

sociology, management science, and organisational behaviourism (Unsworth 2001; 

Drake 2003). 

Each field has tended to approach creativity with its own philosophical 

underpinnings. For example, psychologists have tended to see creativity exclusively 

as a mental process, which has often been investigated using experimental studies in 

controlled circumstances, such as undergraduate students and small scale laboratory 
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problems (Weisberg 2003). Other researchers have emphasised that it is as much a 

cultural and social event, and that these aspects cannot be ignored (Csikszentmihalyi 

2001). Social psychologists have attempted to overcome this shortfall since the 

1970's (Hennessey 2003), but despite this, researchers have still tended to take either 

an intra-organisational and intra-individual focus rather than approaching their 

research from a combination of intra-organisational and external influences. Notable 

exceptions in the past decade include Woodman & Schoenfeldt (1990, 1993). 

Given this broad range of research, it is important to set boundaries as to the scope of 

the review contained in this chapter. This review will not include individual 

difference or creative process or innovation research, here defined as the 'temporal 

sequence of activities that occur' or the 'stages of creative thinking' involved within 

the innovation process (King 1990). This thesis is alternatively focused on creative 

outcomes and the individual and contextual factors associated with those outcomes, 

and not the implementation of those outcomes through innovation. This emphasis is 

justified where in the past: 

"as a result of the focus on individual differences, some potentially important 

areas of inquiry into creativity have been virtually ignored. There has been a 

concentration on the creative person, to the exclusion of 'creative situations' 

- i.e. circumstances conducive to creativity. There has been a narrow focus 

on internal determinants of creativity to the exclusion of external 

determinants. And, within studies of internal determinants, there has been 

implicit concern with 'genetic' factors to the exclusion of contributions from 

learning and the social environment" (Amabile 1983b: 5). 

Kaufmann (2003) has also stated that although progress has definitely been made in 

the past few decades regarding creativity based research, in view of the considerable 

fragmentation that characterises the field as discussed above : 

" ... a blinking warning sign may still be in order. It may be argued that the 

research programme in creativity has been driven too exclusively from an 



operational 'bottom-up' perspective, where development of tests of creativity 

has taken priority over the clarification of basic conceptual and theoretical 

issues. The proliferation of tests purporting to measure creativity, without 

solid conceptual and theoretical foundation may be seen as justifying such 

criticism" (Kaufmann 2003: 236). 

Researchers have increasingly questioned the usefulness of the general literature on 

creativity as far as applying it to an organisational setting. During the past decade 

there has been a fresh call for more empirically based research within complex social 

settings such as the creative work environment, especially within management 

research which is relatively underdeveloped (Ford & Gioia 2000; Woodman, Sawyer 

& Griffin 1993; Montuori 1998; Pearson & Chatterjee 1997; Tesluk, Farr & Klein 

1997; Lapierre & Giroux 2003). Woodman et al have highlighted that: 

"when the research is critically evaluated, however, one thing becomes very 

clear - after decades of theory development and empirical research, 

researchers still know surprisingly little about how the creative process 

works, especially within the context of complex social systems such as 

formal organisations" (Woodman, Sawyer & Griffin 1993: 308). 

Amabile et al (1996: 1180) have also called for more research directed towards: 

"discovering the precise connections between particular events in individuals' 

work experience and their resulting perceptions of the work environment. .. 

and other events within (and outside of) their organisation that lead people to 

perceive encouragement". 

Oldham & Cummings (1996) have made a similar call stating that although several 

theorists have called for research that addresses the joint or combined effects of both 

personal and contextual factors on employee creativity, few empirically based studies 

have actually been conducted and therefore "future practice and research needs to 
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further unravel the complex relations among personal characteristics, contextual 

factors, and a variety of creative outcomes" (Oldham & Cummings 1996: 629). 

Tierney et al (1999) and Bharadwaj & Menon (2000) have additionally called for 

research focusing upon broader employee social context and those influences on 

creativity such as the work group or clients for example, as well as the intrinsic

motivation-creativity dynamic in the organisational context (Woodman, Sawyer & 

Griffin 1 993). 

Mumford et al (2002: 737), have highlighted from their recent research that creativity 

and its management is an unusually complex phenomenon and that '"the leadership of 

creative people cannot be understood through rote application of extant (traditional) 

models". 

Further, whilst researchers have studied the innovation process based on a sense 

making framework (Ring & Rands 1989; Dougherty 1992; Hill & Lavenhagen 

1995), there has been relatively limited work that has applied an interpretive 

framework specifically to the study of creativity (Drazin, Glynn & Kazanjian 1999; 

Ford 1996; Ford & Gioia 1995) as has been attempted for this thesis. As highlighted 

later within the Methodology Chapter, the goal of theory building in an interpretative 

or sense making perspective is to describe complex organisational behaviour and 

organisational life, and not to follow a normative agenda of reduction of complexity 

into variables. In addition, individuals are seen as the centre of organisational life, 

creating meanings in their social settings through interactions with, and not in 

isolation from, others (Weick 1979, 1995). Specifically for this thesis, the focus is 

less on understanding how to manipulate a system (to increase creativity in this case) 

and more on understanding the process through which individuals as employees and 

employers within organisations develop systems of meaning about creative action. 

The focus is primarily on how the development of meaning motivates engagement 

and action. 
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As the result of an earlier review of the creative literature, Andri0poulos (2001: 839. 

2003: 376) has also encouraged researchers to : 

a) apply inductive methodological approaches to the identification of 

management practices that enhance employees' creative potential in practice 

b) bring creativity questions into the "person-organisational conditions" 

interplay and conduct further research in this area so that new insights can 

anse 

c) search for practical tensions, mixed messages or oppositions that are part of 

the everyday reality of managing creativity to stimulate wider theory 

development via discoveries of further opposing conditions or processes 

d) greater use of inductive research within the creative organisation rather than 

remote from or on the fringe of such organisations as would be the case via 

survey questionnaires for example 

In addition, it can be noted that key research presented in the literature to date by 

some of the above authors, such as Amabile et al (1996) and Oldham & Cummings 

(1996), has been conducted primarily using medium to large sized organisations, 

and/or primarily using technological or Research and Development (R & D) 

employees. 

This thesis differs from the majority of previous creativity research in the literature in 

that it looks specifically at SME's and non-technological and R&D based creative 

employees in the service sector, as outlined earlier within Chapters 1 and 2. It also 

applies an inductive approach to the data in a person-organisation context from 

within the heart of the organisations than from the fringes via questionnaires as 

discussed further within Chapter 4. 



The literature reVIew that follows has therefore been focused more specifically 

around the same distinctions and forms of employees, organisations and issues as 

outlined in this subsection. 

3.3 Creativitylbrand research literature 

3.3.1 Situational factors and creativity 

To date, research has been conducted mainly via three main streams within the 

creativity literature: individual characteristics, organisational influences (more 

limited stream than individual) and the latest of the three streams that attempts to 

integrate the two (Livingstone, Nelson & Barr 1997). 

There have been mainly three ways of looking at creative antecedent research for 

individual level creativity, namely: trait approaches; situational influences; and 

overarching theoretical approaches (King 1990). 

Taking trait approaches first, it can be seen that this form of personality based 

research has dominated individual level creativity. These have included, but are not 

limited to (King 1990): attempts to identify and measure a 'creativity' trait (Guilford 

1959), or traits related to 'creative production' (MacKinnon 1962) as well as other 

traits associated with creative achievement, such as 'autonomy' (McCarrey & 

Edwards 1973), 'social independence' (Kaplan 1963; Coopey 1987), 'high tolerance 

of ambiguity' (Child 1973) and a 'high propensity for risk taking' (Michael 1979). 

Moving to situational influences, much of the work in this area has focused upon 

creativity and creative problem-solving in the work setting, and includes a group of 

variables, which might be labelled social or organisational. Some of the more 

commonly discussed situational factors are covered below. Overarching theoretical 

approaches are discussed later within subsection 3.3.4. 



3.3.1.1 Leadership 

Leadership within creative organisations has received considerable attention within 

the literature with many writers highlighting the need for a mainly participative and 

collaborative style of leadership (King 1990; Peters & Waterman 1982; Kanter 

1983), although others have argued that no one style can be generally prescribed 

(Glassman 1986). 

Lapierre & Giroux (2003: 14) have discussed 'vertical collaboration' regarding 

communication and how this helps to drive tacit knowledge in creative organisations 

where employees get their 'know why' information. This form of information is 

often seen as more important than 'know how' information within a creative 

organisation, as it allows employees to fall back on principles and create new forms 

of know how as is often required. Robinson & Stem (1997) also introduce the 

concept of 'alignment': the understanding of the long-term organisational orientation 

amongst employees via clear and precise corporate missions. Thus it is argued that 

the 'alignment of employee interests and actions with the companies' key goals', 

should allow employees to recognise and respond positively to potential new ideas 

and hence enhance the probability of sparking a creative act (Koh 2000: 93). This, it 

is argued allows the employees to picture the castle for which they are carving the 

stones (Arad, Hanson & Schneider 1997). This viewpoint is not dissimilar to that 

taken when looking at individual and organisational identity as discussed later in this 

chapter. 

More recent research specifically focused upon creative organisations similar to 

those studied within this thesis, as conducted by Ensor, Cottam & Band (2001), has 

revealed that employees may in fact only have a vague understanding of the 

organisation's vision due to rapid growth, structural changes and changes in 

ownership. Interestingly however, whilst perhaps unable to articulate the vision. 

senior management in those organisations still felt employees would know what was 

expected of them as that would be 'embedded' due to culture and climate factors. 

Some of these climate factors are highlighted as lack of structural boundaries. 
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infonnal discussions at all levels, and encouragement VIa what appear to be 

'extrinsic' rewards, such as bonuses and promotion. It is interesting to note that this 

finding seems to argue against that of many main stream creativity researchers such 

as West at al (1990), Amabile et al (1996) and Woodman et al (1993). However. in 

the case of Ensor et al (2001), it is noted that the interviews were limited only to the 

board members within the creative organisations. The reported empirical finding may 

therefore be due to a possible over-reliance on only one level's perspective within the 

creative organisation, and may explain the conflicting extrinsic motivation finding of 

these researchers. This thesis has avoided this potential methodological weakness via 

interviews at multiple levels within the chosen case studies, as discussed within the 

Methodology Chapter. 

Managers and owners who show concern for employee's feelings, needs and skill 

development, and who encourage them to voice their concerns, whilst also providing 

positive and mainly infonnational feedback, have been shown to promote an 

employees feeling of self-determination and personal initiatives in the workplace and 

enhance creative achievement. In contrast, those who are controlling, believe in close 

monitoring, are non-participative in decision making and give negative or untimely 

feedback, ultimately lead to a lowering of intrinsic motivation and therefore 

creativity (Deci & Ryan 1987; Oldham & Cummings 1996; Amabile 2001). 

In addition to the above, owners and managers must know when, who and how to 

persuade others, both internally and externally (e.g. clients) for any given creative 

project to run more smoothly. 

Leaders also seem to serve a number of roles when people are employed in creative 

work, for example (Mumford et al 2002: 738): 

- Creating conditions for generation of ideas 

- Evaluating ideas 

_ Integrating ideas with the needs of organisation/client 
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The work is complex, less well-defined, risky and demanding, and the employees 

need greater autonomy along with often adopting a professional and critical focus, 

with heightened intrinsic motivation. Creative employees often have strong egos. 

Hence managers and leaders of creative employees cannot rely primarily on more 

normative ways of managing, such as positional power, conformity pressure and 

organisational commitment, as ways of orientating people to their work. Such actions 

are likely to be counterproductive regarding the creative process and outcomes due to 

inhibition of creative exploration and experimentation (Mumford et al 2002). Hence 

leaders often need to share advanced technical expertise and creative problem

solving skills to be able to lead creative employees. Having such skills will lead to 

heightened levels of leader 'credibility', and credibility is seen as the "most powerful 

form of influence at the disposal of a leader" (Mumford et al 2002: 713) as this is 

needed to exert influence in a less normative way over others in such organisations. 

Leaders in such an organisation will need an understanding of not only product, 

process, or technology but also an in-depth understanding of the organisation, its 

capabilities and its markets. Sense making by these leaders as discussed more fully 

shortly, is increased when such multiple parties are interacting to produce a creative 

product (Dunham & Freeman 2000; Mumford et aI2002). 

Another key role of leaders is to help creative employees define problems in terms of 

organisational needs and goals and to be able to conduct some visioning as part of 

their influencing tactics (Mumford et a12002) where: 

"perhaps the most important role to be played by upper management III 

supporting creativity involves formulating and constantly communicating a 

clear vision of the organisation as innovative, supportive of new ideas, and 

offensive (rather than merely defensive) in the marketplace" (Amabile & 

Gryskiewicz 1987: 35). 

Thus leaders within creative organisations ideally need to offer (Mumford et al 2002: 

719): 
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1. Expertise 

2. Visioning capabilities 

3. Sense making capabilities 

4. Social skills 

5. Influencing tactics (taking into account unIque characteristics of creative 

people such as autonomy, curiosity and professional focus) via: 

- reducing stress (requires social support and encouragement) and ambiguity 

while maximizing challenge and risk taking 

- encourage exploration whilst ensuring timely production of viable product 

- encourage individual initiative while promoting integration of group 

activities 

- the ability to lead both people, and the work 

Research also indicates that employees are likely to withdraw from creative efforts 

without overt social support and encouragement (Scott 1995). Therefore, in addition 

to the above, leaders need to have or offer (Mumford et al 2002: 720): 

1. Coaching skills 

2. Communication skills 

3. Persuasion skills (for employees and clients to accept outcomes and process 

when in boundary spanning roles) 

4. Social intelligence (social perceptiveness, flexibility, wisdom, social 

appraisal skills) 



5. Intellectual stimulation/engagement VIa environment - including role 

modelling in their day-to-day interactions, exhibition of involvement, idea 

support. Here role modelling as discussed in greater depth shortly, is seen as 

an important aspect of leadership of creative people. Leaders may use stories 

of crisis and achievements as a vehicle for defining a climate and culture 

likely to encourage creativity and innovation, as well as offering their own 

general behaviour for comparison. 

6. Involvement - to encourage the intrinsic motivation to the problem at hand. 

Allowing creatives to select the problems they will work on is one example, 

but it is not as simple as this, as it is not always possible for creative 

organisations to facilitate this due to other commercial pressures. In addition, 

it may not be good for an employee to stay on the same project for too long 

due to boredom and a negative impact on creativity. Involvement may also be 

offered via greater encouragement to participate in defining the problems to 

be pursued and any approaches to be used in addressing problems. Also, 

involvement is often seen to increase when working in groups with peers (due 

to social facilitation) and when they are presented with challenging goals 

requiring substantial personal investment of time and energy. 

7. Discretion - via a choice of the way one approaches the work or in the way a 

creative may use their time is often cited as a positive antecedent of creative 

performance (Amabile 1984; Peters & Waterman 1982; West 1987; Lovelace 

1986). However, a complete freedom of choice of how creatives spend their 

time has not been found to be as effective as a more moderate freedom 

involving support through supervisors and managers through regular 

consultations (Glassman 1986). 

8. Support is also needed from creative leaders through: 



- idea support (creatives tend to explore first and confinn later - and they 

withdraw if they get premature negative criticism in the fonnative stages 

from leaders or peers) 

- work support (access to resources needed to generate and implement new 

ideas) 

- social support (helps with validating an individual's sense of self-worth) 

Also, differing types of support are probably called for at different stages of the 

creative process, with tangible manifestations of work support likely to be 

particularly powerful during idea development and implementation - while idea and 

social support are likely to prove more important in initial idea generation, as with 

creativity. 

Leaders also need to lead the overall work or project, taking into account the 

following aspects (adapted from ideas by Andriopoulos & Lowe 2000; Mumford et 

al 2002: 725): 

a) Output expectations and feedback 

b) Project selection and structure - specifying the work to be done but also the 

competencies needed as well as the framework around which employees and 

others will interact, including clients. Thus, project selection can be seen as a 

critical mechanism for both directing the work of creative employees and 

managing interactions within the group. 

c) Diversity - or make up of team may need to be changed, perhaps by limiting 

the time frame that workers are together on a team, or bringing in differing 

backgrounds and perspectives. One side-effect of this however may be stress, 

turnover and excessive conflict. Also, greater diversity in the management 

team (using people with different backgrounds and perspectives), seems to 

lead teams to perfonn better on complex and novel problems, because in most 



"real-world" creative problems it is unlikely that anyone individual will 

possess organisational or technical knowledge to make informed decisions. 

d) Contact and information exchange - is critical both internally and with 

external groups, but some of the internal groups may tend to focus on internal 

or more easily to obtain information, and may even reject external 

information. 

Role modelling 

Social cognitive theory has argued that learning can take place by vicarious learning 

via modelling and self-control processes. In other words, individuals are more likely 

to perform a behaviour they are capable of when they have been given a visual 

demonstration of that behaviour (behaviour modelling). They are also more likely to 

exhibit such behaviour through the transmission of examples of appropriate rules and 

thought process (cognitive modelling) (Bandura 1986; Shalley & Perry-Smith 2001). 

Therefore, a factor that may support or constrain an individual's creativity is an 

organisation's or manager/supervisor's use of modelling of desirable and undesirable 

behaviours and work processes. 

3.3.1.2 Evaluation and feedback 

An important aspect of a manager's job is evaluating employees' work and providing 

feedback. Evaluation can been given in a number of differing ways, including in the 

case of performance, via information to help improve performance (informational), 

or to gauge how well one performs against a core set standard (controlling). Research 

indicates that controlling forms of feedback can have a negative impact on intrinsic 

motivation, whilst informational and particularly positive feedback leads to a stable 

or positive impact on such motivation (Deci & Ryan 1987; Zhou 1998; Shalley & 

Perry-Smith 2001). In this context, informational feedback should be given in such a 

way as to emphasise the development of competencies, such as increasing abilities 

and development of new skills as perceived by the receiver. One criticism of this 

45 



finding is that it is based on research primarily conducted uSIng undergraduate 

students on an organisational behaviour course and under experimental lab-setting. 

As a result, the authors have called for research that upholds or disproves this finding 

in actual organisations, as has been conducted for this thesis. 

Supervisory feedback and/or recognition, as well as in some settings the use of social 

support, have often been found to play an important role in fostering creativity (King 

1990; Amabile 1984; West & Farr 1989), with a lack of appreciation of creative 

accomplishment being often cited as an obstacle to creativity (Glassman 1986). 

Positive competence feedback has been widely studied and several studies have 

found that it can increase intrinsic motivation by affirming competence as long as it 

is not seen as a fonn of interpersonal control by the individual (Deci & Ryan 1987). 

Creative people, while curious and open in their approach, also have a tendency to 

display a harsh, evaluative orientation towards both their own work and the work of 

others (Mumford et al 2002). 

Calling on cognitive evaluation theory, the locus of control and perceived locus of 

causality regarding the source of the feedback (internal/intrinsic or external/extrinsic) 

has also been investigated for its impact on creativity (Shalley & Perry-Smith 2001). 

This research has found that expectation of evaluation is not good or bad in itself, but 

depends how it is presented and perceived. They advocate a focus on learning and 

continuous improvement. These authors call for future research to investigate the 

impact of modelling on creativity by examining factors such as a models source or 

perceived credibility. 

Based on this discussion, internal evaluation and feedback relating to creative work 

may therefore have an effect on the way individuals would perceive the organisation 

and its brand. In addition, client evaluations and feedback may be present both 

during the creative process, and/or relating to the final outcome, and this may 

indicate a moderating effect. Thus, evaluation and feedback could be seen here as 

important aspects of a corporate brand as by: 
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"framing vision in terms of work goals and articulating this vision through 

project selection and project evaluation, rather than overt affective appeals. a 

work focused vision, or mission, may be promulgated that will enhance 

people's creative efforts" (Mumford et a12002: 716). 

3.3.1.3 Risk and trust 

Uncertainty within the creative process and outcome often evokes politics and 

persuasion and places a premium on actions that aim to reduce uncertainty. 

Associated with uncertainty is risk (Mumford et aI2002). 

Agency theory and empirical research suggests that agencies will be relatively more 

risk seeking/taking in any creative process with their smaller clients than the larger 

ones. The reasons given for this include: loss of a smaller clients will not have such a 

major impact on revenue flow if the agency has a diversified portfolio of small and 

large clients; if this risk leads to ultimate success for the smaller client, the agency 

may benefit more overall than servicing a larger client which may simply absorb or 

buffer the benefit themselves internally; unwarranted levels of risk leading to failure 

for a large well known client in the marketplace may have severe negative 

implications for the creative organisation's own reputation, but such a knock on 

market impact is likely to be greatly reduced if servicing a smaller client. The reverse 

implications are that the more riskier or more wide ranging, and perhaps more 

creative ideas, are not put forward to the larger clients because the supplying creative 

organisation tends to avoid uncertainty for their larger clients. This can be the case 

even though such clients may seek such a heightened creative input from the outset 

(West 1999). 

Often creative services are also high involvement, high cost and long term business

to-business purchases, purchases of great importance to both the organisations 

involved in the relationship. The service provided is also likely to be high in 

credence attributes as a result of inherent ambiguity where the impact of any creative 

process and outcome is not likely to be known until a much later date after the start 

47 



of the project. Experience attributes may therefore take on heightened significance 

throughout such a process relating to the acceptance and rejection decisions of work 

presented to the client (Bateson 1989; Hill & Johnson 2003). The existence of high 

credence and experience attributes concerning the creative process and outcome can 

lead to a heightened perception of risk in the relationship. Statistical findings by Hill 

and Johnson (2003), indicate that whilst creativity was perceived as important for the 

same services as have been selected for the three case studies in this thesis there , 

were also relatively high levels of risk from the perspective of the clients. These 

authors also highlight that within Amabile's (Amabile 1988) 5 stages of the creative 

process, namely: 1. problem finding; 2. immersion or preparation; 3. idea generation; 

4. idea validation and 5. application and outcome assessment - although stage three 

is mainly within the creatives domain, the other stages are either shared (2 and 4) or 

are largely the preserve of the client (1 and 5). This mixed process makes this kind of 

service delivery distinctive to others. Here, a creative service has, as its goal, the 

solution of a business need on the part of a client - as well as the suitable 

management of its delivery process. In other words, creativity of these kinds at least 

are delivered via an interactive process and therefore high purchase risk perceptions 

will need to be reduced. Identifying who's fault it is if there is a poor outcome if the 

customer was involved in the service delivery process stages and delivery of final 

product can thus, often, be difficult. 

Also, creatives need to be able to put at risk the desire to appear consistent, 

comfortable, confident and competent in order to improve and be innovative (the 

4c's). In order to risk the 4c's, individuals need to develop their own individual and 

organisational safety nets that enables them to take risks. This suggests that a climate 

of trust and kinship will support the groups' capacity to improvise (Crossan 1998). 

This can also be seen as a form of psychological risk (Bharadwaj & Menon 2000) as 

risk attached to creative work implies a need to experiment and to be able to tolerate 

failure (Andriopoulos & Lowe 2000). Mumford et al (2002: 709) highlight three 

forms of risk with creative efforts: 

_ generation of a viable idea is not assured 
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- no assurance a viable idea can be developed 

- successful development does not automatically lead to successful implementation 

or correctly match the market's needs 

The work above also highlights that trust, researched heavily in marketing 

communications research, is more difficult in this sort of a creative relationship as it 

is often based on power differences, differences in needs and goals, and lack of a 

shared business language and common viewpoints. 

Many clients of creative organisations also operate in highly complex and political 

organisations where thinking that is unorthodox or of an experimental kind is often 

not tolerated. As already discussed, clients are also joint stakeholders in the creative 

process, with risk involved relating to the outcome due to uncertainty, thus risk and 

creativity are closely linked and inherent in any creative venture (West 1999). Clients 

normally retain final approval throughout projects, and any changes requested may in 

tum lead to resentment from the creative suppliers (Kover & Goldberg 1995; West 

1999). Knowledge-intensive, business-to-business, creative service organisations 

often need the client to playa 'co-producer' role as part of the process, with such 

contribution often integral to the service outcome and overall client satisfaction with 

the creative service provided (Bettencourt, Ostrom, Brown & Roundtree 2002; 

Lovelock & Young 1979). This, along with a possible lack of understanding of the 

creative process and creative employees, can lead to serious communication 

problems between the creative organisation and client organisation. This is 

particularly problematic, as for creativity to flourish, it generally relies on open and 

honest relationships between the main stakeholders. 

Increased synergy between the client-creative supplier increases confidence on both 

sides and helps to build trust and acceptance of more original, unorthodox creative 

ideas. In addition, strong relationships based on all parties feeling understood, 

valued, challenged and stimulated, along with some form of project ownership, can 

facilitate higher levels of intrinsic motivation for both the creative employees and the 

clients (Watt, Russell & Haslum 2000). As discussed previously, intrinsic motivation 

is seen as key for higher levels of sustainable creativity amongst creative employees 
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(Amabile 2001). In addition, greater client motivation will increase the level of 

project buy-in and cooperation, improving input and creative potential overall (\\'att, 

Russell & Haslum 2000). There may be advantages from bringing clients "backstage' 

such as adding valuable knowledge to the people and teams that conduct the 

knowledge work, and the client may also learn something that they can grow from or 

take back to their own organisation (Sutton & Kelly 1997). However, within the 

business-to-business literature, it has been noted that there has been a tendency to 

overlook behaviours that may occur behind-the-scenes yet still help to contribute to 

the working relationship (Bettencourt et al 2002). This thesis has attempted to take 

such a 'behind the scene' perspective. 

3.3.2 Organisational factors and creativity 

Moving to organisational level research, two main traditions exist, antecedent and 

process approaches. Process research often looks at the sequence of activities that 

occur during creativity generation, and as already discussed is not of direct relevance 

for this review (see 3.2). 

Antecedent research has identified three main factors of relevance to this thesis: 

characteristics or behaviour of organisational members, characteristics of the 

organisation and extra-organisational influences (King 1990). 

Characteristics or behaviour of organisational members has focused mainly upon 

individuals identified as important to the overall creative process such as leaders, 

decision makers, and idea champions and their education levels, values and 

management style. In addition, research has looked at those in resistance to the 

creative process. There has, to date, been relatively little research on all levels of 

creative employees in an organisation, as has been conducted for this thesis. 

Characteristics of the organisation include research on size, structure, resources and 

age. Of these, variables relating to structure have probably received the greatest 

attention, in particular with reference to: the centralisation of decision making: 
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stratification via organisational layers and levels~ formalisation of role procedures 

through rules~ complexity of occupational specialisation and task differentiation 

within the organisation. In the case of each variable except complexity, high levels 

are seen as having a negative impact on the overall creative process. Complexity 

often has a positive impact due to allowing a diversity of occupational backgrounds 

to bear on the problem, until it comes to implementation, where complexity can then 

slow things down. Research focusing upon these variables has been met with 

criticism relating to operationalisation and the frequent lack of clarity about what 

exactly has been defined and measured (King 1990). 

Research has also been increasingly conducted on organisational strategy, climate 

and culture in relation to creativity. Here, climate is most often concerned with 

'mood' and 'atmosphere', with culture most often comprising of symbols and 

structures enabling shared meaning, understanding and sense-making (Morgan 

1986). 

3.3.2.1 Extra organisational factors 

An area of relatively more recent research has looked at 'extra-organisational 

influences' such as the market or sector in which the creative organisation is 

operating, as well as levels of competition and levels of environmental complexity 

and turbulence through political, cultural, societal or geographic spheres (King 

1990). 

Another line of extra-organisational research which has emerged in recent years, 

especially within service organisations, is the role that clients play in the co

production of a complex service such as that often provided by creative 

organisations, in what can be termed a 'task-interactive' service, with heavy reliance 

on the clients regarding the overall process and creative outcome (Amabile 1988). 

This is particularly relevant when a client is involved in long term, intensive and 

I 
. cts such as in long running creative projects, where it is the clients 

comp ex proJe , 

that often ultimately set the workload: 
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"employees had control over their own work and were encouraged to suggest 

a number of ideas as long as it "fitted' the client's brief (creative output)'" 

(Ensor, Cottam & Band 2001: 151). 

In such a scenario, there is an elevated risk of disruption or impediment if the client's 

input is unpredictable or below a required standard, or both. Such unpredictability 

can directly impact on the ability of the creative organisation to perform as required, 

and in a cyclical manner impact negatively on the client-supplier relationship and 

ensuing creative organisations own image and corporate brand. This dimension of 

time has been largely ignored by past creativity researchers, and is probably the 

result of most main-stream researchers seeing creativity as an outcome rather than a 

process, as already discussed above. The end result is that of many static models 

orientated around variance in the dependent variable (creative outcomes). Research 

looking at the dynamic process of creativity as it unfolds over time, perhaps for a 

project that may span months or years, is relatively rare to date (Drazin, Glynn & 

Kazanjian 1999). The case studies used in this research are involved in projects 

which may span a few months to several years. 

Hence it is obvious that leaders of creative efforts need to be able to marshal social , 

support from others beyond their own group and to be able to sell the creative 

outcome or process. They often do this by looking for "product champions' within 

the client organisation. The problem is often how to identify and recruit these 

champions, especially if each party in the relationship is potentially speaking 

different forms of business language or coming from widely differing viewpoints as 

noted earlier. 

One way of viewing clients in such a situation is as partial employees or temporary 

participants in the service production process, where they have a boundary spanning 

role (Lovelock & Young 1979; Beard 1996; Mills & Morris 1986). Within this 

context, role ambiguity can be a significant factor in the creative process as well as 

within the creative-client relationship overall, with role ambiguity defined as 
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occurring when three kinds of infonnation are not readily available or communicated 

correctly relating to (Sawyer 1992; Beard 1996: 10): 

a) what the expectation of the role set are (e.g. rights, duties and responsibilities) 

b) what activities will fulfil the role responsibilities 

c) what the consequences of role perfonnance are to self, others and the organisation 

Role ambiguity can be either through lack of goal clarity: lack of clearly stated 

requirements regarding outputs and outcomes; or lack of process clarity via 

uncertainty as to how to perfonn the job. Ambiguity has been associated with various 

organisational and personal consequences including: job dissatisfaction and lowered 

loyalty, heightened tension and anxiety, and a propensity to leave an organisation, as 

well as negative attitudes to role senders, such as roles within the relationship 

between boundary spanning employees in the client-supplier relationship. It is 

therefore important for the above research to ensure that any employee acting as a 

creative organisation boundary spanner makes an attempt to assess the clients' role 

ambiguity in the early phases of the relationship, as clients are likely to have pre

existing perceptions of their role. Once this has been achieved, an attempt needs to 

be made to socialise the client to perfonn the role effectively as the relationship 

progresses through its life cycle (Beard 1996). 

Within some creative organisations, the protection of inner structures by boundary 

structures are sometimes evident (Kover & Goldberg 1995). In agencies working 

with advertising for example, the boundary role is taken on by account management, 

with the aim of a reduction in uncertainty in the process and outcome. They shield 

the inner creative from the client environment and filter messages between both. 

Given this position, role and ensuing power, creatives often resent that power as it 

often removes the creative from the source of ultimate approval, and is also seen as 

another 'approval' step between creatives and the ultimate client. The reduction in 

uncertainty can ultimately lead to a lowering of control over the creatives' own work, 

work which sometimes is so deeply involving it becomes an extension of the person 

creating it. This is especially resented with feelings of reported contempt if those 
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taking the control are seen by creatives as not being qualified or motivated to 

correctly perceive, judge and understand the work (Kover & Goldberg 1995). This is 

due to differing needs and value systems between the two or all three parties. if some 

clients are also included, and may also be due to the different language used between 

each party. 

As highlighted earlier in this thesis, many small to medium sized organisations do 

not have separately qualified employees tasked with interfacing between the 

creatives and clients. The impact of this for the creative organisations' brand can be 

seen for all three of the case studies focused upon in this thesis, as discussed shortly. 

To conclude, USIng a design agency as an example as taken from pre existing 

literature, some of the priorities, perceptions, issues and ensuing pressure points that 

may exist and lead to relationship problems within a client/creative relationship can 

be seen within Figure 3.1 below. 



Figure 3.1 Designer/client priorities, perceptions, issues and potential problems 

Traditional Priorities, Perceptions and Issues 

Design company 
-See o~tside. parties as barriers to creativity 
-Pe~celve clients as potential problem makers 
~WIII not want to involve client or others in initial 
Idea/concept generation 
-Communication between client often occurs 
through single conduit 
-Do not value input from other stakeholders 
-May not truly understand client's needs 

Client not seen as contributing team member 

Client 
-Risk adverse due to lack of experience or internal 
political pressure 
-Perceive designers as unpredictable 
-Perceive designers as not strategically focused 
-Unclear of design process and strategic value of 
design 
-Cost priority 
-Do not see themselves as contributing team 
member 

I Pressure outputs 

Potential Problems 

-Communication between parties is limited 
-Information becomes disjointed 
-Co-operation breaks down 
-Needs and opportunities 
-Designer/client mistrust grows 
-Design integrity is lost 
-Operational efficiency is reduced 
-Cost increase 
-Creative flexibility 
-Potential differentiation loss 

Source: adapted from Watt, Russell & Haslum (2000: 51). 

3.3.3 Social factors and creativity 

Research relating to social aspects within creativity are seen as important, including 

factors such as fonns of motivation and social control where 

"social factors may be responsible for only a small part of the total variance 

in creative behaviour, but they may account for the lions share of the variants 

that anyone can do anything about" (Amabile 1990: 76). 
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3.3.3.1 Social control 

Keller and Holland (1978: 563) have highlighted that the: 

"creative or innovative person tends to be transcendent of social conventions 

in order to achieve fulfilment. .. would tend to devalue social adjustment as a 

goal in life and the non-creative person would tend to be adaptive to social 

conventions in a conforming, unimaginative manner". 

Thus, creativity may require a culture differing to one which always encourages 

cohesion and loyalty, where clear norms and attitudes and behaviour are on display. 

Research indicates that social control should be lowered and employees should feel 

able to deviate from expectations and to be able to question shared ways of viewing 

things. 

"Research on creativity has led to a recognition of the fact that the kind of 

environment most likely to produce a well-adjusted person is not the same as 

the kind of environment most likely to produce a creative person" (Woodman 

& Schoenfeldt 1990: 287). 

Indeed, dissent within groups can actually help stimulate creativity, because if 

listened to, instead of ignored or overruled by the majority rule, they are likely to 

lead to more information seeking, complex thinking and problem solving overall, 

whether the dissent is right or wrong from the outset (Nemeth 1997). 

Promotion of risk-taking and a reduction of fear from failure are often features of 

creative organisations. This presents problems if looking at an organisation through 

more normative approaches and understandings. The balance is between creating 

"unity in the organisation without uniformity" (Nemeth 1997: 60). 
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" Individuals create, not groups. And individuals tend to become 

dissatisfied and leave if they feel the organisation does not recognise that they 

want to be recognised for their individual contributions" (Wollf 1979: 44). 

3.3.3.2 Motivation and rewards 

Amabile has looked at intrinsic and extrinsic motivation and its impact on creativity. 

where: 

"conformity pressure can lead to extrinsic ego-involved motivation, in which 

finding a solution is simply a means to an ulterior end. This contrasts sharply 

with intrinsic task-involved motivation, in which the creative act is seen as an 

end in itself' (Amabile 1990: 63). 

For creative based work, extrinsic based rewards can even lead to an adverse effect 

compared to similar rewards offered elsewhere. In other words, individuals will be 

most creative when motivated mainly by interest, enjoyment, satisfaction, and 

challenge of the work in itself, and not by external pressures. In addition, a high 

degree of intrinsic motivation could make up for a deficiency in a domain-relevant 

skill or creativity-relevant skill, by drawing on skills from other domains or by 

applying increased effort to acquire increased skills within the target domain (see 

below) (Amabile 1990; McGraw 1978). 

However, this dichotomy may not be so black and white. Other research indicates 

that there is a direct link between an individual's interpretation of any extrinsic 

motivators, and the extent to which they will affect the overall creativity, one way or 

the other. That interpretative difference may be due to explicit forms of training and 

education or through naturally occurring personality characteristics (Amabile 1990). 

For example, the social and extrinsic motivators such as rewards, evaluation, time 

limits and competitive elements may undermine intrinsic motivation as much from 

individual emotions or the same form of affect learned when much younger as a 

child, as it does through concurrent thoughts or cognitive analysis during the actual 
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creative process. This is thought to be true where such extrinsic elements were often 

paired in childhood and early adulthood with activities that had to be done but which 

were often seen as not being fun, or maybe even aversive to the individual. More 

recently, some research has highlighted that extrinsic rewards may be beneficial to 

creativity where they are seen as a 'bonus' rather than a controlling extrinsic restraint 

(Hennessey 2003), or what Amabile (1983b) has called 'synergistic extrinsic 

motivators'. Here, under certain specific circumstances, they can combine with the 

intrinsic motivators in an additive fashion, enhancing task enjoyment and 

involvement. For example, unlike in a laboratory setting where a creative task can be 

given that engrosses the person in a sustained creative act, real-life activities are not 

always, or continually, intrinsically interesting and thus able to be motivated fully by 

intrinsic means alone (Sansone & Harackiewicz 2000). 

From this, the message is clearly that environmental and social factors have a 

significant and complex impact on creativity (Hennessey 2003). One theory which 

assumes that humans have inherent propensities to be intrinsically motivated, to 

assimilate their social and physical worlds, to integrate external regulations into self

regulations, and in so doing integrate themselves into a larger social whole is 'self

determination theory' (Deci & Ryan 1985; Ryan & Deci 2000). This theory 

highlights that these propensities operate in conjunction with the basic psychological 

needs for autonomy, competence, and relatedness. The implications from the crux of 

that theory and a growing body of evidence, is that extrinsic rewards may undermine 

natural organismic processes, processes that originally evolved to keep organisms in 

touch with their needs and responsive to their surroundings, and this in tum impacts 

on internal motivation to the detriment of creativity (Ryan & Deci 2000). 

3.3.3.3 Organisational and individual identification 

As Rostan (1998) has indicated, creative employees have their identity bound closely 

with the work or process they are involved in. Further, it should be noted that such 

work is often conducted in circumstances of high ambiguity relating to the path and 

outcomes of that work. This means that the use of work as a source of identity, 
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heightened opportunities for professional achievement VIa autonomy. and the 

accompanying recognition, may be seen as powerful motivators for creative people. 

In addition, evaluation for creative employees has often been reported to be with 

their peers and/or profession rather than their current organisation. The need for 

achievement and autonomy with an often associated lack of concern for power and 

organisational affiliation, may lead to creatives being seen as the 'odd man out' or 

the unfixed self in some organisational settings (Mumford et al 2002). Where 

"the self-concept of an individual is therefore not an entity made once and for 

all, but has a permeable boundary with the outside world. Components of the 

world, which are likely to bear on this self-concept are the prevailing ideas 

about creativity and creative people which the individual encounters. These 

sets of ideas will permeate the individual's self-concept and they will engage 

with them in the process of building an identity for themselves as a creative 

person." (Fisher 1997: 12). 

Others (Alvesson 1995a; Kanter 1983; Kunda 1992), have also highlighted the 

increased relevance of cultural-ideological control (through the targeting of values, 

ideas, beliefs, emotions and identifications of employees). Indeed Alvesson (2000) 

argues that in comparison with workers whose competence and results may be 

evaluated through more materially grounded outputs throughout their work activities, 

knowledge workers, as found in creative organisations, may be seen to struggle more 

for the accomplishment, maintenance and gradual change of self-identity. The need 

for a sensitive and distinctive approach to the way expert workforces are managed 

has also been dominant, often through the development of a culture of 'responsible 

autonomy' (Robertson & Swan 2003). 

Under the conditions of creative process and outcome ambiguity, identity and 

organisational identification becomes significant as they can be used as objects for 

management control and/or regulation within knowledge intensive creative 

organisations. Such control could help to accomplish a 'subjectivity base' for the 

right kind of action, such as is in line with image, rhetoric and orchestration of social 
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interaction as deemed to be appropriate (Alvesson 2000). Thus ideally, creative 

organisations need to adopt and develop an internal, organisational identity 

perspective towards the way they may manage their brand. 

To date, many studies that have attempted to look at the processes of identification 

have often used such a broad-brush approach, that the subtleties and complexities of 

the dynamics of these processes have rarely been adequately captured (Brown 2001). 

This is particularly the case for research focused upon creative employees who 

" tend to take responsibility for their own actions rather than point to outside 

causes or influences. They also tend to be more highly orientated to the job 

than to the organisation or the profession ... whether they are highly creative 

or not, such people think of themselves as being creative merely by virtue of 

their profession or occupation and expect to be treated accordingly" (Pierson 

1983: 17). 

The organisational brand and individual identification themes and other themes 

uncovered later within this thesis is an attempt to look at some of these subtleties and 

complexities. 

Albert & Whetten (1985) have defined organisational identity as that which is 

central, enduring and distinctive about an organisation's identity. This has been seen 

by many as the point of departure for the further exploration, debate and fresh 

conceptualisation of the concept. 

More recently, scholars have applied a postmodern view to the terminology and 

concepts involved, leading, in their view, to identity having a more fluid nature than 

in earlier conceptualisations. This has highlighted often subtle yet theoretically 

important differences in the use of concepts. For example, (Gioia, Shultz & Corley 

2000) believe there to be important theoretical implications for the treatment by 

Ashforth & Mael (1996) of the concepts of enduring identity and identity having 

continuity as the same, when they believe there is a subtle difference. 
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To date, issues of organisational identity have been researched from varying 

perspectives. Some of this research has looked at identity from a monolithic or fixed 

perspective, and also increasingly from the perspective of multiple identities that are 

constructed through discursive practices. Authors have also called for more research 

upon identity processes, focused upon individuals and organisations becoming 

identified rather than being identified. Although there are some at the conceptual 

level, there are relatively few addressing processes of identity construction at the 

personal level (Sveningsson & Alvesson 2003) where people are "engaged in 

forming, repairing, maintaining, strengthening or revising the constructions that are 

productive of a sense of coherence and distinctiveness" (Sveningsson & Alvesson 

2003: 1165). 

One view of identity is as something that is imputed from values that are expressed. 

Here values are a label used to describe one element of a core identity (Gioia, Shultz 

& Corley 2000). Following this logic it can be argued that "identity is imputed from 

expressed values, but the interpretation of those values is not necessarily fixed or 

stable" (Gioia, Shultz & Corley 2000). 

Gioia et al (2000) have highlighted that identity is essentially a social construction, 

which is drawn from repeated interactions with others, where identity is partly based 

on how others see us. Those identities are often different depending on the roles or 

the situation faced. If this view of identity and identity construction is accepted, and 

it is further accepted that this directly affects identity at the organisational level, then 

the interaction between those outside such as customers, media groups, competitors, 

investors and regulators must be taken into account (Ashforth & Mael 1996; Berg & 

Gagliardi 1985; Fombrun 1996; Gioia 1998). 

Alternative literature views culture as a root metaphor with behaviour and culture 

mutually interdependent and not separate (cf Alvesson 1995b; Filby & Willmott 

1988; Kunda 1992; Martin & Meyerson 1988; Meek 1988; Starbuck 1992; Willmott 

1993). Here, culture from this alternative standpoint is not a 'variable' but is 
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something an organisation 'is' rather than 'has' (Smircich 1983; Robertson & Swan 

2003). This perspective allows for an individual's interpretation of any given event 

or situation does not necessarily mean it is shared with others, and thus this 

perspective has a pluralist view on culture. Importantly, it therefore challenges the 

ability of management to actively create or sustain an integrative culture shared by 

all, one which will then generate, through normative control, workers who naturally 

work in ways of interest and benefit to the firm (Robertson & Swan 2003). 

Support for these arguments may be found when considering some of the factors 

associated with knowledge intensive creative work and knowledge workers, as seen 

in Table 3.2 below (Alvesson 2000; Robertson & Swan 2003). 

Table 3.2 Factors associated with knowledge intensive work and workers 

Often close involvement with clients in (Morris and Empson 1998) 
the service delivery leads to need for 
professionals to create their own roles 
during client assignments 
High levels of ambiguity and fluidity of (Alvesson 2000) 
organisational life 
Identity and image is evaluated (both Ibid 
internally and externally) through regular 
and often prolonged interactions with 
external actors 
Management of highly autonomous (Starbuck 1992; Robertson & Swan 
knowledge workers requires a balance 2003) 
between formalisation needed for co-
ordinated action and lower levels of 
formalisation to facilitate knowledge 
work processes 
Individuals with high levels of education (Alvesson 2000) 
and specialist skills - combine expertise 
with ability to identify and solve 
problems. 
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3.3.4 EXisting organisational creativity models 

The individual qualities that each creative employee has, as well as the environment 

around them, are seen in the literature as significant elements for creative process 

and output. Organisational creativity models, in comparison to individual creativity 

models need to uncover and describe the influence of organisational factors on 

individual creativity as well as incorporate all extra-organisational aspects that 

influence the 'target' creative idea or process. Many influencing sources for example 

come from far beyond the organisation, including the clients (Amabile 1988). 

These aspects can be further broken down to three components, namely raw 

materials available, techniques used and types of motivation, as seen in Figure 3.2 

below. Raw materials are the basics on which a creative employee may draw upon to 

produce a creative product, with techniques including the attitudes and approaches 

used in relation to those raw materials. Motivation is the level of intrinsic motivation 

to become deeply involved with the creative task at hand. The relative strength of the 

raw material and technique components can help to indicate what a creative 

employee can do, but the motivation component can help to indicate what they will 

do (Amabile & Gryskiewicz 1987). Similar factors from the work environment and 

their impact on individual and group creativity are outlined in the componential 

theory of organisational creativity contained within Figure 3.3 (Amabile 1997). 

Extrinsic motivation is necessary and desirable under a number of circumstances 

such as constraints of deadlines, evaluation expectation, surveillance, and contracted

for-reward, where such motivation does tend to help the work get done. However, 

although the technical aspects of the work may not suffer under such motivations, the 

creative side is more likely to be stimulated and nurtured by intrinsic motivators 

(Amabile 1988). 

Amabile (1988) has highlighted that some individuals seem to be able to work under 

strong extrinsic constraints and remain creative, and under certain conditions they 

may actually augment creativity. The crucial factor is the initial motivational 

orientation. Individuals starting with low intrinsic motivation are more likely to be 
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driven by extrinsic motivators, whereas those with moderate intrinsic moti ation to 

start with, find this decreases as extrinsic motivators are introduced. Interestingly for 

those starting with high levels of intrinsic motivation, where the work is dri en 

because it is intriguing and challenging, creativity and intrinsic motivation is less 

likely to be negatively affected by extrinsic motivators. Here extrinsic motivators 

may add to the intrinsic ones. Overall, based on the discussion above and the Tables 

and Figures below, it is clear that intrinsic and extrinsic motivation via organisational 

support and encouragement are crucial factors in bringing the various resources 

together to lead to long-term creativity. These are, therefore, seen as important areas 

to consider and investigate within creativity research, and as such are discussed again 

later in this chapter (Amabile & Gryskiewicz 1987; Amabile 2001). 

Figure 3.2 Personal qualities & environment for creative employees 

Personal 
Ability & 
Experience 

Environmental 
Resources & 
time 

Motivation 

~ 

Personal Environmental 
Intrinsic Encouragement, 
motivation recognition, rewards, 

challenge 

Personal 
Risk -orientation 
Social skill 
Persistence + other 
personality traits 

Environmental 
Freedom 
Recognition 
Challenge 
Encouragement 
Work-group 
features 
Organisati onal 
support 

Source: adapted from ideas by (Amabile & Gryskiewicz 1987: 19,33; Amabile 

1988: 157; Amabile 2001: 4,10). 
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Figure 3.3 Impact of organisational environment on creativity: the 

componential theory of organisational creativity 
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As seen above, although there are many variables and factors at the individual and 

organisational level that have been put forward as influences on creativity~ there have 

been fewer attempts to place specific facilitators or inhibitors within overarching 

frameworks, which would help us to understand which and why particular factors 

have an effect (King 1990). Those that have taken place include the Jones 

information-processing model (Jones 1987); the motivational framework for 

stimulating creativity (Lovelace 1986) and the social psychological model (Amabile 

1983b). 

The information-processing model (Jones 1987), for example looks more specifically 

at barriers to creativity such as value blocks: where an individual's values block 

creativity; perceptual blocks through overlooking opportunities or non identification 

of threats; self image blocks due to lack of self confidence to resist anti-innovation 

(King 1990). 

The motivational framework (Lovelace 1986) is concerned with both individual 

ability and motivation, and is built upon Maslow's (Maslow 1943) hierarchy theory 

of motivation, with self actualisation motivating towards creativity (King 1990). 

The final social psychological model (Amabile 1983b), also a mainly motivational 

model, focuses upon process components such as task motivation, domain-relevant 

skills and creativity relevant skills in relation to overall creativity. More recently, this 

model has been developed into eight "keys for assessing the climate for creativity" 

(Amabile et al 1996: 1155). A criticism of this last model is that the social factors 

have only an indirect impact on the process, and it would be better to incorporate 

social influences and interactions directly within its description of the process 

sequence (King 1990; Andriopoulos 2000) . However, by looking at the environment 

in these ways, it is still possible to start to uncover specific factors that are likely to 

have an impact on creativity as seen within Table 3.3 below. Table 3.4 goes on to 

highlight the components of creative performance in this regard. 
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Table 3.3 Positive and negative factors in the creative environment 

Positive factors Negative factors 
Freedom: to decide what to do and how - sense of Too much competition (driven internally or by external 

control over one's own ideas rather than having to match factors) 

others constraints 

Encouragement: from management via enthusiasm and Moderate to high levels of restraint on freedom 

support for new ideas, and an absence of: organisational 

indifference to creativity and projects; destructive 

criticism; excessive fear of evaluation pressures 

Resources and time: adequate and at least minimum Organisation indifference and complacency towards 

amounts of both where required creativity 

Recognition: appropriate and constructive feedback along Excessive or negative evaluation pressure via 

with appropriate recognition and rewards inappropriate evaluation or feedback procedures, unrealistic 

expectations, pressure to produce something (anything) 

appropriate as well as a general concern about criticism and 

external evaluation of work. 

Challenge: when a certain kind of tension is felt within Overemphasis on organisational status quo, particularly 

the individual from positive pressure such as the intriguing at highest organisational levels. 

nature of the problem or organisational urgency as well as 

outside competition or realistic time urgency 

Other features of project management: including Excessive lack of resources including insufficient time 

matching the right person to the right job 

Work group features, with a focus upon creating Lack of collaborative atmosphere 

supportive groups with a diversity of perspectives and 

backgrounds. But it can be difficult to get people to work 

together if diverse in perspectives and may lead to a 

tendency to create homogenous work groups which in tum 

often leads to lower levels of creativity. 

Other features of organisational climate: cooperative Lack of attention to work group features and creation 

and collaborative atmosphere, neither an overemphasis on 

tangible rewards nor an insufficient, unfair distribution of 

rewards and recognition. Minimisation of political 

problems internally. 

Lack of matching between employees ability/interests 

and project 

Poor treatment of employees whose creative ideas have 

been rejected, perhaps even leading to early termination 

Politics, where infighting, politicking and gossip taking 

peoples attention away from work and threaten creative 

work due to fear of other's agendas 

Source: adapted from Ideas by AmabIle & GryskIewICZ (1987. 22 - 31), AmabIle 

(2001: 9,10). 
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Table 3.4 Components of creative performance 

! 2 3 

Domain-Relevant Skills Creativity- Relevant Skills Task Motivation 

Includes: Includes: Includes: 

- Knowledge about the - Appropriate cognitive - Attitudes towards the 

domain style task 

- Technical skills required - Implicit or explicit - Perceptions of own 

- Special domain-relevant knowledge of heuristics motivation for 

"talent" for generating novel undertaking the task 

ideas 

- Conducive work style 

Depends on: Depends on: Depends on: 

- Innate cognitive abilities - Training - Initial level of intrinsic 

- Innate perceptual and - Experience in idea motivation towards the 

motor skills generation task 

- Formal and informal - Personality - Presence or absence of 

education characteristics salient extrinsic 

constraints in the social 

environment 

- Individual ability to 

cognitively minimize 

extrinsic constraints 

Source (Amabile 1983a; Amabile 1990: 77) 

An interactionist model of creative behaviour as seen in Figure 3.4 below, attempts 

to include additional organisational factors, and incorporates elements of personality, 

cognition and social psychology as parts of the complex person-situation interaction 

leading to creativity within organisations. Such an approach suggests exciting 

avenues for future research (Woodman & Schoenfeldt 1990; Woodman, Sawyer & 

Griffin 1993). The model contained in Figure 3.5 is a further attempt by these 
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authors to provide a fuller explication of their theory of organisational creativit\ as 

interlinking to individual, group and organisational level characteristics. . 

Figure 3.4 An interactionist model of organisational creativity 

.. Environment 
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Individual creativity: Ci= f(A,CS,P,K,IM,SI,CI) 
Group creativity: Cg= f (Ci, Gcomp, Gchar, Gproc, CI) 
Organisational creativity: Co = f (Cg, CI) 

\ 
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A= Antecedent conditions to current situation examples: past reinforcement history, early socialisation, biographical variables
sex, family position, birth order 
.6.= Creative behaviour 
CS= Cognitive style/abilities - examples: cognitive complexity, divergent thinking 
£= Personality dimensions/traits- examples: locus of control, self-esteem, autonomy, intuition 
K = Knowledge 
IM= Intrinsic Motivation 
Sj= social influence - examples: social facilitation, evaluation expectation, rewards/punishments, role modelling 
CI= Contextual influences - examples: physical environment, culture, group/organisational climate, task and time constraints. 
Gcomp=Group Composition 
Gchar= Group Characteristics 
Gproc= Group Processes 

Source: Woodman, Sawyer & Griffin (1993: 295). 

Creative 
Outcome 
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Figure 3.5 Conceptual Links Among Creative Persons, Processes, Situations and 

Products 

Input 
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-Strategy 
-Structure 
-Technology 

Transformation Output 
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Creative 
Behaviour 

Creative 
Situation 

-Enhancers 
-Constraints 

Organisational 
Creativity 

Source: Woodman, Sawyer & Griffin (1993: 304). 

3.3.5 Level of analysis 

The discussion within this chapter so far has been based on a definition of creativity 

as being an important outcome to a system, along with independent variables that can 

be treated as factors which may be varied or manipulated to improve this outcome. 

This has led to most research questions explicitly or implicitly asking "how do you 

increase creative outputs in organizations" (Drazin, Glynn & Kazanjian 1999: 288). 
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Creativity is modelled as a discrete task, which is conducted by individuals whom 

form part of a small group and whom are seen as somewhat isolated from the broader 

organisational and occupational environment. Employees in any organisation may 

indeed be "totally included' in a specific group (e.g. a functional department or an 

assigned project team), and only that group may therefore have influence on the 

employee as a result. This appears to be the dominant viewpoint taken by many 

leading researchers on creativity to date, with individuals being seen as totally 

included within a small group (Drazin, Glynn & Kazanjian 1999). 

By taking a cross-level perspective, as presented within the interactionist models 

presented earlier, research opens up new avenues for sense making within such 

organisations. Project based creative work, with often ensuing long time frames, 

means that such "stand alone' groupings are less common. The complexity of the 

task means that multifunctional, interdependent teams engaging with different 

communities and teams whose memberships ebbs and flows over time, are more 

likely to be the norm. In such grouping, employees who have only partial inclusion 

in a group will probably occupy many organisational roles and group memberships, 

and are thus influenced by each of these different groups. In addition, for these 

employees, particular situational circumstances within the organisation or relating to 

the project stage, can cue or make a particular group salient to the exclusion of other 

groups (Ashforth & Mael 1996; Drazin, Glynn & Kazanjian 1999). The extent to 

which this is relevant, is in most cases, probably directly related to the size of the 

projects and/or the size of the creative organisation and/or client. In the case of 

SME's, the focus of this thesis, small group settings are more likely to be 

characterised by a higher degree of employee inclusiveness. 

The added complexity does not end there. In addition to multi group membership, 

any employee may also situate themselves in terms of an occupational identity, and 

maybe even a professional identity (Drazin, Glynn & Kazanjian 1999; Trice 1993). 

Acknowledging the above, naturally complicates research because effects can no 

longer be simply attributed to membership in a single group or category. but to 
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multiple groups and categories (e.g. occupational, professional, organisational or 

task). Never the less, for creativity research to be more relevant, it needs to accept 

and account for these multiple and perhaps even competing influences, that impact 

on the way that individuals situate themselves within this more complex environment 

(Ashforth & Mael 1996; Drazin, Glynn & Kazanjian 1999). 

Ford (2000; 1996) has also highlighted that other voices should and need to be added 

to the negotiations over belief structures that drive large scale, creative projects, 

voices such as suppliers and clients/customers. Ford asks for future studies on 

organisational creativity that seek to identify both process and content sense-making, 

and for future creativity research to be based on "rich descriptions that depict co

evolution processes among multiple domains with redundant, independent and/or 

conflicting interests and requirements" (Ford 2000: 285). This thesis inductively 

answers this request by attempting to look at the domain of the organisation and the 

clients they interact with. 

3.3.6 Creativity and the corporate brand 

From the literature reVIew conducted for this thesis it is evident that research 

specifically looking at creative organisations and their corporate brand is somewhat 

limited, to date, but there are a few empirically based and notable exceptions. 

Ensor et al (2001) and Andriopoulos et al (Andriopoulos & Gotsi 2000; 

Andriopoulos & Gotsi 2001; Andriopoulos & Lowe 2000) have all highlighted that 

brand building within creative organisations does not tend to rely on formal 

marketing activities. A shortage of marketing skills and skills relating to the 

development of customer relationships are often also apparent (Jones et al 2004). 

Such organisations, where ambiguity is a component of the service offered and task 

faced, as already discussed within the previous subsections, often need to rely upon 

referrals from previous and current clients, media publicity and industry awards to 

gain future work. In such cases, creative reputation or creative brand image becomes 

a core factor in the building of the corporate brand. Thus, behaviour of the 
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employees and the way they interface with their clients becomes a key component of 

the overall corporate brand, and their behaviour is potentially influenced by a number 

of identifiable factors. Thus the extent to which they identify with the desired 

corporate identity leads to an effect on the images they project to clients and other 

stakeholders (Kennedy 1977; Post & Griffin 1997; Saxton 1998; Andriopoulos & 

Gotsi 2001). It is here that the link between individual and organisational identity 

and identification, as discussed earlier in this chapter is made with the overall 

corporate brand. This link is also indicated within Figure 3.6 below. 
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Figure 3.6 Internal perspective of brand building within creative organisations 

Creative behaviour 
of organisational 

members as a 
component of the 
corporate identity 

Influenced by 

- A culture that supports creativity 
- Encouraging innovation 
- Leaders communicating the value of creativity 
- Flexibility and group involvement 
- Feedback mechanisms 
- Sufficient resources and training 
- Encouragement 
- Financial support 

Enhancing 

Organisational 
creativity 

Building 

1 
Strong brand and a 
favourable 
corporate 
reputation 

Source: Andriopoulos & Gotsi (2000: 365). 
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Another proposed framework (Andriopoulos & GotSl· 2000) outlining 

interrelationships between employee management practices, individual/team 

creativity and the corporate brand is presented below in Figure 3.7. This once again 

highlights the importance of creativity to the corporate brand, seen here as a priority_ 

Figure 3.7 Managing interrelationship between employee creativity and 

corporate brand building in the creative industry 

Employee Management Practices 
- Creativity as a priority 
- Role modelling 
- Making a difference 
- Creating a sense of ownership 
- Safety netting 

Enhancing Individualffeam 
Creativity 

Source :Andriopoulos & Gotsi (2000: 367). 

Corporate brand 

Strengthening 

Empirical and inductive work based on a grounded theory approach to the data has 

also produced a number of factors that are seen to impact on employee identification 

and the corporate brand. This is seen in Figure 3.8 below. Within the Figure, 

bonding refers to employees associating with others who they identify as sharing 

similarities. A creative organisation that encourages bonding processes helps to 

signal that the company values its employees and the encouragement of discussions. 

This in tum may lead to less of a tendency for cliques and stereotypes to form, and it 

may also lead to a heightened sense of belonging, and it also helps to shift employees 

from the individual to the collective level in their working lives. However, the 

employees may still need encouragement and guidance in order to align with the key 

values of the organisation. In the case of this model, this is aided by providing 
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differing forms of inspiration, namely through the direct infusing of a belief in the 

power of creativity, alongside role modelling by more senior members of the 

organisation. A final level of bond strengthening can be seen via the creation of a 

reputation for breaking new ground, thus promoting a positive image of the company 

as figuring at the forefront of creativity rather than a follower. To achieve this, 

relevant and adequate encouragement and resourcing are seen as vital, alongside the 

need to create a sense of ownership in the creative process and outcome. The model 

also indicates the risks of not achieving adequate levels of bonding at any given stage 

within a creative organisation via either benign levels of identification or even worse, 

de-identification. 

Figure 3.8 Managing employee identification with the desired identity 

.. 
Bonding 
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- sensitizing Breaking new 
Inspirationalising grounds 

1 
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- showing Creating a Identification - Encouragement "Living" 
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- coaching belonging priority resourcing 
- Role modelling - Creating a sense of 

Passive ownership 

- Workspace 
design 

No No 

r 1r 
De-identification Benign identification 

or 
De-identification 

Sensitizing - informal and formal ways in which employees become aware of others abilities, skills, specialisation and work 

status. 

Networking - where employees interact with each other to develop contacts with fellow employees, encouraging open flow of 

communication. 

Sh· fi Ifi re by senior management and an openness to discussion when employees are facing problems. owmg concern or we a -

Coaching - the effective way that employees learn to share their knowledge, skills and capabilities 

ks d· en plan offices can aid the free flow of communication and ideas within the workplace Wor pace eSlgn - op 

Source : Adapted from Andriopoulos & Gotsi (2001) 

Additionally, Band (2002) building upon work by Amabile (1995), has presented a 

model based on empirical research within the advertising industry, containing a 
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larger number of additional factors and variables that are not present in the models 

provided by Andriopoulos & Gotsi (2001). Each of these additional factors are 

thought to impact on creativity in relation to the corporate brand, as seen in Figure 

3.9 below. Within this model it is the behaviour of the employees which is linked 

directly to the way the organisations' corporate brand and identity will ultimately be 

perceived by the clients. Beyond the employees individual characteristics, the model 

highlights how creative employee behaviour can, in tum, be influenced by a number 

of positive or negative organisational factors. These factors include supervisory 

encouragement and work group support offered via: leadership style and role 

modelling; mentoring; appropriate goal setting; offering challenging work and 

project/task ownership. Additionally, supervisors need to ensure creative freedom 

through high task autonomy as well as sufficient resources to support the creative 

process. On an organisational level the business philosophy, structure and 

management style need to be suitably aligned to promote creativity. A culture also 

needs to be maintained based on a shared vision and propensity to take risks, along 

with relevant and timely rewards and recognition of creative work. 
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Figure 3.9 Brand building in creative industry sectors 
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Internal political problems 
Destructive internal competition 
Conservatism 
Rigid formal structures 
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Source: Band (2002: 42) based on ideas from Amabile (1995) 
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3.4 Chapter summary 

This chapter has looked at existing bodies of literature focusing upon creativity and 

the corporate brand and as a result has: defined creativity and types of creativity; set 

the boundaries for the scope of review; synthesised and discussed relevant 

creativitylbrand research literature and provided a comprehensive overview of the 

area. Figure 3.10 at the end of this chapter maps out this overall review. 

The earlier sections defined creativity with particular reference to the organisational 

level. This was followed by a review of the link between employee identification and 

creativity. The next sections looked at organisational and extra-organisational factors 

in relation to creativity. The latter sections linked the previous subsections with the 

corporate branding literature where relevant. Its aim in this assessment was to 

outline the work that has been conducted to date at an organisational level in relation 

to the corporate brand, and to identify areas for further empirical investigation within 

creative organisations as outlined below. It was noted within the review that there 

has been relatively little empirical research that has covered all levels of creative 

employees within an organisation, rather than owners and senior managers. In 

addition the dimension of time has been largely ignored by past creativity 

researchers, and is probably the result of most main stream researchers seeing 

creativity as an outcome rather than a process. Research looking at the dynamic 

process of creativity as it unfolds over time, perhaps for a project that may span 

months or years, is relatively rare to date (Drazin, Glynn & Kazanjian 1999). 

It was also noted that there are advantages from bringing clients 'backstage' within a 

creative organisation, such as adding valuable client based knowledge to the people 

and teams that conduct the knowledge work, and the client may also learn something 

that they can grow from or take back to their own organisation (Sutton & Kelly 

1997). Research has also identified that this may help to improve the client-supplier 

social relationship, thus potentially leading to lower client switching. Although many 

creative organisations already bring clients back-stage in order to improve the client

supplier social relationship, more research on this aspect, particularly within the 

business-to-business context, has been called for (Bettencourt et al 2002). 
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In addition, this review has highlighted that issues of employee identification are 

relevant to the corporate brand. However many studies that have attempted to look at 

the processes of identification within organisations have often used such a broad

brush approach and that the subtleties and complexities of the dynamics of these 

processes have rarely been adequately captured (Brown 2001). Some identification 

studies have been conducted at the conceptual level, but there are relatively few 

studies addressing processes of identity construction at the personal level, where 

people often engage in forming, repairing, maintaining, strengthening or revising the 

constructions that help them to produce a sense of coherence and distinctiveness 

(Sveningsson & Alvesson 2003). Therefore more research has been called for upon 

'identity processes', focused upon individuals and organisations becoming identified 

rather than being identified. An inductive research approach with a research strategy 

based upon grounded theory, thematic analysis or discourse analysis for example, 

may be ideally suited to help uncover some of these more subtle factors and 

dynamics (Andriopoulos 2000). 

This review has also uncovered a number of authors investigating issues relating to 

creativity and the corporate brand. For example, Band (2002) has presented a 

conceptual model based on her own empirical research and previous work by 

Amabile (1995). Her model contains a number of additional factors and variables 

that are not present in the models provided by Andriopoulos & Gotsi (2001), with 

each thought to impact on creativity in relation to the corporate brand. It is therefore 

possible that more undiscovered factors may yet be found to impact upon creativity 

and the creative corporate brand than have been identified to date. In light of this, 

Band (2002) and Andriopoulos & Gotsi (2001) have each called for further 

empirically based research within creative organisations to reinforce, refute or add to 

the academic developments that currently exist. Useful research questions within 

this creative context would include: a) what factors are involved in the corporate 

brand building and maintenance process, from both an individual and organisational 

perspective; b) why and how do creative individuals impact upon the corporate 
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brand; c) why and how do clients impact upon the corporate brand. Finally, to 

summarise the identified avenues for future research : 

• Empirical research is needed that covers all levels of creative employees and 

not just owners and senior managers. 

• More research is needed upon identity processes, focused upon individuals 

and organisations becoming identified rather than being identified, to help 

investigate the subtleties and complex processes of identification within 

creative organisations and their impact on the corporate brand. 

• Building upon current research in the area, such as client switching for 

example, further work is needed on the behaviours that may occur behind

the-scenes (backstage) which may still impact on the social relationship 

between the client and creatives, particularly within the business-to-business 

context. 

• The dynamic process of creativity as it unfolds over time, perhaps for a 

project that may span months or years, is worthy of further investigation. 

• Greater use of inductive research approaches within creativity research has 

been recommended, using for example research strategise based upon 

grounded theory, thematic analysis or discourse analysis. 

Next, Chapter 4 will outline and discuss the inductive and emergent research 

methodology as used to collect and analyse the data in an attempt to address the 

research aim and objectives as set out within Chapter 1. Chapter 5 will move on to 

present the analysis and synthesis of the collected data. Chapter 6 will discuss those 

findings in relation to the above literature review and then conclude this thesis. 
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Chapter 4 : Methodology 

4.1 Introduction, chapter structure and objectives 

The aim of this chapter is to outline and justify the methodological approach selected 

and used for this thesis proj ect. 

This chapter will begin with an overview of the thesis research activity followed by a 

presentation of the line of argument and reasoning upon which this research project 

was set, and thus the specific research perspective that was taken. This will include 

consideration of the ontological and epistemological underpinnings for the thesis, as 

well as a justification and clarification of the methodls selected for the collection and 

analysis of the project material. Following this, specific issues and activities which 

formed part of the overall process will be discussed. Additional examples of this 

process in action, and any other supporting discussions of relevance will be included 

in the Appendix where appropriate. 

The rest of this chapter is divided into several sections: 

4.2 Outline of overall thesis research activity 

4.3 The value of theories and models from a qualitative perspective 

4.4 Reflexivity 

4.5 Philosophical and methodological underpinnings 

4.6 Selection and justification of case study approach 

4.7 Primary research 

4.8 Ethical considerations 

4.9 Research limitations 

4.10 Chapter summary 
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4.2 Outline of overall thesis research activity 

4.2.1 Methodological orientation 

Apart from the literature reVIews conducted for the maIn topic of research as 

discussed within Chapters 3 and 4, an extensive review was also undertaken within 

various methodological and philosophical texts as part of the overall process. 

Additional and specialised methodological courses for particular aspects of the 

research were sought and undertaken internally and externally to the supporting 

University as deemed necessary by the researcher. These included courses at the 

summer school for social science data analysis and collection at the University of 

Essex. Courses included ethnographic methods, qualitative data analysis, 

interpretative methodologies for analysing text and talk, qualitative interviewing and 

approaches to discourse analysis. Funding for some of these external courses came 

via the ESRC (Economic & Social Research Council - UK) as part of a competitive 

doctoral studentship award. All of the above activities were undertaken in an effort to 

increase understanding and sensitisation towards issues of concern when using 

inductive research techniques, as undertaken for this thesis. 

The general methodological approach followed was the systematic analysis of 

phenomenological data as put forward by Lowe (1996) and Andriopoulos 

(Andriopoulos 2000) as outlined within Figure 4.1 below. 
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Figure 4.1 The systematic analysis of phenomenological data 
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4.2.2 Approach to the literature review 

The literature reviews contained in Chapters 2 and 3 were conducted in several main 

phases. During the first phase a broad overview of organisational creativity and 

corporate branding was undertaken shortly after the first collection and analysis of 

interview data had been completed. This helped to focus subsequent visits for further 

data collection around topics that had initially emerged from the data, with links 

added and additional perspectives put forward where found within the pre-existing 

literature. 

The interviews had been analysed via the use of discourse analysis using coding 

techniques and key theme identification leading to thematic network analysis as 

discussed later in this chapter. During the second period of interview data collection, 

feedback and reflection on the original analysis was conducted with the original 

participants, as well as additional client participants being identified and further 

observations being made. 

Thus the literature was approached in a manner allowing theoretical concepts and 

discussion to emerge through a combination of a pre-understanding of over-arching 

theories and previous work in the literature (Balmer 1999), alongside emergent 

perspectives and interpretations taken from the field participants (Alvesson & Deetz 

2000; Alvesson & Sk5ldberg 2000). 

Although organisational creativity and corporate branding are growing topics for 

research in their own right within marketing, as outlined within Chapter 2 and 3, 

previous material that had attempted to look at a combination of these perspectives 

was found to be very limited. Moreover, what existed sometimes lacked an 

indication of suitable empirical rigour to support the convincing discussion that had 

been produced. Therefore material from within other fields was also uncovered and 

selected for inclusion within the review. Due to the research angle taken, this 

additional literature was found mainly relating to social psychology, sociology. 

human resource management and organisational behaviour, alongside marketing. 
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4.2.3 Guiding argument for approach taken 

As part of the methodological process, a review of methodological material 

published in the area of management and business methodology was undertaken, 

including but not limited to (Silverman 2000, 1997; Alvesson & Deetz 2000; 

Alvesson & Sk6ldberg 2000; Sanders 1981; Bloor 1997; Glaser & Strauss 1967; 

Halfpenny 1979; Kincheloe & McLaren 1994; Melia 1997; Miles & Huberman 1984; 

Patton 1987; Strauss & Corbin 1990; Van Maanen 1983) and some recent PhD 

Marketing thesis undertaken by previous authors in the fields of corporate culture 

(Wilson 1995), corporate identity (Balmer 1996) and organisational creativity 

(Andriopoulos 2000). Some of these authors have highlighted that a mix-up often 

occurs between 'technical' aspects of some research (often using a mixture of terms 

from both qualitative and quantitative approaches), alongside an "apparent lack of 

understanding regarding the overwhelming influence of paradigm and philosophy" 

(Dootson 1995: 186). 

With this in mind, the methodology which will shortly be discussed for this thesis 

can be described as interpretative and anti-positive (Alves son & Deetz 2000; Knights 

1992; Martin 1992; Smircich & Calcis 1987). Here positivism is understood to mean 

a particular approach to the creation of knowledge using research that emphasises the 

model used by the natural sciences, where the scientists normally adopt the position 

of 

"the objective researcher, who collects facts about the social world and then builds 

up an explanation of social life by arranging such facts in a chain of causality ... the 

underlying logic is deductive" Finch (1986: 7) citing Hughes (1980). 

Thus positivism is seen as "the idea of the objective and neutral search for 

connections, a process in which data and the testing of hypotheses are pivotal" 

(Alvesson & Sk6ldberg 2000). 
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The research contained within this thesis draws mainly from the naturalistic research 

paradigm looking at the individual as a whole and believing that reality is multiple, 

interrelated and determined in context, as opposed to the rationalistic paradigm 

which searches for rules which govern and explain reality (Dootson 1995). Here, 

humans acting within a capacity as researchers and their use of sensibilities (via 

methods such as interviewing, observing and analysing) are best suited to this task 

when trying to uncover and make sense of meaning within a certain context. 

Normally proposed as a contrast to positivism, the main characteristics of naturalistic 

research is that it draws upon alternative philosophical traditions where 'symbolic 

interactionism' (Woods 1983; Finch 1986) has been of particular relevance and 

where 'causes' have taken the back seat to 'meanings'. Thus naturalistic research 

rejects the natural science model in favour of one that attempts to uncover the 

meaning of social events and processes (Cook & Reichardt 1979), built upon the 

lived experience from the 'actors' point of view (Bryman 1984), and are "felt to be 

concerned with understanding human behaviour from the actor's own frame of 

reference" (Comer 1991: 726). 

Finch (1986: 7) has introduced the term 'interpretivist' to refer to the underlying 

epistemology for work of this kind. Thus, it is at the epistemological level that the 

'oppositional' nature of qualitative versus quantitative research has been most 

apparent. 

At the level of technique, it is normally the case that qualitative research 

encompasses techniques which are not mainly based upon statistical techniques, and 

being particularly well suited to use with small-scale analysis and/or where the 

researcher attempts to get to know the social world being studied at first hand. Thus 

techniques such as interviewing of an in-depth and unstructured or semi-structured 

nature are seen as appropriate, as used for this thesis. Techniques such as these have 

their roots in social anthropology, where the emphasis is one of studying social life in 

natural settings (Burgess 1984; Finch 1986; Popkewitz 1981). 
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In reality, conducting research without actually calling on techniques from both 

quantitative and qualitative approaches, at least to some degree, would be extremely 

difficult (Crompton & Jones 1985). In addition, it has recently been argued that 

focusing on the line that distinguishes between quantitative and qualitative, tends to 

draw attention away from other aspects which should perhaps be seen as more 

crucial and relevant (Alvesson & Deetz 2000). 

4.3 The value of theories and models from a qualitative perspective 

Qualitative research is often described by contrasting its features and characteristics 

to a more traditional (or scientific) orientation. It is therefore important to indicate 

that due consideration has been given to these differences. These features and the 

differing characteristics are usefully summarised below in Tables 4.1 and 4.2. Table 

4.1 indicates that a qualitative approach is more appropriate where the focus of 

research is phenomenological and emergent, directed towards the quality, nature and 

essence of phenomena rather than a focus on more predetermined and quantitative 

aspects such as how much and how many. It also highlights that qualitative research 

is best suited to objectives based upon discovery and understanding than prediction 

and confirmation, as are the objectives of this thesis. 

Table 4.1 Points of comparison between qualitative and quantitative research 

Point of Comparison 

Focus of research 

Philosophical roots 

Associated phrases 

Goal of investigation 

Design characteristics 

Setting 

Sample 

Data collection 

Mode of analysis 

Findings 

Qualitative Researcb 

Quality (nature, essence) 

Phenomenology, symbolic interaction 

Fieldwork, ethnographic, naturalistic, grounded, 
subjective 

Understanding, description, discovery, hypothesis 
generating 

Flexible, evolving, emergent 

Natural, familiar 

small, nonrandom, theoretical 

Researcher as primary instrument, interviews, 
observations 

Inductive (by researcher) 

Comprehensive, holistic, expansive 

Source: Merriam (1988: 18). 

Quantitative R esearcb 

Quantity (how much, how many) 

Positivism, logical empiricism 

Experimental, empirical, statistical 

Prediction, control, description, confinnation, 
hypothesis testing 

Predetennined, structured 

Unfamiliar, artificial 

Large, random, representative 

Inanimate instruments (scales, tests, surveys, ques
tionnaires, computers) 

Deductive (by statistical methods) 

Precise, narrow, reductionist 



Further, Table 4.2 outlines quantitative research as primarily orientated towards 

testing theory through concise and narrow topics of investigation often looking at 

cause and effect relationships. In comparison, qualitative research allows more for 

discovery with a focus upon more complex, holistic and subjective areas of 

investigation, where the basis of knowing is through shared interpretation, 

communication and observation. 

Table 4.2 Characteristics of qualitative and quantitative research 

Quantitative research Qualitative research 
Hard science Soft science 

Focus: Focus: 
Concise and narrow Complex and broad 
Reductionist Holistic 
Objective Subjective 

Reasoning: Reasoning: 
Logistic, deductive Dialectic, inductive 

Basis of knowing: Basis of knowing: 

Cause and effect relationships Meaning 
Test theory Discovery 
Control Develops theory 
Instruments Shared interpretation 

Communication and observation 
Basic elements of analysis : Basic elements of analysis: 

Numbers Words 
Statistical analysis Individual interpretation 
Generalization Uniqueness 
Source: Bums & Grove (1987: 36) 

Recognition that a qualitative approach would be better suited to the research for this 

thesis led to a number of implications for the way the research was approached from 

outset based on the aspects highlighted above. For example, it was identified early in 

the study that repeated face to face interviews would need to be undertaken over a 

period spanning several months and at multiple levels. In additional the emergent and 

evolving nature of qualitative research led to an identified need for the researcher to 
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undertake a number of additional specialised courses before the data collection and 

data analysis phases were attempted (see section 4.2.1). Qualitative research requires 

an emphasis over depth of access via relatively small sample sizes compared to those 

using a quantitative approach. It was therefore important that organisations were 

identified and access negotiated that would allow a sustained and adequate level of 

access to match this requirement. 

Another key observation for this thesis when considering the quantitative 

orientations presented within both of the Tables above are that the assumptions are 

based on there being "a single, objective reality - the world out there - that we can 

observe, know, and measure" (Merriam 1988: 17). Qualitative research however 

does not presume that there is a single objective reality, but that multiple realities 

may exist, driven by personal interaction and perception, which needs interpreting as 

a phenomenon (phenomenological), rather than measuring. Here "beliefs rather than 

facts form the basis of perception. Research is exploratory, inductive, and 

emphasises process rather than ends" (Merriam 1988: 17). 

To summarise 

"if using a purely inductive research approach, then the researcher collects the data, 

and then builds theoretical categories and propositions from relationships discovered 

among the data ... contrasted to deductive researchers who hope to find data to match 

a theory, inductive researchers hope to find a theory that explains their data" (Goetz 

& LeCompte 1984: 4). 

As a result of the above discussion, it can be stated that this thesis aims to investigate 

meaning and significance, rather than to predict and control (Banister, Burman, 

Parker, Taylor & Tindell 1994; Wetherell, Taylor & Yates 2001). 

4.4 Reflexivity 

The role of reflection on the way language is used during the collection of data via 

interviews, and the selectivity often introduced by the researcher during the analysis, 
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can and indeed has often been overlooked, even in some of the qualitative 

approaches used to date. Here many qualitative researchers are said in effect not to 

be qualitative enough (Alvesson & Skoldberg 2000). 

A useful example of this tendency towards positivist assumptions is the qualitative 

approach known as grounded theory. It has been argued that although this approach 

uses descriptions and theory that has been empirically generated from previously 

collected data (i.e. grounded or inducted), as opposed to using a deductive hypothesis 

testing approach, one of grounded theories central criteria of "good research" is still 

that of verification as called for in more positivistic approaches. From this 

verification perspective, grounded theory is more easily seen as a scientific method 

that meets the criteria for doing good science: significance, theory-observation 

compatibility, generalisability, reproducibility, precision, rigor and verification 

(Strauss & Corbin 1990). 

From another perspective, Silverman (1997), a well versed qualitative researcher and 

author, has stated that for qualitative research to be "good" it should at least 

demonstrate why it should be believed, and that the problem in focus has theoretical 

and/or practical significance, i.e. it must show that it is 'credible '. This credibility 

can be justified in qualitative research by proving the highly rigorous collection and 

analyses of research data, alongside the inclusion of participants via feedback from 

any analysis made. This thesis has attempted to include these aspects of credibility as 

discussed elsewhere within this chapter. 

Others with a more reflexive approach to their research, have also argued that an 

over emphasis on the rigorous collection and analysis of data is simply a form of 

dataism or that of a data-driven approach (Alves son & Skoldberg 2000). Here even 

'credibility' should not be allowed to block out other important elements where ··the 

criterion of confirmation through data should be played down relative to what books 

on method (qualitative and quantitative) normally suggest... empirical material 

should be seen as an argument in efforts to make a case for a particular way of 
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understanding social reality, in the context of a never-ending debate" (Alvesson & 

Skoldberg 2000: 276). 

Data, when taken from a reflexive perspective, is seen more as an enabler in support 

of interpretation, rather than material that unambiguously leads up to it. This is a 

fundamental difference in comparison with some of the other main stream 

approaches to qualitative research as outlined above, and it is the guiding approach 

used within this thesis. 

From this reflexive perspective, 'theoretical usefulness' is also one of the goals, 

ideally distinguished via the ability to help with the assembly and interpretation of 

observations as an aid to an explanation, whilst also leading to new paths for further 

knowledge and further reflection. Here theoretical concepts or a model has a value if 

it can establish a theoretical or practical usefulness. However this does not mean it 

must have acceptance to be useful (Alvesson & Berg 1992). 

A realistic assessment of practical usefulness may be achieved by understanding 

'usefulness' as a matter of providing knowledge foundations for a comprehensive 

and perceptive understanding of conditions, situations and mechanisms which 

influence and can influence actors in an organisation (Alves son & Berg 1992). 

Taking into account the preceding discussion of reflexivity within interviews, for the 

interviews conducted for this research, due consideration was given to (Wetherell, 

Taylor & Yates 2001) : 

_ how the interviewer's questions and style influence the answers given 

_ how the identity of the researcher also influences interpretation and analysis 

through the knowledge and world view brought to the data 
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4.5 Philosophical and methodological underpinnings 

This section will discuss the selection of the guiding philosophy, as well as other 

assumptions used in an effort to draw clearer, relevant, and defendable boundaries 

for what would be, and would not be seen as within the research spotlight for the 

thesis. The emergent, and time consuming process of consideration, selection, 

justification and implications of these deeper aspects as part of this research project, 

will all be delineated and expressed as succinctly as possible. 

4.5.1 Ontological, epistemological and axiological assumptions 

As a background to all social science, there are "a set of ontological, epistemological 

and axiological assumptions" (Alves son & Deetz 2000; Burell & Morgan 1979). 

Melia (1997: 29) has already highlighted that "the link between what a researcher 

does and the philosophical position set out to justify the method is often 

problematical" (Alvesson & Sk6ldberg 2000: 7). 

One model that captures this perspective well, particularly with respect to social 

discourse within an organisational context, has recently been produced some 20 

years after Burell & Morgans (1979) original model as seen in Figure 4.2 below. 

This model rather than compartmentalise off the researcher in one paradigm or 

another, introduces the use of particular lines of assumptions and understandings 

rather than paradigms, which are used for new classification purposes. As a result, it 

tries to step beyond the normal contrasting of paradigmatic differences which is most 

often used in traditional qualitative defences, and the common framing scales such as 

quantitative/qualitative, objective/subjective, or sciencelhumanism (Alvesson & 

Deetz 2000). Its relevance for inclusion in this thesis is that it helps to visualise the 

researcher's own understanding of the philosophical and methodological orientation 

and perceived perspectives taken, compared to others using the same categorisation. 

As further seen below, the guiding perspective, or lens, through which this research 

has been conducted is that more akin to both the 'consensus/non-consensus' and 

'local/emergent' quadrants within Figure 4.2 (rather than research where the 

researcher has conducted a full review of the literature and thus approaches the field 



from an elite/a priori perspective of previous research and findings looking to fill in 

gaps). 

A non-consensus relation is one that challenges any guiding assumptions such as 

espoused values or normal routines (see Appendix 3 - Table 1). For example in the 

context of this thesis project, rather than just look for consensus in the way a 

corporate brand is formed, it also takes an 'opposite view'. Here creativity and 

corporate brand building is seen through a lens that focuses the researcher on any 

inherent fragmentation in the process. It is the effort that members put into forming 

and maintaining a common perception and meaning for the corporate brand (and also 

their resistance and ways of resistance) and the reasoning behind doing so, that is of 

interest to this thesis. Issues of representational validity take a back seat to that of 

observation of these issues. This is another reason that this research can be described 

as interpretative and anti-positive (Alvesson & Deetz 2000; Knights 1992; Martin 

1992; Smircich & Calis 1987). 
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Figure 4.2 - Relevant contrasting dimensions of representational practices in 

relation to this thesis as indicated by bordered sub box 

Relation to dominant 
social discourse 

Non-consensus 

(dialogic studies) (c ~itical studies) 
(postmodern, (Ie te modern, 
deconstructionist) re ~ormist) 

Origin of concepts Local/emergent Elite/a priori and problems 

(interpretive studies) (n prmative studies) 
{premodern, (n ~odern, 
traditiona I) PI ~ressive) 

Consensus 

Alvesson & Deetz (2000: 24) as adapted from Deetz (1994) (see Appendix 3 Tables 1 and 2 for 
labels) 

In addition to consensus and non-consensus discourses being used as a focus within 

the interview phases and analysis, the data collected was also of a local/emergent 

nature (see Appendix 3 - Table 1). In other words a conscious effort has been made 

right from the outset to underpin the project with concepts developed "with" and "in" 

relation to the organisational members. As a result the findings have been actively 

and openly "altered" via participant feedback on the findings during various phases 

within the research process. This is in stark comparison to some other research 

approaches using a more elite or a priori approach, where concepts have been 

brought "to" the primary phases by the researcher, and which are then applied "to" 

the members of the organisation, and remain "unchanged" by the process via any 

fonn of participant post evaluation or feedback. 

Another way to consider this is via an 'Etic' versus 'Emic' approach to the analysis. 

Etic analyses uses an imposed frame of reference on any analysis conducted, most 
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often from prior literature reviews. Emic analyses allows the researcher to work 

within the conceptual framework of those actually studied (Silverman 1993, 2001; 

Wetherell, Taylor & Yates 2001). This thesis, as will be seen in Chapter 5, has 

attempted an Emic approach. 

As a result of this specific piece of reflexive research focused on a balance of both 

conflict and consensus, the choice then becomes not which of these perspectives to 

choose from one or the other quadrant in Figure 4.2, but one of getting the balance 

correct, of choosing the right moments for use of perspectives from any of the chosen 

two quadrants (Deetz 1992; Alvesson & Deetz 2000). 

4.5.2 Plurality of voices 

Against the background set out in the previous subsections of this chapter, it can be 

seen that those interested in a reflexive approach to research at the empirical level 

need to ensure that an allowance is made for several voices to come through from the 

research site, in a sensitive manner, which has been termed the pluralistic ideal. 

Thus it was important during the analyses and interpretation phases of the project to 

openly challenge early or dominating interpretations with other interpretations, 

between the dominant and the alternative/so One way to encourage multiple 

interpretations in later phases of the research, is to choose two or three differing 

perspectives on the research or themes within the research from outset, and then to 

think out which question would need to be asked to encourage this process, or at 

least which perspectives and even topics should be used as a background guide. This 

approach was specifically followed by the researcher for this project. These attempts 

can be seen within the example that has been provided of one of the initial 

exploratory interviews within the Appendix of this thesis. To allow multiple 

perspectives and tensions to develop, it was also important to ensure that the material 

was not synthesised at a stage deemed too early to allow this, as assured to some 

extent via the multi phase data collection and analysis approach used for this thesis, 

as outlined elsewhere in this chapter. 
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4.5.3 Analytical triangulation - completeness through triangulation 

Within qualitative approaches to research, and particularly when using case studies, 

one commonly accepted way to approach the data more rigorously is through a 

multi-method approach. To design a multi-method approach to qualitative studies 

without critical consideration of the convergent but distinct methodologies and 

traditions that may be invoked, means a real risk of also creating a 'qualitative 

quagmire' (Barbour 1998: 356). 

One multi-method approach of particular interest is that of triangulation. Close 

inspection of the methodological literature for this thesis has uncovered that there are 

various views and a lack of clear consensus on the purpose of the general approach to 

research known as 'triangulation', especially when used for qualitative based 

research studies, (cf Campbell & Fiske 1959; Denzin 1970; Jick 1979; Corner 1991; 

Dootson 1995; Sandelowski 1995; Barbour 1998; Barbour 1999; Knafl & Breitmayer 

1991; McDowell & MacLean 1998; Breitmayer, Ayres & Knafl 1993). For some the 

purpose of triangulation is mainly advocated as a confirmatory or verification 

strategy as an aid to reduce biases and to ultimately converge on a single reality 

(Sandelowski 1995). Others have pointed out that not all paradigms in the qualitative 

domain subscribe to the tenet that such a single reality exists to be focused upon in 

the first place. Hence the underlying assumption of triangulation used in the way 

discussed above may not be applicable to many forms or qualitative studies. In 

particular, those taking a post modern perspective have highlighted the fixed point of 

reference often used by positivist research, and hence the use of the term 

triangulation, does not match their understanding of the world where : 

"the central image is the crystal, which combines symmetry and substance with an 

infinite variety of shapes, substances, transmutations ... and angles of approach. 

Crystals are prisms that reflect and refract, creating ever changing images and 

pictures of reality. Crystallization deconstructs the traditional idea of validity, for 

now there can be no single or triangulated truth" (Denzin 1994: 482). 
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Based on this perspective an alternative purpose can be stated for triangulation which 

is based on the belief that: 

, .. triangulation, however, can be something other than scaling, reliability, and 

convergent validation. It can also capture more complete, holistic, and contextual 

portrayal of the units(s) under study" (Jick 1983: 138). 

F or the purpose of this thesis, this statement is understood to mean that by using 

multiple approaches to the analysis of the data collected (and not necessarily or 

exclusively through a mixture of both quantitative and qualitative approaches) it is 

hoped that a multiple number of views or holism will be uncovered. In addition a 

more accurate definition as understood for this thesis is that 

"in triangulation, a comparison is made by looking at the same problem in different 

ways. The findings from alternative sources enable researchers to make more subtle 

and sophisticated analyses: any marked differences can be highlighted, investigated 

and explained" (Barbour 1998: 359). 

4.5.3.1 Types of triangulation 

Although this thesis has highlighted a lack of consensus as to the appropriate purpose 

of triangulation, there is better consensus on the types. Most authors follow the 

convention as outlined below by Denzin and the idea of four types of triangulation 

(Denzin 1970: 295): 

1. Method triangulation - different methods are employed to address same 

phenomenon. Often broken down to: within method (two or more variants of 

same method are used e.g. mixing open and closed questions in a questionnaire); 

between method (differing but complementary methods are used e.g. semi

structured interviews and questionnaires); holistic (both within and between 

method approaches used, possibly helping completeness by bringing data out into 

the open that may of remained hidden). 
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2. Data triangulation - using different data sources for the same phenomenon or 

similar focus, provides rich collection of data designed to reveal similarities and 

differences (Mitchell 1986; Dootson 1995). An example of this would be via data 

collected via both interviews and observations or questionnaires, or secondary 

data collected from organisational literature such as company reports or other 

forms of written communication. 

3. Investigator triangulation - different researchers in the same project. 

4. Theoretical triangulation - a range of theoretical models or frames of reference 

are considered in the same body of data, such as models and theories developed 

from a sociological perspective as well as psychological perspectives. 

lanesick (1994) has put forward the case for an additional type termed 

interdisciplinary triangulation, which is where a number of differing theories from 

differing disciplines are used on the same study (thus an extension of theoretical 

triangulation outlined above). A final type of triangulation would be the use of two or 

more forms of triangulation from the list above, and this has been termed multiple 

triangulation (Burns & Grove 1993). 

The application of triangulation in studies faces a number of barriers and criticisms. 

Amongst the barriers of successfully using triangulation are: the rigid adherence by 

some to different epistemological positions, the amount of time and money involved, 

and the skills (or lack of), of researchers who are often best at operating via one 

approach, but less frequently good at operating via many approaches (Nolan & Behi 

1995). 

Critics have also highlighted how triangulation as an approach used to overcome the 

deficiencies of so called • single-minded' approaches to inquiry is not without its 

problems. The implication by some authors that the "more-is-better" or 

"combinationist" (Comer 1991: 721; Duffy 1987; Sandelowski 1995) and 
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'assimilation' philosophies involved with triangulation may mean that in effect. any 

and every research combination may end up being designated as triangulation, rather 

than a strategy that has been thought through and then deliberately selected to 

achieve the purpose of "completeness" through triangulation. 

The next section of this thesis will outline how a strategy has been thought through 

and selected from outset to help achieve the aim of completeness through 

triangulation. 

4.5.3.2 Strategy of implementation - multiple triangulation 

The overall analysis within this thesis has been approached in a spirit similar to a 

concept first introduced by lick (1979) known as 'holistic triangulation'. Here, not 

only is an attempt made to ensure the phenomenon is examined from multiple 

perspectives, but also that the strategy helps to enrich the researcher's understanding 

by allowing "new and deeper dimensions to emerge" (Comer 1991: 723). In 

addition, by following the differing forms of triangulation as outlined below, the 

strategy was an attempt to move the analysis above personalistic biases that may 

stem from single methodologies (Denzin 1970: 307). 

I. Data triangulation (data collected from three separate case studies) 

2. Theoretical triangulation (differing theories were used for comparison against 

findings). 

3. Interdisciplinary triangulation (theories from differing and distinct disciplines 

were used) 

4. Multiple triangulation (more than one triangulation method used as above) 

4.5.3.3 Discourse analysis 

The methodology included the application of the general approach to the data known 

as discourse analysis. Discourse analysis can describe very different research 

activities with different kinds of data, therefore it is best understood as a field of 
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research rather than a single practice. For the purpose of this thesis, and building 

upon various definitional ideas from Wetherell, Taylor & Yates (2001: 5), one loose 

definition is that discourse analysis is lithe close study of language in use and 

furthermore the look for patterns ... patterns in language or patterns in activity ". 

Further, the use of discourse analysis can be potentially delineated VIa 4 mam 

approaches as presented by Wetherell et al (2001: 7) : 

1. The study of language in use to uncover how it varies and then to relate any 

variation to different social situations and environments, or different users. This use 

focuses on the variation and imperfection of language as a system. The patterns may 

be described in terms of vocabulary, structure or functions. 

2. A focus more on the activity of language use rather than the language itself, with 

language seen as a process that is studied to investigate the interaction between 

parties (at least two) in a particular interaction, in the search for patterns in the 

language actually selected and used by the parties. Here the language users are 

understood as being constrained to some extent by what has been contributed earlier 

in the interaction. An example here might be that of an interaction between a doctor 

and a patient, with the patient potentially being constrained by the contributions from 

the Doctor and perhaps visa-versa. 

3. The search for patterns in the language associated with a particular topic or 

activity. Examples would be a focus on religion and terms and meanings around it, or 

alternatively language associated with an occupation. This understands language as 

situated but within a particular social context rather than a particular interaction such 

as that found in number two above. 

4. The search for patterns within a much larger context such as those known as 

'culture' or 'society', with a particular interest in how language is important as part of 

much wider processes and activities. It also often attempts to look at consequences 

and effects of these patterns in the wider context. 
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This thesis has applied discourse analysis primarily under point three above, using an 

approach more specifically termed 'thematic discourse analysis' as discussed more 

fully later in this chapter. The use of thematic discourse analysis lead to the 

generation of codes and key themes which emerged from within the source of 

research material to aid with thematic network analysis (from interview transcripts, 

audio recordings, observation notes and other materials produced by, and/or 

collected from each organisation during the various field visits). 

4.6 Selection and justification of case study approach 

4.6.1 Case study approach 

Based on the research objectives set out earlier in this thesis, the case study approach 

is appropriate because 

"a "how" or "why" question is being asked about a contemporary set of events over 

which the investigator has little or no control .... allowing the development of a rich 

explanation for the complex pattern of outcomes and in comparing the explanation 

with the outcomes" (Yin 1994: 9, 115) and as such a case study: 

• investigates a contemporary phenomenon within its real-life context, especially 

when, 

• the boundaries between phenomenon and context are not clearly evident. 

In addition, the case study design is seen as useful where the researcher is aiming to 

gain an in-depth understanding of a situation and is one more of discovery than 

confirmation, and of the process and context, than any outcomes. Using this 

approach, the context as well as the relevant forces outside and around the unit being 

studied, is taken into account (Merriam 1988). Cronbach (1975: 123) calls this an 

"interpretation in context". Thus the case study approach was selected, because of 

the interpretative pertinence it added to the metatheories being used as previously 

discussed. 
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4.6.2 Case study interpretations 

According to Bromley (1986: 38) "the aim of a case study is not to find the correct 

or true interpretation of the facts, but to eliminate erroneous conclusions so that one 

is left with the best possible, the most compelling, interpretation". 

Thus by undertaking qualitative interviews, the researcher intends to limit possible 

misinterpretations of the questions asked by checking for understanding, and to limit 

what is possibly a somewhat more superficial exchange of information often 

obtained in more quantitative techniques (such as self completing questionnaires), 

and to gain real insights on "how individuals construct the meaning and significance 

of their situations from the complex personal framework of beliefs and values they 

have developed" (Burgess 1984). In addition, using a qualitative paradigm will allow 

for the research to be focused on "discovery, insight, and understanding from the 

perspectives of those being studied" (Merriam 1988: 3) . 

4.6.3 Critique of the case study approach 

In the past there has been considerable debate over the mixing of the more traditional 

quantitative methods with that of qualitative methods within case studies. Merriam 

(1988) has discussed how the case study has become a catchall category for the types 

of studies left over which do not exhibit clearly that they are of the form of 

experimental, surveyor historical research. Others have also highlighted that if not 

careful, the case study becomes "an undefined dumping ground for non traditional 

studies of all kinds" (Kenny & Grotelueschen 1980: 29). 

Case study research to some includes "fieldwork, ethnography, participant 

observation, qualitative research, naturalistic inquiry, grounded theory, exploratory 

research, phenomenology, and hypothesis generation" (Merriam 1988: 5). 

Indeed the adoption of the case study as a form of empirical enquiry, may be viewed 

by some as a less acceptable approach, when compared to others such as experiments 

104 



or surveys. This is based on a number of academic viewpoints (Yin 1994) as 

outlined below: 

1. The perceived possibility of lack of rigour in application, via the allowance of 

biased viewpoints, or equivocal evidence, which duly impacts on the findings and 

conclusions. 

2. The inability to allow for scientific generalisations to be made. 

However, logical counter arguments have been put forward for both of these 

somewhat traditional viewpoints within the previous subsections of this chapter at 

both the ontological and epistemological levels. 

In addition, biases can easily enter into other research strategies, such as 

experiments, questionnaire design or historical research (Yin 1994; Rosenthal 1966; 

Sudman & Bradburn 1982; Gottschalk 1968). Merriam (1988) has highlighted that 

some academics believe all social scientists are engaged in case studies, in the sense 

that "observations, whether in an annual census or of an individual, take meaning 

from their time and place, and from conceptions held by those who pose the 

questions and decide how to tabulate" (Cronbach 1982: 75). 

4.6.4 Case study procedural stages 

In a case study, five components of a research design are especially important (Yin 

1994): 

1. Clarification of the type of research questions. This was obtained from the 

multistage literature review and exploratory interviews, and these emerged from 

within the data for this thesis as outlined earlier. 
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2. Its propositions (if any) are clearly stated. Because this research is exploratory 

in nature, a purpose (rather than propositions) has been clearly stipulated in the 

earlier Chapters. 

3. Units of analysis. The unit of analysis for the research is both the individual and 

the case study organisation within which they are situated. 

Two more stages in the design include the logic linking the data to the propositions 

(or purpose in this case), and the criteria for interpreting the findings. These have 

been covered elsewhere within this chapter and Chapter 5. 

4.6.5 Preparation for case study data collection 

Case studies are seen by some researchers as an easy strategy to follow. However 

"in actuality, the demands of a case study on a person's intellect, ego, and emotions 

are far greater than those of any other research strategy. This is because the data 

collection procedures are not routinised .... the skills required for collecting case study 

data are much more demanding than those for experiments or surveys" (Yin 1994: 

55). 

These skills include (Yin 1994: 55) : 

• feeling comfortable with asking questions which may lead to even more 

questions than direct answers, but which later may aggregate towards a 

deeper line of research and understanding of the topic; 

• the ability to use sensing and observing alongside listening in interviews, 

without biasing the collection of data; 
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• 

• 

the sensitivity to ensure the correct balance between adaptiveness, flexibility 

and rigour (thus not allowing unknown gaps or biases to creep in) as the case 

proceeds; 

to be able to interpret the information as it is collected (based on a good 

understanding of the theoretical issues), and to know when important clues 

need to be followed up, or when not to deviate beyond the acceptable; 

• to be open to contrary findings, especially if they produce "documentable 

rebuttals"(Yin 1994: 59) rather than attempting to substantiate a pre

conceived position, which may introduce a bias. 

4.6.6 Modes of analysis 

In order to ensure that the analysis phase would be one of high quality, the researcher 

constantly asked a number of questions as outlined below, throughout the research 

activity to ensure an adequate level of rigour. Answering these questions helped to 

ensure that a number of principles were not ignored. These guiding principles, are the 

foundation of any good piece of work in the field of social science (Yin 1994: 123) : 

1 Has all the relevant evidence been used during the analysis? 

To encourage for all relevant evidence to be used as collected during the primary 

phase of data collection, a number of steps were taken with regards the handling, 

presentation and access of the data to the researcher. As discussed more fully 

elsewhere within this chapter, all interviews were fully recorded and transcribed 

into a verbatim textual format by the researcher with no third party transcribers 

involved. Each transcription was read through several times and early stages of 

analysis included the use of white boards and key theme analysis to help gain an 

understanding of what evidence was available. As more data was collected 
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during the later phases of data collection the transcriptions were linked into CI

said and QSR NVivo software to ensure that easy and open access remained 

available to the ever growing corpus of collected interview material. 

2 Have all major rival interpretations been included in the analysis? 

After each phase of data collection and transcription the analysis and 

interpretations were compared to the pre existing literature from a number of 

fields as already outlined earlier in this chapter. Alternative interpretations were 

identified where apparent. The various alternative interpretations were then 

presented back to the original interviewees in subsequent phases to gain 

comments from their perspective and to help select the interpretations which best 

matched the organisational context, employees perspective and previous 

literature where available. 

3 Has the most significant aspect been addressed in the analysis of the case? 

As discussed later in this chapter, the transcribed data was analysed using coding 

approaches and key theme analysis within QSR NVivo software. Whilst time 

consuming, this process led to the generation of many concepts of interest within 

the collected data. Once all concepts had been identified of interest, the most 

significant aspects were identified by using content analysis and ranking in 

relation to frequency of discussion within the data. The most significant aspects 

and themes as delineated at the end of this process have been presented for 

discussion within Chapter 5. 
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4.7 Primary research 

4.7.1 Selection criteria and approach for case studies 

The three case study organisations were geographically located within central 

London, England. 

London was selected due to its relative high density of creative organisations within 

the UK and its dominant role in the creative industries both as a location for 

enterprises and as a major cultural influence (DCMS 2000; Drake 2003). 

The specific types of case studies were chosen on their ability to demonstrate that 

their competitive strategy was based upon a highly customised service to clients in 

the form of a creative solution, which primarily relied upon the employee's own 

knowledge and skills base. For commercial confidentiality reasons none of the three 

case study organisations are openly identified within this thesis and are known 

respectively herein as Architects, Branders and Designers. 

Primary reason and justification for selection: 

a) primary source of income is via creative ideas leading to solutions of which their 

clients are aware and use to distinguish them from competitors. Examples include 

innovative commercial buildings, complete corporate identity overhaul, internal and 

external brand changes. 

b) providing a spread of examples from a reasonably new start up (Brand 

consultancy - 18 months) and size of approximately 10 employees; through to two 

intermediate start ups via a Design agency of 5 years and size of approx 13 

employees, through to 20 years plus and up to 150 employees (Architectural practice 

_ London office). All were classified as business-to-business small to medium size 

enterprises (see Chapter 2 Subsection 2.2.1 for a definition of SME's). 
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c) each having well known, major and successful clients within the client base and 

each having won awards within their respective industries. 

d) adequate, timely and repeated levels of access allowed along with full access to 

live client relationships where asked for. 

e) they use creative inputs, outputs and processes occumng within a primarily 

proj ect -based environment. 

The three organisations were initially approached VIa vanous third parties to 

introduce the research topic and potential request for access to follow. These third 

parties either worked within the organisations concerned or had worked with them in 

some way previously. The researcher had no direct or indirect contact or knowledge 

of any the three organisations before the outset of the research. The third party 

contacts were known to the researcher as either previous colleagues or contacts made 

via a corporate branding research based web site. Once the third party contact had 

made the initial request to allow access for the author of this thesis, a letter was sent 

directly to the owners or directors by the author with an introduction and outline of 

the request in more detail. 

Details of the access requirements, time schedules, and access phases required were 

also outlined. Requests were also made for potential access to clients later in the 

research from outset (this had to be further negotiated with each case organisation 

once trust had been built between the researcher and the case study organisation 

during the initial interviews). This process of negotiating and gaining access took 

several months to arrange for all three organisations. 

Generating interest in the research, and finding a sponsor within the company is a 

tactic advocated by many authors (Bryman 1988; Van Maanen & Kolb 1985). The 

offering of feedback, perhaps via a verbal presentation or some other action leading 

to "'need fulfilling" is also advocated (Bryman 1988). This was of particular 

relevance with respect to the case organisations for this research project, whom were 
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each giving up much time and resources to the project which spanned a total of seven 

months of repeated access to both themselves and to a limited extent their clients. 

As the research was reflexive, feedback occurred naturally to participants throughout 

at each subsequent interview phase to allow the participants to add their own 

reflections on the analysis and findings as the process unfolded. 

4.7.2 Case study background and structure 

(a) Designers: This organisation had been in existence for approximately 5 years at 

the time of the interviews and had grown to 13 people plus administrative staff. The 

company had been set up by two directors who had worked together on previous 

projects within other companies prior to the set up. The structure of the organisation 

was fairly flat, with two supervisors taking up position under the two directors, with 

the rest of the employees broken up into senior and junior creative designers. The 

office was located within London and all employees including the directors worked 

together in one open plan space, side by side. The atmosphere within the office 

during each visit always seemed upbeat, relaxed and fairly harmonious with 

employees dressed very casually in jeans and t-shirts in the main. Clients who had 

also visited the office has reported the same feeling and observations to the 

researcher. 

(b) Corporate branders: This organisation was a relatively new start up of 

approximately 18 months at the time of the interviews and consisted of 

approximately 10 people including administrative support. The company had been 

set up by 3 directors who had worked together at United Distillers for a number of 

years beforehand. The structure of the organisation consisted of one managing 

director and two directors, but each seemed to have an equal say into the running of 

the organisation. In addition to the 3 directors the employees consisted of a senior 

consultant, and other senior and junior analysts and consultants, along with 

admin/secretarial support. The office was located within London, spaced over two 

floors, with mainly meeting rooms and reception on the entrance level and open plan 
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offices with the directors working alongside the other employees at basement level in 

fairly cramped conditions. The atmosphere in the office felt noticeably more formal 

and 'business like' than the designers discussed above, with employees dressed 

mainly in suits. 

(c) Architect practice: This organisation had been in practice for over 20 years and 

was the largest of the 3 case studies with approximately 150 employees within 

London, and 250 within the UK. The offices were spread over many floors of an 

office building with the practice as the only occupant. The structure consisted of a 

director followed by a board of senior directors, with divisional directors below 

them. At divisional level a formal structure of managers and supervisors above senior 

and junior architects and engineering teams was evident. Most offices were open 

plan for the majority of employees, with the directors partitioned off from the rest of 

the employees. The atmosphere in this organisation on research visits was a mix 

between more formal business and relaxed, with the senior managers and directors 

dressed in business attire, and more junior employees dressed both formally and 

informally. 

4.7.3 Data collection 

The primary field research with the three case studies and data collection was 

conducted in three phases over a time span of approximately seven months during 

2000, with a total of 36 interviews ranging in time span between 25 minutes and 2 

hours. 

1. The first phase consisted of two weeks of visits to the three case study creative 

organisations to conduct initial exploratory interviews. The interviewees included 

owners as well as senior, less senior and junior members of each case study 

organisation. Individuals were carefully selected for this first phase because they 

were responsible for either the management of, or were actively involved within the 

'creative organisation - client relationships'. 
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2. The second phase occurred 3/4 months after the first phase of interviews had been 

transcribed and analysed. These interviews once again spanned several weeks, and 

depending on the individuals' availability, included the same members as initially 

interviewed wherever possible. 

3. The third phase of interviews with clients occurred 2/3 months after the second 

set of interviews had been given an initial analysis, as an aid to help drive the topics 

of discussion more appropriately within these one off client access interviews. This 

third set of interviews were directed at those within the client organisation 

responsible for, and interfacing with, the creative supplier-client relationships for 

each of the three creative case study organisations. The clients included senior 

members of some well known names within the UK, including British Airways, 

Slazenger/Dunlop, Abbey National and Diagio. These clients were located in offices 

within London itself or in several locations within 100 miles of that location. 

Table 4.3 Research access to Architect case study 

Position Date Duration Transcribe Transcript 

{mins} time {hours} size {words} 

Director A March 2000 38 5 5741 

Director A July 2000 45 6 5256 

Director B March 2000 70 9 10143 

Director B July 2000 45 5 4442 

Director C March 2000 50 7 6938 

Director C July 2000 25 3 2454 

Marketing manager March 2000 70 8 11193 

Marketing manager July 2000 45 5 5463 

Senior supervisor March 2000 55 6 7740 

Senior Supervisor July 2000 45 5 5871 

Junior architect A July 2000 55 7 7047 

Junior architect B July 2000 60 9 8723 

TOTAL 603 75 81011 
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Table 4.4 Research access to Designer case study 

Position Date Duration Transcribe Transcril!t 

{mins} time {hours} size {words} 

Director March 65 8 8800 

2000 

Director July 2000 60 7 7351 

Senior supervisor March 45 6 6216 

2000 

Senior supervisor July 2000 65 7 7963 

Senior creative March 25 3 2741 

employee 2000 

Senior creative July 2000 55 7 6970 

employee 

Junior creative March 45 6 6118 

employee (A) 2000 

Junior creative July 2000 50 6 6429 

employee (A) 

Junior creative March 40 4 4587 

employee (B) 2000 

Junior creative July 2000 45 5 5439 

employee (B) 

TOTAL 495 59 62614 
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Table 4.5 Research access to Branding consultancy case study 

Position Date Duration Transcribe Transcript 

{mins} time {hours} size {words} 

Managing director March 66 8 8965 

(A) 2000 

Managing director July 2000 90 6 11956 

(A) 

Director (B) March 60 6 4521 

2000 

Director (B) July 2000 55 6 5234 

Senior consultant March 65 7 7948 

* Left after March 2000 

Junior employee (A) March 50 6 8186 

2000 

Junior employee (A) July 2000 45 5 5312 

Junior consultant (B) March 60 7 6395 

2000 

Junior consultant (B) July 2000 55 6 5634 

TOTAL 546 57 64151 
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Table 4.6 Research access to client organisations 

Position Date Duration Transcribe time (hours) 

(mins) (key aspects) 

Diagio September 2000 90 3 

SlazengerlDunlop September 2000 60 2.5 

Abbey National September 2000 75 3 

West Partnership September 2000 45 2 

British Airways September 2000 65 2.5 

TOTAL 335 13 

Access to the secondary organisations (clients) had been requested and granted in 

principle when the case study organisations were initially approached. The tentative 

agreement for access to clients was an important prerequisite for the initial inclusion 

of each case study organisation within this study. Only after some time within each 

of the three case study organisations was enough confidence established leading to 

unrestricted access to these clients and the live and ongoing supplier-client 

relationships. 

All three phases of interviews were conducted either during, or shortly after normal 

working hours as available, with observation opportunities being taken between 

interviews while remaining within their offices and workplace environments 

wherever possible. The interviews were generally intended to explore the issues 

already uncovered from each prior visit to the literature using a relatively 

unstructured approach in the early phases. This allowed for an initial unforced 

emergent perspective from the personnel of the case study organisations, rather than 

a forced perspective from that of the researcher. This approach was undertaken in an 

effort to sensitise the researcher towards sharper contextual insights of both the topic 

area and the creative case study organisations during this initial exploratory phase of 

research. This overall exploratory approach is similar to what Turner (1985) has 

termed "to botanize", in other words, to allow the collection of data in an emergent 

manner which leads to sharper research questions as a result of the process, rather 
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than going into the field with set questions or concrete preconceptions of what will 

be found. 

According to Easterby-Smith, Thorpe & Lowe (1996), interviewers need to be able 

to listen, and to refrain from projecting their own opinions or feelings into the 

situation, which is often difficult, since one way to obtain trust is to empathise with 

the respondent. The interviewer needs to listen to what the interviewees want to say, 

and what they do not want to say, without helping them (Mayo 1949). 

However, this perspective barely scratches the surface of the much deeper issues that 

face researchers whom are interested in a more reflexive approach to their work. 

Here identities introduced within the interview can be, and frequently are, 

problematic as they fix and exclude, and often lead to a certain form of story-telling 

if allowed to form as an unintended side effect of the interviews themselves. Thus it 

was identified that there was a strong need to avoid conducting interviews akin to 

"talking questionnaires" (Alves son & Deetz 2000; Potter & Wetherell 1987) as 

sometimes used by quantitative, and even some qualitative approaches. Such 

interviews take little consideration of how the researcher affects the deeper identity 

dynamics in the interaction episode, through their acts, physical presence, appearance 

or accent for example. Also, such interviews take little consideration of what effect 

the interview in itself may have had, via for example, whom else the interviewee 

thinks is going to be interviewed, the interviews setting, timing, themes or even the 

order the themes are discussed. 

Realisation of these many threats prior to the outset of the interviews lead the 

researcher to actively build in approaches and methods to try and avoid evoking 

undesired identities within the interviews as much as possible. For example, steps 

were taken in an effort to avoid establishing what may be typically seen as more 

traditional identities evoked by many in organisational interviews (such as managers, 

subordinates), in an effort to allow multiple voices to be present for the reasons 

outlined elsewhere in this chapter. In addition it was always possible that there were 

competing constructions of identity that needed to be allowed to voice themselves, 
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but which were discourses clearly not part of the organisational culture itself (and 

may even be perceived as a negative discourse in relation to the organisation, but 

positive with the outside social world). As an example, careful wording was used to 

avoid setting the interviewee within the frame of a manager whom has subordinates, 

or subordinates whom have managers, but rather the issues were termed such as 

senior or junior members, whom may have to be dependent on others both internally 

and externally to the organisation for their own results, reputation, career 

enhancement etc. This allowed space for the possible emergence and voicing of an 

alternative perspective of how "dependence" was maintained and nurtured and 

controlled for example. 

However, an interview is not a natural social occurrence, therefore it was unlikely 

that all forms of identity fixating as eluded to above, resulting purely from the 

interview as a process, could be controlled or indeed avoided. Thus, apart from the 

steps taken by the researcher to limit such potentially biasing effects, there was an 

enhanced need for reflexive consideration of the identity dynamics throughout all 

interactive episodes conducted for this project (Alvesson & Deetz 2000). 

Focused reflection on the expression of the researcher and interviewees identities 

were made before, during and after any interaction as part of the data collection 

phases. Particular attention was paid to the way the researcher may of contributed to 

a particular identity in the interaction, via the questions used (words and/or phrases 

used, metaphors ), or the responses made by the researcher to answers from the 

interviewee (Alvesson & Deetz 2000). Of course this could not be rationalised 

completely, nor could the interviews be conducted in some mechanistic manner, or 

the interviews and interactions would probably not have been maintained for very 

long. Active attempts were made by the researcher to reflect as much as possible 

throughout the process on these aspects and the possible effects that may have 

occurred as an unwanted aspect of the process. Physical or mental notes were made 

of these reflections as they occurred wherever possible, and due consideration was 

taken of these when the main interviews were later transcribed and the identity 

tracking was undertaken. 
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There are 3 reasons for considering first-person reports such as interviews as 

legitimate sources of background material for this thesis (Amabile 1983b: 6): 

1. main focus of research is not directed at introspections about thinking 

processes but on a report of the social factors that impinge on creative employees and 

the apparent or less apparent stimulation or inhibition on their work and the potential 

impact on the corporate brand. 

2. the sources are only used to create themes about social factors, and not as 

tests of hypotheses. 

3. although some interviewee reports may be idiosyncratic, if certain factors are 

repeatedly cited as important by creative employees, it is likely that a real 

phenomenon is being identified. 

4.7.4 Specific approaches built into the interview phases 

The exploratory interviews were started by outlining the broad interest of the project, 

followed by asking the informant what questions they thought should be asked 

(Bryman 1988). 

Backing this up, wherever needed, the researcher used a topic list (as an aide memoir 

- see Appendix 5) rather than structured or semi structured questions in an effort to 

ensure it was the members' own identity positions, frames, and terms of reference 

that were given space to feed through, rather than set questions, where the 

interviewer's identity or frames and terms were forced or encouraged onto the 

interviewee (Bryman 1988). General guidelines included questions such as "tell me 

what you think about", and '"based on your own experience here" as an aid to get 

respondents to answer in terms of what was important for them rather than that of the 

interviewer. 

Answers to these topics and questions were then compared and concepts that evolved 

then formed the basis for further data gathering in later phases of the data collection 
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as already outlined, but in a manner that was designed to leave room for other 

answers and concepts to emerge (Strauss & Corbin 1998). 

Approaching the field without prior knowledge of the literature or the industries 

being studied may be seen by some methodological approaches as rather naIve. 

However it is to some extent that naivety that an inductive approach seeks. From a 

practitioners point of view this approach can also be seen to provide benefits, as one 

senior interviewee stated during an interview collected for this thesis: 

" no I think it is quite interesting that you approach your research from a what you 

might call a naive standpoint about the business because you don't come with any 

baggage about how you think it might be being done, becoming and say well I 

haven't a clue so that's actually quite good because the conclusion that you will draw 

will be very valuable" (Architect director - A). 

4.7.5 Observations and opportunistic aspects 

Using a reflexive approach, it was apparent that there was also a need to be 

opportunistic, rather than simply relying on the pre-planned aspects of the research in 

the field, thus making the most of extra empirical material collection possibilities, in 

an emergent manner and as such opportunities may arise. In particular during the 

second phase, access was sought and gained for observation in between interviews 

whilst being in the offices and workplaces. These aspects were included to allow for 

the observation of the dynamics in the process in real time rather than purely relying 

on static accounts from the interviews (Bryman 1988). In addition, the observations 

brought up leads worth following up, such as additional interviews, and, perhaps 

more importantly, helped to give the researcher a feel for the situation, organisational 

climate and context. This is similar to the 'evolved' approach used by Bresnen 

(1985), although to a much smaller scale. 

Observation was also used in each of the first two data collection phases wherever 

possible, as a compliment to the interviews also conducted during that period, to help 
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add alternative perspectives and to help any interpretations to emerge in a reflexive 

manner. This allowed the researcher to note extra information as relevant to the 

study. For example observations and notes were taken relating to the way that 

employees often talked to each other about both their own organisation and their 

clients and ongoing projects. Other observations included the way that employees 

spoke with clients on the phone during calls to and from the office. Strauss (1987) 

has termed this type of research activity as 'hanging around and listening in' 

(Anderson-Gough, Grey & Robson 2000: 1154). 

4.7.6 Transcription 

Some authors, especially within grounded theory, have recommended that interviews 

are not recorded to ensure the interviewee feels more relaxed, potentially leading to 

increased candidacy (Glaser & Strauss 1967). However relying on the making of 

records during the interviews may also create an unnecessary and dangerous 

distraction to the matter at hand. In addition some researchers advocate transcripts 

being prepared by a professional typist using a transcribing tape recorder, due to 

concerns to investigators whom undertake self transcribing possibly inviting 

frustration and an early familiarity with the data that does not serve the later process 

of analysis (McCracken 1988). However, getting others such as secretaries or 

research assistants to transcribe when not involved with the collection of the original 

interviews may lead to doubts regarding the accuracy of such material for later 

analysis. Patton (2002) has cited an example of transcribers at one university who 

estimated that 20 per cent of the tapes given to them "were so badly recorded as to be 

impossible to transcribe accurately - or at all" (Patton 2002: 380). Third party 

transcription of this kind has often lead to three problems as outlined below by 

Buchanan et al (Buchanan, Boddy & McCalman 1985): 

1. Someone unrelated directly to the research is involved, and the recordings 

may be seen as boring, leading to possible opportunities for error due to loss 

of concentration. 
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2. If the sound quality is poor (perhaps due to background nOIse not 

immediately obvious at the interview site), it may be difficult to transcribe 

correctly, and transcribers may not realise they have in fact introduced an 

error. 

3. When transcribing, it is best if the language used (acronyms and jargon such 

as used in business and academia) are fully understood. 

In an attempt to limit possible misunderstandings, errors of fact, omISSIons or 

interpretation as outlined above, the full verbatim transcription was undertaken by 

the author of this thesis with no third party assistance. 

The transcription process consumed approximately 8 working weeks to create in full 

with approximately 210,000 words generated in total from across the three case 

studies, plus additional content generated by the reflective diaries and client key 

theme transcriptions. These were detailed transcriptions complete with word repeats, 

mistakes, gaps of silence, interviewer/interviewee overlaps, and other aspects for the 

transcription, rather than sanitised, shortened, hurried or third party transcribed 

versions as sometimes condoned or used by other research methods. Thus 

transcriptions were not tidied up in any way during the transcription, nor were they 

transcribed away from their context by someone not actually present and asking 

questions at the interview. Although extremely time consuming to conduct the 

transcriptions personally and in such a detailed manner, it is argued that the data can 

thus be presented for analysis based on as accurate an original transcription as 

humanly possible, as is required for the appropriate later use of analysis of that 

material based on inductively generated concept creation as shortly discussed. 

The full transcription process was not treated as mere technical detail that simply had 

to be meticulously conducted prior to the analysis phase beginning, but was 

understood as part of the overall analysis process itself. For example the process 

leading to the production of the transcripts meant that close and repeated listening to 

the data was already being undertaken, and interpretation of the material had already 
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begun, and the researchers awareness of the interview texts was greatly enhanced as 

a result even before any coding or node creation was subsequently started. 

4.7.7 Computerised Qualitative Data Analysis Programs (QDA's) 

Once transcribed the interview transcripts were transferred into computer software 

for text storage and as an aid to (not replacement for) the analysis of the data as 

discussed more fully later in this thesis. 

The use of Qualitative Data Analysis (QDA's) programs are helpful whenever data 

is important, and if correctly used help to make the research easier and better. QDA's 

generally allow the researcher to quickly retrieve data which has been coded. 

According to Miller & Dingwall (1997), QDA's allow the researchers to apply types 

of analysis (even quantitative), which before their introduction, were not possible 

with text, conversational and interview data. 

The use of a QDA is no substitute for good methodology or the development of good 

theoretical insight, "its contribution is not to think, but to keep data and their contexts 

close at hand as we think" (Miller & Dingwall 1997: 96). Computer aided analysis 

software is no substitute for hard thinking about the meaning of the data (Silverman 

2000). 

It was important when selecting the QDA to use for this thesis, to approach it 

strategically, matching the needs and type of data-management with the strengths of 

the available programs. These needs and type issues will come from the research 

questions, and the logical identification of the type of data sought to help with the 

development of ideas (Durkin 1997; Miller & Dingwall 1997). 

Careful consideration was given for the selection of the specific software to be used 

after looking at the strengths and weaknesses for all the major programs as well as 

some less well known software available on the market at the time prior to the 

analysis. Atlas-ti and NVivo for example were both identified as programs more 
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attuned to content data coding purposes and NVivo was eventually selected. Another 

QDA program was also selected and used alongside NVivo, namely a less well 

known package called C-I-Said. C-I-Said does not primarily fall into the same 

category of program as Atlas-ti or NVivo. C-I-Said originated from a need for a 

program within the psychological and therapeutic fields, where it is used an aid to 

working closer with transcribed data whilst also attempting as much as possible not 

to move away from the transcribed data's original source (the actual interview 

episode via the recording). The program actively tries to avoid the stripping 

associated with other programs by linking tightly throughout with the original 

recorded interview and sound file - paragraph by paragraph, sentence by sentence 

if/as needed. 1 This allows the researcher to remain close to the original data in the 

form of linked sound files and sub-segments of transcribed text, thus further helping 

with overall reflexivity and context. Discourse analysis, coding and thematic network 

analysis, as described later in this chapter, were then used as the main 

methodological aids in the analysis of the collected and transcribed data. 

4.7.8 Coding and thematic discourse analysis 

The interpretative nature of discourse analysis means that the researcher does not 

seek to exhaust categories as may occur within theoretical saturation such as for 

example with grounded theory, but is a way to initially generate categories through 

the way individuals use language. Thus the end point does not come through a 

saturation point, but because it is judged that there is sufficient data for the making 

and justification of an interesting argument as presented later in this thesis (Wood & 

Kroger 2000; Phillips & Hardy 2002). The overall aim of using discourse analysis is 

I Underlying the development ofC-I-SAID is the recognition that the investigator who studies 
complex data based upon interviews or dialogues is, as the investigation progresses, often increasingly 
divorced from their source data. The source data is likely to be video or sound but they may find 
themselves only studying one component, often a transcription, without reference to the speech from 
which the document was made. They may find themselves moving away, even from the transcription, 
if they resort to numerical analysis in order to capture complex underlying patterns. Statistical 
packages separate the source data from the coded data which they analyse ~nd thus the li~k between 
the results and the original data often feels tenuous. C-I-SAID has been deSigned to proVide methods 
which allow the investigator to use the tools of both qualitative and if required quantitative analysis, 
whilst retaining the links to the source data. (Source: http://www.code-a-text.co.uk, 2001). 
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to identify 'some of the multiple meanings which may be assigned to texts. Thus 

more systematic labour saving forms of analysis are counter productive for discourse 

analysis, as these lead to a rapid consolidation of categories, such as content analysis 

using statistical word counts. 

Taking the discussion above into consideration, in the first stage of the analysis, the 

data produced from transcription was broadly coded both factually and heuristically. 

Heuristic codes were used to reflect the author's own theoretical concepts relating to 

various segments, and factual content was also included to highlight specific aspects 

relating to that piece of text (Silverman 2000). Initially, the transcribed material for 

this thesis was read through manually to identify and gain an understanding of the 

general thematic structure. The manually identified themes from this stage were 

transferred across to white boards to help gain an overall view of the data. Following 

this, and using the capabilities within the software previously mentioned, the 

transcribed interviews were coded to produce inductively generated concepts leading 

eventually to key themes. An overview of the coding process is indicated in Figure 

4.3 below. This process is discussed in more detail with examples within Chapter 5. 

Figure 4.3 Coding process during inductive analysis 

Initial read Identify Label the Reduce Create a 

through text specific segments of overlap and model 

data segments of information redundancy incorporating 

information to create among the most 

categories categories important 

categories 

~ 

Many pages Many 30-40 15-20 3-8 categories 

of text segments of categories categories 

text 

Source: Thomas (2003: 6) as originally adapted from Creswell (2002) 
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Hence codes for this thesis as presented within Chapter 5 were created "up" from the 

data early in the coding process, as ideas emerged from the data, rather than "down" 

from prior ideas, project designs or theories (QSR 2001: 58, 59). 

The next stage was the use of thematic network analysis. Thematic analysis can be 

categorised into 'fonn-oriented' analysis involving routine word counts and 

'meaning-oriented' analysis focusing on underlying themes in the texts (Smith & 

Taffler 2000: 627). This thesis has adopted the meaning orientation. 

To help systematise the extraction of the themes from the material, a thematic 

network approach was introduced working at the following three levels (Attride

Stirling 2001) : 

1. lowest -order premises evident in the text (categories or sub themes) 

2. categories of basic themes grouped together to summarise more abstract principles 

(organizing themes) 

3. super-ordinate themes encapsulating the principal metaphors in the text as a whole 

(global themes) 

These steps taken above are further outlined with reference to Figure 4.4 below, 

starting with the transcription of the texts through to the comparative analysis of the 

themes identified. 
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Figure 4.4 Coding process: from interview transcripts to thematically 

structured and ordered text segments 

................ _._--------
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a systen1 of thcl11.atic categories 
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CI..)JTIpilation and interpretation 
of all text segITlcnts with the 
saIne code (analysis of thenlcs) 

Analysis of relationships between codes 
(colTIparative analysis of themes) 

Source: Kuckartz (1995: 160) 

The process ultimately led to the initial creation of 262 codes from within the corpus 

of the material that had been collected as presented within Appendix 6. The more 

significantly occurring of those codes, i.e. those that appeared as a common code in a 

minimum of four or more individual interviews, were selected for further anlaysis 

and discussion. This selection process led to 58 codes being selected for further 

consideration out of the original 262 identified. The 58 codes were then structured 

into thematic network maps within Chapter 5 by basic themes and organising themes 

in a manner similar to Figure 4.5 below. Basic themes were those derived from the 

data as the most lower-order or backing statements which on their own say little 

about the text on the whole, but when read within the context of other basic themes 

represent an organising theme. Thus an organising theme is a middle-order or higher 

order theme that collects and organises basic themes into groups or clusters of similar 

issues for presentation as more main ideas. By taking these organising themes 

together a global theme can be constituted, which ultimately encompasses the 

principal metaphors found in and supported by the corpus of the collected data. Thus 

a thematic network is created by using the basic themes as the starting point and 

working inwards toward a global theme through organising themes (Attride-Stirling 
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2001). An overview of the general thematic discourse analysis process that has been 

applied is further outlined by Figure 4.6. 

Chapter 5 (analysis and synthesis of data) will further outline in some detail the 

rigorous analytical technique used for the coding and creation of the themes 

including examples of the process in action, before moving on to present the 

findings. 

Figure 4.5 Structure of a thematic network 
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Figure 4.6 Steps in analyses employing thematic networks 

Analysis stage A : Reduction or breakdown of text 

Step 1. Code material 

(a) Devise a coding framework (inductively or deductively) 

(b) Dissect text into text segments using the coding framework 

(c) Conduct inter reliability coding checks through independent judges 

Step 2. Identify themes 

(a) Abstract themes from coded text segments 

(b) Refine themes 

Step 3. Construct thematic networks 

(a) Arrange themes 

(b) Select basic themes 

(c) Rearrange into organizing themes 

(d) Deduce global theme(s) 

(e) Illustrate as thematic network(s) 

(f) Verify and refine networks(s) 

Analysis stage B: Exploration of text 

Step 4. Describe and explore thematic networks 

(a) Describe the network 

(b) Explore the network 

Step 5. Summarize thematic network 

Analysis stage C: Integration of exploration 

Step 6. Interpret patterns 

Source : Adapted from Attride-Stirling (2001: 391) 
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4.7.9 Coding reliability checks 

As already highlighted, this research IS interpretive In approach and therefore 

credibility is preferred over any measure of reliability. However it was felt to be 

prudent to ask a minimum of two qualified research academics to check and judge 

the relevance of the selected codes as discussed in this thesis, upon which the 

interpretations have been based. Both coders are experienced academic researchers at 

Doctoral or post Doctoral levels, from within the fields of marketing or 

anthropology. Both were versed with qualitative methods in their own previous 

research. Each were separately given the descriptions of the sub categories (sub 

themes) as discussed elsewhere in this thesis for checking within the data. Each 

judge worked independently and at different times from the other but using the same 

data and software, with no discussion or contact between the two at any time. 

Discussions were held with each coder regarding the descriptions to check for 

understanding. In addition, a trial run was made using one interview by each of the 

coders to allow them to get used to the software described below. As NVivo (version 

2) does not allow for inter-reliability checks to be conducted from within the 

programme, an alternative was introduced at this stage, namely 'QDA Miner' from 

Provalis Software (Provalis 2004). Within the programme, the inter-coders 

agreement tool was used to compare the consistency of coding between the two 

coders based on each coding the same 20% sample of transcribed interviews from 

across the case studies. 

The simplest measure of agreement often used is the proportion of concordant 

codings and locations within the data out of the total number of co dings made 

between the two judges. Because of its simplicity, this is an approach often used in 

qualitative research to check for inter-coder reliability. In other words, if the coders 

agree 80% of the time then the result is a coding accordance of 80%. Unfortunately, 

it has also been highlighted that this commonly used measure often yields spuriously 

high values because it does not take into account chance agreements that occur from 

guessing by judges (cf Krippendorff 2004). Several adjustment techniques have been 

proposed in the literature to correct for the chance factor. One of these, namely "free 
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marginal adjustment' was therefore selected and used for this thesis. This adjustment 

assumes that all categories on a given scale have equal probability of being observed 

and therefore takes this into account when producing the fmal percentage of 

agreement between the coders (Provalis 2004). Within qualitative research, coding 

agreement levels of 900/0 or greater is seen as being very sound. However, with 

exploratory research as is the nature of this thesis, where the codes were inductively 

generated along with their descriptions, and not taken from pre-existing literature or 

hypothesis, a lower figure of greater than 70% is normally acceptable. In addition, in 

relation to the free marginal figure, a figure of greater than 0.7 is seen as significant 

for such research. The inter-reliability reliability rating outcomes for this thesis 

following the above procedure (see Appendix 4), led to agreement of 86.4% using a 

simple percentage rating, and 0.73 using the adjusted free marginal calculation. Both 

of these figures are greater than the minimums required as stated, and the codes as 

presented to the judges and inductively created within this thesis are therefore 

deemed to be reliable. Figure 4.7 illustrates the software during one of the coding 

checks. 

Figure 4.7 Screen illustration of QDA Miner during coder inter reliability 

checks 
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4.8 Ethical considerations 

Each of the three case study organisations were made aware from outset of the broad 

topic and nature of this research. As this thesis investigates live business-to-business 

relationships, and for further reasons of commercial sensitivity, each of the three case 

study organisations have requested to be reported anonymously within the body of 

this thesis. 

Each individual had volunteered to sit the interview and to allow the interview to be 

recorded and transcribed for research purposes. In addition each individual was 

assured that generic names would be used so that no one individual or their 

comments could be easily identified. 

Observations made in between interviews were within the normal open confines of 

the organisations office environment and were not undertaken during commercially 

sensitive times or within restricted areas. 

4.9 Research limitations 

The inductive approach outlined within this chapter has meant that much of the 

researchers experience was built up as the methodology and analysis actually 

evolved, rather than approaching the data and study as an 'a priori' expert in the 

techniques to be used. This has meant that a major learning process had to be 

undertaken with many false starts and blind alleys before the methodological 

approach was eventually selected and used correctly. In addition, for a large part of 

this research project, ambiguity had to be faced over the exact direction and likely 

outcome as is often typical in the nature of such qualitative work. Thus, due to the 

non expert status of the researcher at the outset of this project, and the inherent 

ambiguity, a significant portion of time was taken as various courses were 

undertaken and qualitative techniques were explored, as potential possibilities to 

underpin the thesis during the early years of this project. Whilst a great deal was 

learned about various methodological techniques and their advantages and 

limitations, as well as the researchers own limitations, there is little doubt that the 
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time could have been more efficiently used, had the researcher been appropriately 

experienced from outset. 

This research is based on three case study organisations located in London. As seen 

later within Chapter 6, this research could therefore be extended out to a wider 

selection of creative organisations than has been included here. In addition, as the 

research was wholly located within the United Kingdom, research which is more 

internationally focused would help to uncover any similarities and differences in the 

findings due to cultural differences than this study has been able to address. 

Due to problems with gaInIng appropriate access to live and ongoIng client 

relationships, as well as the normal time limitations set for the completion of a thesis, 

the research presented here is limited in the actual number of clients selected and 

included for discussion. The client perspective of the relationship is therefore limited. 

Future research could extend out to more clients if suitable access was allowed and 

more time available, to enrich this aspect of the research. 

4.10 Chapter summary 

The aim of this chapter was to outline and justify the methodological approach 

selected and used for this thesis project. This chapter began with an overview of the 

thesis research activity followed by a presentation of the line of argument and 

reasoning upon which this research project was set, and thus the specific research 

perspective that was taken. This included a consideration of the ontological and 

epistemological underpinnings for the thesis, as well as a justification and 

clarification of the method/s selected for the collection and analysis of the project 

material. Following this, specific issues and activities which formed part of the 

overall process were discussed. The overall research path as presented within this 

chapter has been summarised within Figure 4.8 below. The next Chapter will present 

the inductive and empirically based research as collected and analysed according to 

the above methodology. 
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Figure 4.8 Summary of selected research path for thesis 
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Chapter 5 : Analysis and synthesis of data 

5.1 Introduction, chapter structure and objectives 

This chapter will present the inductive and empirically based research findings, 

grounded in collected evidence from three case studies plus a number of their clients. 

The analysis of creativity and corporate branding in this context offers scope for rich 

qualitative data to develop research and questions that differ from those addressed in 

most of the traditional literature (Kazanjian, Drazin & Glynn 2000). 

The use of a qualitative and inductive approach to the data as contained in this 

chapter has been discussed and justified within Chapter 4, but to summarise, it is 

seen as relevant here because (Kazanjian, Drazin & Glynn 2000) : 

a) the research is interested in looking at the individuals engagement in creativity, 

therefore it is important to understand the process phenomenologically and from the 

respondents' perspective 

b) an in depth qualitative methodology is more effective than surveys for 

investigating sensitive or less transparent/intangible phenomenon's such as creativity 

and corporate branding 

c) the research is concerned with key theme identification and theory 

enhancement/development than testing existing theory through hypothesis 

F our main themes emerged from the data based upon a larger number of sub themes 

and these findings are discussed at length later in this chapter. 

To protect their identity as already discussed within Chapter 4 (section 4.8), the 

company names have been suppressed and replaced with generic terms of either 

Branding, Architects or Designers (indicated within brackets). In addition, the 
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relevant level of the individual has been presented, but no personal identification has 

been included. 

Throughout this chapter, the term 'creatives' can be determined to mean owners or 

employees who work within a creativity based organisation, and whom are directly 

responsible in some way for producing creative processes and/or outcomes. The rest 

of this chapter is divided into several sections as follows: 

5.2 The process of data analysis 

5.2.1 Macro level analysis 

5.2.2 Micro level analysis 

5.2.3 Analytical technique for synthesis of data 

5.2.4 Analytical example 

5.3 Thematic analysis 

5.3.1 Themes 

5.3.1.1 Identification 

5.3.1.2 Development 

5.3.1.3 Internal rewards 

5.3.1.4 Brand evolution 

5.4 Client findings 

5.5 Chapter summary 
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5.2 The process of data analysis 

This section and subsections focus upon the analytical process and techniques used 

to inductively generate categories from the data. Representative examples of this 

process using some of the inductively created categories are also presented. 

5.2.1 Macro level analysis 

After verbatim transcription as discussed within Chapter 4 (subsection 4.7.6.), the 

material was systematically read and reoccurring themes were gathered and noted on 

large white boards. This allowed an initial insight into the data to be taken from a 

macro perspective. 

After this initial orientation stage, the transcripts were imported into CI-Said, as also 

discussed within Chapter 4 (subsection 4.7.7). Here the interview transcripts were 

manually hyperlinked to each discourse segment within the original interview audio 

file. Access was therefore provided to both the text of the transcript and the audio 

excerpt of the discussion for each particular segment. This helped to facilitate 

continual closeness to the context of the original data (recorded interview). 

Once each transcript had been hyperlinked to the original sound file, the transcripts 

were reread, with further aspects of interest drawn out of the material to help with the 

topic guides for later interviews. Figure 5.1 provides an illustrative screen shot of CI

Said during the initial analysis of an earlier thesis interview. 
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Figure 5.1 CI-Said software used for administration of early interview analysis 
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After the macro level analysis had been completed and further interviews conducted 

and transcribed, all transcripts were imported into the software package known as 

QSR NVivo. This software offered more advanced administration aids for analysis 

than CI-Said, such as detailed coding and node creation tools (nodes are locations on 

the computer for storing the category and any links to material coded as relating to 

that category). This allowed for detailed exploration of the themes identified earlier 

via the white boards and CI -Said, alongside the uncovering of additional ideas and 

themes. In this way, all of the interview transcripts where consequently 'micro 

analysed' (Strauss & Corbin 1998: 57) by scrutinising them line by line, while 

inductively developing and applying analytical level codes and associated theoretical 

memos to represent identified categories, patterns and themes along the way 

(Richards 2005). An example excerpt from one of the interviews showing the initial 

analytical coding as applied alongside the transcript, has been provided in Figure 5.2 

below. 



Figure 5.2 Excerpt of a coded thesis transcript within QSR NVivo 
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~I 
Richard 

Richard . wen N evil1e will off described to you how the three of us worked together at United 
Distillers umm where I was basically the market development and consumer planning director .. 
Michael and Neville were part of my .. my team.. we were doing a lot ofintemal consultancy work.. 
we fe~ there was a need for thaI. that kind of consultancy .. the merger happened between Grand 
Met and Guirmess umm we were involved at senior level as makmg that inle~ation happen didn't like 
the look off what we saw anyway .. so actually what .. from the point that merger was announced we 
~aw sort off opportunities for jumping into the outside world umm basically at that that. what we .. I 
think why we wanted to do that ~ we saw a opportunity for that sort of work that we had been doing 
inside UD to have external use .. usefulness .. utility .. second we liked working together as err a ~oup 
of people I mean we were part of a btgger team umm we were like-minded really . different minds 
but like minds in many ways and so we kind of saw rt as a brt of a quest if you like so you know bring 
more thoughtful strategy to the outside world umm where we see rt heading we always said from the 
earliest days ~ we want rt to ~ow to something of some size and stature .. we arbitrarily picked a 
seven year time horizon err and said that by that stage we would aim to be about fifty people strong 
and about seven and a half' ... '; worth of tum overumm we have since .. we we've been 
working on or in (emphas~) for JUS! over two years .. from the very earliest days we continued to 
agonize about what it ~ that we really deliver .. now we know ~s good but defining d and putting rt in 
a box as clients want you to ~ kind of difficult and of course the latest challenge has been you know .. 
new people coming on board .. there ~ now eight off us err some off them were wen known to us in 
pre~ous incarnation's but mcreasingly there will be people we don't know so getting the right people 
in a service setllng IS absoh1te~ key and a b~ challenge to us .. we will do just short off a milhon 
pounds in this our second year . our financial year will end in the end ofJune so we are ~owing and 

so far it ~ going well 

Me: how do you get most of your umm business if you like .. ~ rt .. ~ rt umm word-of-mouth ~ it 
repeat business .. 

Richard: yea it has been .. it has been networked .. networked umm and most .. what we have done ~ 
we have been very good atlockmg into the individual chents and establishing ongoing re1ationsrnps 
with them so we have ba~cally eight core clients now umm now those have come from a variety of 
sources but most of them are networking sources in some shape or form so we have one you know 
new business for example rt ~ a competitive pitch but our right to be in that pitch has a networked 
right if you like m a referral we haven't used broadcasting methods at ~ stage .. we haven't been 
running the conference circuits sort off thing d'S been through people knowing us .. knowing what we 

do elT and basically referring in some shape or form 

Me: and once you have started the re1ationsrnp 0[ . Neville was saying that err they tend to grow 
once you .. once you start your consulting with the org~ation rt tends to ~ow the SlZf of the project 

Richard yea I think typiCally we go into a client and we undertake a twenty thousand pounds project 
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These codes and their associated notes are similar to ' open codes ' and theoretical 

memos' found within grounded theory (Strauss & Corbin 1998). Figure 5.3 visuall 

outlines this general coding process. 

Figure 5.3 Network of linkages between text segments, codes, memos and data 
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The coded categories (and their associated memos) were saved within NVivo at 

various nodes. These nodes were later re-ordered, merged and edited in a number of 

ways to help visualise and locate the analytical themes and concepts within the data 

as discussed shortly. By the end of the initial coding process, 262 inductively 

generated and coded categories had been created from the corpus of text over a 

period of several months. These have been outlined within Appendix 6, ranked by 

the number of times identified within the data, and spread across the number of 

interviews. Some of these appeared as little as once within only one interview. 

However, as discussed below, other coded categories were far more common and 

frequent, indicating a possible link to noteworthy phenomena existing within the 

data. 
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5.2.3 Analytical technique for synthesis of data 

At the end of the micro level analysis outlined above, NVivo's search facility was 

used to undertake content analysis of the data to investigate how frequently the codes 

appeared within the data. Fifty eight of the original 262 codes were found to be 

apparent within a minimum of 4 or more interviews. These were deemed by the 

analyst as frequent enough to warrant inclusion for further investigation. The 58 

selected codes are indicated within Figure 5.4 below, ranked by the number of times 

occurring within the data and the number of interviews. 

NVivo was next instructed to create individual coding reports, pulling together the 

relevant passages of coded textual discourse passages relating to each of these 

categories from across the body of original interviews. By using NVivo to administer 

this process, the specific coded passages of discourse for each category could be 

quickly identified via hyperlinks back to the original interview transcript. In addition, 

where needed, the researcher also used CI-Said to move to the identified segment of 

text to allow an instant repeat of the audio captured within the original interview for 

that exact segment. In this way, the researcher remained close to the original source 

of the data throughout all stages of the analysis in order to set the textual excerpts 

within their original context (original interview), despite the more remote coding 

steps being undertaken. This aided the reflexive aspects of the research. 

Once generated, each coding report was carefully read through to identify any new 

meanings or interpretations for the category, aspects which were perhaps not 

previously evident when the coded excerpts had been dispersed. 
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Figure 5.4 Common codes (nodes) identified within 4 or more interview transcripts 
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1, client pressure 
2, brand external to 
client 
3, brand identity 
4, learning curve 
5, employee growth 
6, creativity as reward 
7, identifying with 
projects 
8, creative restraint 
9, relationship as a 
Journey 
10, challenge as 
reward 
11 , relationship 
breakdown 
12, previous life 
13, symbolic rewards 
14, individual 
identification 
15, sponge for 
knowledge 
16, expert egos 
17, employee growth 
liberation 
18, client shou ld fall in 
line 
19, brands as 
individuals externally 
20, organ isational 
commonality 
21 growth 
22, standing up to 
client 
23, employee leaving 
24, identification 
through design 
25, employee growth 
restraint 
26, communication 
problems 
27, client creativity 
28, appreciation as 
reward 
29 brand flexible to 
client 
30 team commitment 

Paras Interviews 

200 15 31 , creativity to 
restraints 

134 13 32. peer rewards 

115 13 33, client involved in 

381 12 reward 

237 10 34. differing 

249 9 
perspectives 
35. reward damage by 

221 9 
client 

205 9 
36, brand evolving 
37. creative ego 

100 9 38, organisational 
loyalty 

167 9 39. identifying with 
clients 

59 9 40, employee structure 

63 9 and feedback 

237 8 
41 , clients as suits 
42. individualism 

119 8 43, clients via 
knowledge of prior 

97 8 project work 

84 8 
44 , levels of 
identification 

203 7 45, creatives hidden 
from rewards 

123 7 46, recruitment 
approach 

60 7 47, trust as reward 
48. brand comfort zone 

36 7 49, brand translation to 

30 7 client 
50, relationship 

23 7 
279 6 

between guiding 
coalition 
51 . emotional 

, 

265 6 
commitment 
52. clients via past 

249 6 53, creating the 
organisation 

104 6 54, size impact 

87 6 55 education process 
56 , expert reassurance 

84 6 57 organisational 
commitment 

45 6 58 technology Impact 

23 6 

Paras fnten iews 

166 5 
112 5 

102 5 

86 5 

74 5 
71 5 
66 5 

42 5 

37 5 

32 5 
25 5 
25 5 

20 5 

187 4 

61 4 

47 4 
43 4 
38 4 

29 4 

28 4 

28 4 
21 4 

21 4 
78 4 
54 4 
12 4 

12 4 
22 4 



As coding proceeded, notes were made within memos for each category (Glaser & 

Strauss 1967; Miles & Huberman 1984). It was important to remember that memoing 

in this way should allow complete creative freedom and not be overly concerned 

with format and style, so as to allow ideas to be initially formulated. To help with 

this process, analytical questions were also asked of the data such as: where was this 

phrase apparent in the rest of the transcripts; what was happening in that situation; 

what might that mean. The next stage investigated any consequences of the coded 

text i.e. when that particular discourse is used what effects may it have. Finally the 

impact on an interaction or action level was identified where apparent i.e. a 

consideration of what this discourse may mean for the way people interact or react 

(Richards 2005). 

As the review of the 58 reports continued, it was also noted that many of the 

categories linked or had some form of relationship to other categories. In other 

words, they were seen by the analyst as categories that had a 'similarity' to other 

categories (Richards 2005). Where this was discovered, comments were made 

within each of the relative categories memo, and the relevant categories were 

clustered visually together using NVivo' s modelling tool (positioning of nodes on 

free standing or interconnected visual maps). Here the clusters of categories around 

organising themes or phenomena (constructs) meant "looking for repeated patterns of 

happenings, events, or actions/interactions that represent what people do or say, 

alone or together, in response to the problems and situations in which they find 

themselves" (Strauss & Corbin 1998: 130). This process was a form of abstraction, 

which built upon the earlier coding categorisation, but moves beyond the 

identification of patterns in the data by collapsing the empirically generated 

categories into higher-order conceptual constructs (Spiggle 1994). 

This process continued using the software's inbuilt modelling facility to help 

visualise the process at each stage, while still allowing the researcher to link through 

to the original discourse underpinning the grouping and construct development when 

necessary. This approach is similar to that of 'axial coding' within grounded theory, 

where categories are related to other categories creating higher order categories along 

the lines of their properties and dimensions. As seen shortly, although the discourse 
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and text provided clues about how the categories related, it is important to note that 

the linkages and sorting leading to the creation of higher order constructs occurred 

not at a descriptive level but at the conceptual level, and were made by the researcher 

and not the software (Richards 2005). Hence the aim of coding in this manner was to 

"look for answers to questions such as why or how come, where, when, how, 

and with what results, and in so doing uncover relationships among 

categories. Answering these questions helps us to contextualize a 

phenomenon, that is, to locate it within a conditional structure and identify 

the 'how' or the means through which a category is manifested" (Strauss & 

Corbin 1998: 127). 

The general stages to the analysis are outlined below within Figure 5.5. as presented 

by McCracken (1988: 42) : 

• Within stage 1, after transcription, the individual utterances where judged 

(coded) with little concern for their relationship to other aspects of the text. 

During this stage the researcher is mainly interested in the "intensive relations 

of the utterances and the meanings contained within its range of implications .. 

no attention should be paid to the utterance's 'extensive' relations" 

(McCracken 1988: 44). This is similar to an archaeologist, sorting material of 

importance from that less important without concern for how that material 

will be assembled later. 

• Within stage 2, the observations created within stage 1 are developed and 

expanded within themselves, according to the evidence within the transcript, 

and then according to the previous literature which may be read and 

introduced at this point for comparison. 

• Stage 3 examines the interconnections created within stage 2, with the focus 

shifting away from the transcripts towards the observations of the transcripts 

themselves. 



• Stage 4 takes the observations and expanded observations of the previous 

stages and subjects them in a collective form to collective scrutiny to identify 

themes. 

• The final stage takes the themes as they appear in the interviews overall and 

applies a final process to outline the theory maintained in the overall 

argument. 

Figure 5.5 General stages of analysis 
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Source: McCracken (1988: 43) 

5.2.4 Analytical example 

Against the analytical outline discussed within the prevIOUS subsections the 

generation of open codes, memos, categories, sub themes and organising themes for 

this thesis, can now be explained, by referring to a number of examples taken from 

the analysis and presented below. 
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5.2.4.1 Inductive process 

As coding progressed, segments of discourse were initially identified and coded 

inductively, along with the creation of their associated theoretical memos. An 

example of this process is given within Table 5.1 and 5.2 below. As additional 

segments of discourse were identified relating to the two example codes, they were 

also coded appropriately. Often these additional segments added richness to the 

existing code memos (theoretical memos) which were updated to reflect this 

richness, such as the addition of behavioural properties or conditional properties. 

Thus, by finding additional excerpts of text fitting these codes and constantly 

comparing the excerpts as they grew within the coding reports generated by NVivo, 

it was possible to see any similarities and differences. This constant cross 

comparison of data also helped to add conjecture to the theoretical memos which was 

often missing from the earlier versions of the memos. On some occasions the 

conjecture led to new codes being created to match newly identified phenomena not 

adequately captured by the existing codes. As new codes were created, or existing 

codes were significantly updated, the original transcripts were revisited and recoded 

as required. It was thus important to constantly compare the excerpts of discourse 

linked to a specific code category as soon as any new excerpts had been coded. This 

helped to reduce the amount of data for recoding each time the memo has been 

updated or a fresh code and memo created. 
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Table 5.1 Example of open coding and category theoretical memo 

Source of data : Early interview with design supervisor (Design agency) 

When I first started here ... looking at other companies' work and thinking ah you 
know actually they are pushing it on. .. and so you are always going to develop and 
grow ... and like I said I think it is about a sense of thinking you are always 
progressing or learning something new ... there is no point in sort of staying 
somewhere where you are not getting something out of it umm which is what led me 
to move on both times 

From this except an open code was drawn and created termed employee growth. 

Explanation of code: Refers to the need to develop and grow as a result of the 
working experience. Lack of growth opportunity often led to a search for a new 
organisation if not resolved. 

Indicator: External challenges and learning opportunities are strong motivators for 
remaining in any particular creative organisational environment. 

Table 5.2 Example of open coding and category theoretical memo 

Source of data: Interview with junior designer - B (Design agency) 

I remember saying I will work there for nothing to get a job there and I was really 
happy to ... you know in the first year ... year and a half... two years salary... they 
could have paid me you know... nine grand a year or whatever it wouldn't 
mattered... it was the skills sets that I was being given access to... Simon, Sean, 
Mason and Tim you know... that was worth 300 times what I was being paid 
obviously... it's a collection of knowledge ... pure knowledge that is all you are 
interested in. .. 

From this excerpt an open code was drawn and created termed sponge (or 
know/edge. 

Explanation of code: Refers to the need of employees (often junior) to soak up as 
much knowledge about the creative process as possible from other perceived experts 
around them. This is a priority over financial or other compensation during this 

period. 

Indicator: Access to respected and experienced managers is sought for gaining 
knowledge which is seen as a major motivator. 
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In addition, as the theoretical memos were created, a constant comparison was made 

to other memos and where appropriate, new categories and memos were created from 

these memo comparisons. This approach has been termed 'coding on' to new 

categories by calling on the existing categories and their memos (Richards 2005). For 

example, by making a memo comparison between the two categories outlined above 

in Tables 5.1 and 5.2 (employee growth and sponge for knowledge), it was noted 

that they were similar in some ways and that a dynamic aspect of these two 

categories was apparent but not adequately captured by these categories individually. 

Therefore a new category was created based on these two subcategories, which 

highlighted this dynamic aspect. This new category was termed the learning curve. 

Once this had been created, linking on a conceptual level to the original categories, 

the beginning of a cluster of sub themes (located as nodes within software) were set 

relating to the organising theme which encapsulated the main aspects of these 

categories which was termed 'Development'. After comparison of all other existing 

categories with the newly created organising theme, a number of additional 

categories were identified as also appropriate to group under the new organising 

theme, as presented for example within Figure 5.6 below (discussed in full within 

section 5.3.1.2). Where apparent, the links were noted in the respective theoretical 

memos as above and the nodes were also linked as part of the 'Development' 

organising theme visually initially using NVivo's modelling capabilities. Hence, by 

using the same approach as presented within the subsections and examples above, 

four organising themes were identified, each based on a larger number of sub themes. 

In this way the coded categories and organising themes were reconsidered as the 

material built up and "this process of revising coding, and 'coding on' to newly 

discovered categories, makes coding a process of discovery rather than merely 

description" (Richards 2005: 98). A summary of the exact analytical steps taken with 

the empirical data for this thesis has been outlined within Figure 5.7 below. Table 5.3 

presents seven of the sub themes to indicate the tracking approach used to ensure 

relevance of each of the 58 sub themes across the spread of interviews. 
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Figure 5.6 Example introduction from 'Development' organising theme (see 

5.3.1.2) 

Organising theme: Development 

Definition 

It is the process through which individuals within creative organisations look to 
grow and improve in different areas across different experiences and knowledge 
sources over a period of time. 

Empirical base 

A number of the 58 coded categories presented earlier within subsection 5.2.3 have 
been interpreted as sub themes of the organising theme termed 'Development' as 
presented below (see 5.3.1.2 for full discussion). 

/" 

DEVELOPMENT 

Employee growth (5) 

Learning curve ( 4) 

Growth restraint (25) 

Organisational loyalty (38) 

Sponge for knowledge (15) 

Growth liberation (1 7) 

Employee leaving (23) 

Numbers equate to the code 
identification number in Figure 5.4 
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Figure 5.7 Map of inductive technique and process applied to thesis data 
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Table 5.3 Example of sub theme inclusion tracking across interviews - checking for relevance (7 examples of 58) 

Relationship journey Learning curve Creativity as reward Creative restraint I Symbolic rewards Expertise Identification 

100 instances 381 instances 249 instances across 9 205 instances 237 instances 84 instances 221 instances across 

across 9 interviews across 12 interviews interviews across 9 interviews across 8 across 8 9 interviews 

interviews interviews 

Branders Branders Branders Branders Branders Branders Branders 

Director A Sn consultant In consultant A Director B Director A 

Sn consultant J n consultant A Director B 

In consultant B J n consultant B Sn consultant 

In consultant B 

Designers Designers Designers Designers Designers Designers Designers 
I 

Director (x2) Supervisor Director Supervisor Director Supervisor Director I 

Supervisor J n designer A Supervisor (x2) Sn creative (x2) Supervisor Sn creative (x2) 

Sn creative J n designer B Sn creative In designer A In creative 

In creative In designer B I 

I 
I 

! 

Architects Architects Architects Architects Architects Architects Architects 

Director A Director A (x2) Director A Director A Director A Director A I Director B 
I Director B Director B Director B Director B Director B Director B . Comms mngr I 

Comms mngr In architect B Director C Comms mngr Director C Supervisor I 
I 

In architect A In architect A ('omms mngr In architect B 

J n architect B In architect B J n architect A 

--- ----- ---

'J, 



5.3 Thematic analysis 

This subsection will discuss in detail the four main themes identified within the 

collected data along with their supporting sub themes, as developed according to the 

process outlined within the previous subsections of this chapter. 

Concept discovery and development as presented shortly was enhanced via the 

constant recoding and combining of sub themes under organising themes and 

searching the original data again in an iterative manner to build upon the previous 

searches. 

The four organising themes are presented based on a number of the more significant 

sub themes originally selected within Figure 5.4 above, as: identification; 

development; rewards and brand evolution. Figure 5.8 below presents a map of these 

inductively generated themes and supporting sub themes. 

Subsection 5.3.1 will discuss each of these in detail. Chapter 6 will then discuss these 

findings further in relation to the pre existing literature as presented within Chapter 

3. 

5.3.1 Themes 

The following subsection will discuss in detail the four main organising themes 

identified within the data. 
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Figure 5.8 Organising themes and sub themes 

Creativity 

Identification Development 

Individual identification (14) ~ Employee growth (5) 

Identifying with clients (39) Sponge for knowledge (15) 

Identifying with projectl (7) ~ j Learning curve (4) 

Leve.ls of identification (44) I Growth liberation {17} 

Identifying through design (24) I Growth restraint (25) 

Previous life (12) Employee leaving (23) 

Expert egos (16) Organisational loyalty (38) 

Creative egos (37) 

Team commitment (30) 

Organisational commitment (57) 

Emotional commitment (51) 

Rewards Brand evolution 

Symbolic rewards (13) Brand comfort zone (48) 

Challenge as reward (10) Relationship as a journey (9) 

Creativity as reward (6) Brand identity (3) 

Creative restraint (8) Brand evolving (36) 

Hidden froR1,·ewards (45) Communication problems (26) 

Numbers equate to the code 
identification number in Figure 5.4 



5.3.1 .1 Identification 

Organising theme: Identification 

Definition 

This theme captures various forms of identification apparent within the data, each 
with implications for creative organisations and their corporate brand. 

Empirical base 

Eleven of the themes presented earlier within subsection 5.2.3 have been interpreted 
as sub themes of the organising theme 'Identification' as presented and discussed 
below. 

IDENTIFICATION 

Individual identification (14) Identifying with clients (39) 

Identifying with projects (7) Levels of identification (44) 

Identifying through design (24) Identifying through previous life (12) 

Expert egos (16) Creative egos (37) 

Team commitment (30) Organisational commitment (57) 

Emotional commitment (51) Numbers equate to the code 
identification number in figure 5.4 

Within smaller creative organisations there are often no dedicated units or sections 

tasked with interfacing with the clients. As a result, various individuals may interface 
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with a client at anyone time, and often from all levels within the organisation. It 

emerged that this often created multiple images of the way the organisation was 

perceived in relation to its corporate brand. This organising theme encompasses these 

multiple images and the reasons underpinning them, as discussed below. 

Expert egos (sub theme 16), creative egos (37) & individual identification (14) 

Expert ego: refers to instances where the expert ego is evident. For example, 

attempts by clients to overly control the creative process would lead to friction due 

to the challenge the experts perceive. 

Creative ego: refers to excerpts where a creative ego is evident, meaning the need 

to feed a desire to create something, something new, something different, something 

that leaves their own personal mark on the world. 

Individual identification: refers to excerpts which indicate some form of 

identification is taking place focused mainly on an individual level rather than a 

wider organisational level. 

Egos, particularly the expert ego, and individual identification issues were often 

evident during the interviews. Whenever the clients attempted to control the creative 

process, friction would be evident between the creatives and the clients, with the 

creative 'expert' ego seemingly under direct threat. This is indicated by one of the 

design supervisors when discussing their clients: 

"when they start to say you know umm I know that we need to have this picture here 
I know it should be that type face it should be that colour .. that's where obviously 
any fragile ego of the designer starts to be umm bashed and that's where it starts to 
break down and the client and designers sort of start to get a bit umm agitated and 
think that they are trying to be told how to do their job which nobody wants and 
aKa in the relationship does start to erode" 

In addition, a more specific 'creative' ego was evident within the data, meaning the 

desire to create something new and different, that leaves their own personal mark on 



whatever creative product they are working upon. For example, one of the architect 

directors stated: 

"they learn rapidly at the outset because it's all new and they come back from 
college full of creative ideas .. haven't got a clue how to put them in place .. you start 
somewhere small and eventually expand into something wider err and all the young 
guys and girls want .. aspire to have their own project to run that's what they all 
want so that they can make their mark if you like .. it's part of the ego centred sort of 
feeling that we all have as creative people I guess .. if you can create something of 
your own you can say that mine .. sounds almost like a selfish thing but it is ego" 

Despite their own egos, creatives indicated that they like to encourage creative input 

from many of the clients, as long as this does not threaten the creatives own position 

or ego, and this was often a difficult balancing act. This is highlighted in the 

following excerpt taken from a design supervisor: 

"they still have to be smart .. they can't just let you do what you want there still has 
to be a level of creativity and imagination on their part however umm if you have 
got one that can understand the work that has gone into it and likes what it is and 
lets you say make decisions make creative decisions for them then that's brilliant 
and for a good relationship. Clients where they start to think they know better than 
you .. that's where aKain it starts thinKs start to break down" 

Due to these expert and creative egos, the organisation was often thought to be seen 

as a mixture of individuals with many single visions. One of the supervisors within 

the design agency highlighted this aspect of the creative corporate brand: 

"/ think you have all sorts of different characters and personalities like the way 
Mason deals with a client is totally different from the way / deal with a client so I 
don't think there is a common view of (Design agency) ... the company is full ofa lot of 
single visions" Design supervisor 

Single visions could sit at any level within the organisation and were even apparent 

at the senior layers of the case studies' guiding coalitions. More importantly. these 

single visions risked being perceived directly by the clients externally, creating in 

effect multiple identities and images of the creative organisations corporate brand. 
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One of the branding directors aptly describes this phenomenon when discussing the 

other two directors and himself within the organisation: 

"Michael will say well I don't know what I am going to do with it okay ... I will come 
along and say you know... Neville will say where is the humanity in that and 
Michael will then say that's far too complex to do anything with... now that is an 
issue and it is an real issue .. so there is all sorts of complex dYnamics inside that 
gUiding coalition that will atfect the way that the brand translates to customers" 
(Brandin~ director - A) 

The control of such single visions within a creative environment was also an issue 

within the interviews, leading to the important question of 'what is control in a 

creative environment', and should control be autonomous or internally generated, a 

further point made by the same branding director: 

"there are bounds between control and creativity if you like err and you can say 
well those are not opposites anyway but ... we are trying to get to this thing which is 
the sort of very essence of what we are what we can do and what makes us different 
what excites us... that should be sufficient to condition expectations as to what is 
and isn't right for us but allow a great deal of leeway of people to express that in a 
way that is precisely right for them ... right for the occasion or right for the client" 
(Branding director - A) 

Interestingly and linking to the discussion above on creativity, identity and control, 

many of the creatives indicated they avoided any attempts made by management to 

make them formally identify with the creative organisation, and were more 

comfortable within organisations that avoided forcing such identification 

management upon its employees. For example, one of the junior architects stated: 

"we are a big firm and there is no .. there is no sort of forced umm attempt to make 
every body feel like one big family or one big team and I think I quite like that umm 
you know because it is just.. we are not you know.. that is contrary to Gansler 
which was another big firm .. they were very American about trying to get everyone 
you know get a real sort of you know .. we are great we are marvellous we are all 
one big family or one big team .. and you thought well no we are not frankly (laugh) 
and that sort of annoyed me" 
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Identifying with projects (sub theme 7) & clients (39) 

I~entifyi~g with. projects: refers to excerpts indicating that the creatives identify 
wIth specIfic prOjects more than their own employing organisation. 
Identifying with clients: refers to excerpts indicating that the creatives identify 
externally with the client organisation more than their own employing organisation. 

In addition to 'identifying with the clients' as discussed shortly, some creatives 

indicated they often 'identify more with the project' they are working on than their 

employing creative organisation. This is particularly relevant in relation to corporate 

brand management, as many of the projects within creatively based organisations 

can last many months or even years, with multiple and varying levels of team 

members throughout. Under such time frames, managers frequently highlighted 

that family/team relationships built up, and were often actively encouraged. 

However, this also led to a downside in that conflicts often occurred if those 

allegiances became threatened through enforced project change, as indicated clearly 

by one of the architect directors: 

"a team can last anything from between a year and three years depending on the 
scale of the project .. people might transfer from group to group to make things 
happen but there's the general idea is to try and keep the core of people together so 
that there is a certain.. family or team relationship builds up .. now within that then 
you get some sort of allegiances been created and people like working for you as a 
director and therefore sometimes aaugh) quite an interesting conflict comes up err 
when you transfer somebody out of the team" (Architect director A) 

Managers were also aware that identifying with particular projects sometimes led to 

friction between employees, as reinforced within the following excerpt taken from 

one of the branding directors: 

"you have two consultants, a brought in analyst which is fine because I can give that 
analyst work now and then you've got a senior consultant and that senior consultant 
actually has got a little their ... foot in both camps .. and that has started too ... there 
has been a certain amount of jockeying for position and ownership of involvement 
with projects and the like between the two consultants and the senior consultant... " 
(Brandin~ director A) 
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Junior members in particular preferred the more interesting projects and a lack of 

access to such projects sometimes lead to frustration and the employee leaving. This 

is driven by the need to be doing more than they are currently doing. In some ways 

this links to challenge being seen as a form of reward, as discussed further in a later 

section. Senior management were clearly aware of this dynamic occurring, as 

indicated by one of the architect directors: 

"some projects that we are doing.. people will be very fulfilled because they are great 
projects to work on and there are others which are more mundane.. all the young 
guys will want to do more than they are actually doing.. they want to be running a 
project they want to be designing the building and when they come in here they often 
don't do that.. everyone has to learn .. well some people will leave. they get 
sufficiently frustrated that they leave and they go somewhere else" (Architect director 
A) 

At times, the creatives indicated that they found themselves identifying externally 

with the client organisation more than anything else (sub theme: identifying with 

clients), causing a potential conflict between differing values within the client 

organisation and the employing creative organisation. This is outlined by one of the 

senior branding consultants: 

"/ feel the need to empathise very closely with a client umm but trying to make sure 
that the .. that the (branding consultancy) values are still upheld ... for me personally I 
would have to feel very close to the client otherwise if you don't that is when you can.. 
the barriers can come down between you and err all sorts of problems can start to 
arise" 

Some of the directors believed that employing people with client side experience 

would help those employees in their intended boundary spanning role interfacing 

within the client-supplier relationship. Interestingly, the collected data also indicated 

that this increased the likelihood of such creatives also identifying externally than 

internally with their own creative corporate brand. This is seen, for example, below 

with a senior branding consultant, who often identified with the client more than 
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their own organisation due to them falling back to their pnor knowledge and 

experience of living in the client world than the particular client per se. 

"do I feel closer to the project than the client or do I feel closer to the project than 
(Brand consultancy) I am not to sure which on. .. I think it does phase and I think it 
is almost a case of if you are working on a part of a project that gets very involved 
with the clients I find myself starting to feel close... you know part of the client 
world. .. which is probably also me falling back into myoId world as well and trying 
to think orit from their point of view and I probably almost pull myselfback out ~ 
it at times ... " (Senior branding consultant) 

It was also noted in the data that one way that project identification and client 

identification appears to be managed in relation to the creative organisations own 

corporate brand, is through regular internal meetings as well as open plan and 

informal office layouts and informal team structures, as indicted by one of the junior 

branding consultants: 

"I wouldn't consciously say I have ever thought this project I am so focused on this 
project that the rest of the business is meaningless... not meaningless but takes a 
second role to my immediate project objectives ... I think that is largely because we 
meet fortnightly sometimes on a weekly basis so we are always aware of everyone's 
issues involving their work and the possibility that I will have to move perhaps 
somewhere else and someone else will move over to help me out so we are always 
aware of the fluidity within the office" (Junior brand consultant B) 

Team commitment (sub theme 30), organisational commitment (57) and 
emotional commitment (51). 

Team commitment: refers to excerpts indicating a higher level of commitment to 
the team than the organisation as a whole. 
Organisation commitment: refers to excerpts discussing individual commitment to 
the organisation and its mission and/or vision. 
Emotional commitment: refers to instances of an expressed emotional form of 
commitment to the creative organisation. This was linked into the way individuals 
seemed to relate with others and their work in general. 
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It was evident within the data that creatives often felt commitment at work, to either 

their immediate team or their organisation, and at times the commitment was 

expressed as an emotional one. 

Turning firstly to team commitment, the directors and owners indicated that team 

work was a major aspect of creative work. This is highlighted by one of the branding 

directors: 

"there is here a very very strong team commitment umm you know one of the values 
that we do here is not just an espoused value .. the belief that the team always wins 
umm and that we should support one another and the teamwork is you know gets a 
better result is very very strongly held and it's a recruitment criteria .. " 

Creative employees, themselves, also often indicated a higher level of commitment 

to the team than the organisation as a whole, especially teams where all individuals 

were seen to be equal in some ways. For example, one of the junior architects stated: 

"in a way architecture is also .. it's group work it's teamwork it is never individual 
work unless you have got your own practice .. err in a way a successful company 
always has successful teams behind them .. successful teams that work together 
because that's a very important part of the whole companies identity and success 
and therefore it's in a very good architectural practice you don't have a hierarchy 
you don't have a director and you don't have the summer trainee when it comes to 
design .. everybody is on an equal level " 

It was also apparent that within some of the smaller case study organisations, 

commitment to the organisation and its vision rather than just the team was a primary 

requirement from senior management (sub theme: organisational commitment). For 

example, this is highlighted by one of the branding directors: 

"I think that the need to .. you know to do great work.. is somehow hard wired into 
people that want to be part of this .. and if it wasn't they wouldn't.. they wouldn't be 
comfortable with us nor we with them .. I think there is a higher level of commitment to 
the partners as a group of three .. I think there is a high commitment to what it is that 
the partners have in common and what the partners want too achieve and deliver" 
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Commitment was also often qualified as an emotional fonn of commitment with the 

organisation (sub theme: emotional commitment), and this linked into the way that 

individuals seemed to relate with others and their work in general. For example, one 

of the branding directors stated: 

"I think there is a very very strong level of commitment umm to (Branding 
consultancy) .. that is a common theme around here and if it wasn't .. if that 
commitment wasn't there I don't think individuals would find us a very comfortable 
place to be because it's kind of. it's expected and it's .. and people that don't look as 
though they are going to evince that are screened out during the recruitment process 
basically we want a high level of commitment .. emotional commitment" 

Equally, as seen below, the junior members of the organisations also indicated that 

their commitment could be seen in tenns of an emotional fonn of commitment: 

"] think there is an emotional bond.. I think probably the emotional bond is stronger 
and more important to some members of the staff compared to others but that's you 
know they are all different characters so I don't think that's necessarily that 
surprising.. ] think there is definitely.. I think it depends on the way they think. .. " 
Junior Branding consultant. 

Levels of identification (sub theme 44), identifying through design (24) & 

identifying through previous life (12) 

Levels of identification: refers to excerpts where a distinction was evident between 

differing levels of identification. 

Identifying through design: refers to excerpts which indicate the individuals are 

identifying with the design ethos offered by the organisation. 

Identifying through previous life: refers to excerpts where employees indicated that 

their experience of life before joining the creative organisation has a bearing upon the 

way they currently relate with the organisation and their peers. 

Within the data, a distinction was evident between differing levels of identification, 

as appropriately outlined by an excerpt taken from one of the branding directors. 
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Here the concept of identifying in a mainly 'exchange' based way through more 

immediate 'situational' factors such as increased effort for immediate financial 

compensation or additional time off, is compared with the perception that there is an 

alternative, more abstract, long term and 'intrinsically rewarding' way of identifying 

with work and the organisation, through example its values, mission and vision: 

"that it is sort of hygiene factors vs. motivation factors and the like .. the situational 
level is the easiest one to describe and err to embrace the deep structural.. I mean that 
is where the magic lies in the deep structural identification and how you get to it .. and 
that is a very complicated.. I don't want to be part of something where it is about a 
transactional relationship which ends up in pounds shillings and pence.. working 
hours.. holiday days and stuff like that.. I don't really want to be part of an 
organisation where that.. all the primary motivation.. that sort of stuff.. that is all 
necessary but not sufficient to me .. " 

However, it was also apparent that some of the creative organisations are set up 

specifically to react to external situational factors, and this is likely to impact on the 

way that employees identify with the organisation. For example, this may also lead to 

multiple identities and images being perceived by the clients, as discussed later in this 

thesis and as highlighted by one of the architect directors : 

"yeah I find it difficult to think we are a deep structure organisation umm I think 
that's inwards looking .. whereas I don't think we are ... I think we are outward looking 
umm that's just as a gut reaction to that err so therefore it's situational the other one 
situation did you say... it is related to people... clients... situations... places ... 
projects... it is all those things that are the influencers and the structure... the 
organisation is structured to meet those" (Architect director A) 

It was also identified that even within creative organisations that have been set up and 

structured to encourage more situational identification, others within the organisations 

have usually been tasked or feel the need to consider the issues relating to deeper 

levels of identification, particularly within any guiding coalition. This is outlined in 

the following excerpt from one of the architect divisional directors, discussing the 

board of directors that sit above him. One implication of this is a heightened risk of a 

disconnect from a corporate branding perspective, between those client facing 
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employees who are more situation driven, and those offstage senior management and 

owners who may be identifying with more long term and deep structural aspects of 

the organisation and its future: 

"people like me are more situational 1 guess because we are more driven to client 
requirements project requirements without thinking necessarily about the whole thing 
behind me the whole structure behind me umm there are other people who are 
thinking on a different ... on a wider scale maybe that's not the right words but a more 
cultural level to try and generate the best from within.. " (Architect director A) 

Many of the architect and design creatives indicated that they identified mainly with 

the design ethos offered by the organisation than other aspects such as financial 

rewards (sub theme: identifying through design). This is captured in an example 

excerpt provided by one of the junior designers: 

"1 think that everyone here again gets different things off each other umm and 1 think 
that's quite an important thing to do as well but primarily 1 think it is about producing 
good graphic design and you know it's not about being here for financial gain because 
all the designers here know that they could be working in a big organisation and be 
earning a lot more money" 

It was identified that previous life, for example through work, education and career 

experience, often leads to common ways of thinking amongst the creatives 

employees, and this impacted upon the way they also identified with one another 

(sub theme: identifying through previous life). One of the branding directors 

highlighted this when discussing the mixture of employees in the organisation: 

"it is interesting that there is a mix of largely biology .. geography and media studies 
employees.. it's all about the context and networks and relationships.. things with 
bigger things if you like and 1 think in some way that might help 1 mean a lot of the 
metaphors that we are using in our branding work and our organisational 
development work would be evolutionary metaphors .. ecological metaphors" 
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5.3.1.2 Development 

Organising theme : Development 

Definition 

This is the process through which individuals within creative organisations look to 
grow and improve in different skill and knowledge areas across various experiences. 
Lack of access to such opportunities is seen to impact upon organisational loyalty 
and also the corporate brand. 

Empirical base 

Seven of the themes presented earlier within subsection 5.2.3 have been interpreted 
as sub themes of the organising theme 'Development' as presented and discussed 
below. 

DEVELOPMENT 

~ 

Employee growth (5) Sponge for knowledge (15) 

'" Growth liberation (17) Learning curve (4) 

'" 

Growth restraint (25) Employee leaving (23) 

..) 

Organisational loyalty (38) 

./ Numbers equate to the code 
identification number in figure 5.4 

1 -



The potential for employee development was a key emergent theme in relation to the 

way the creative organisation's brand was perceived internally. These developmental 

needs were apparent from the most senior through to junior levels within the creative 

organisation, including that of the owners and directors. Lack of development 

opportunity often led to a stated reduction in organisational loyalty, to the extent that 

the creative employee would consider leaving the company. 

Employee growth (sub theme 5), sponge for knowledge (15) and learning curve 
(4). 

Employee growth: refers to an expressed need to develop as a result of the creative 

work environment. Here learning opportunities are reported as strong motivators. 

Sponge for knowledge: refers to excerpts which indicate the need by creatives to 

soak up as much knowledge about the creative process as possible from other 

perceived experts around them. 

Learning curve: refers to a dynamic aspect in the search for growth and knowledge. 

Differing forms of growth and knowledge are needed across a time line. 

Within the data, many of the creative employees expressed the need to develop and 

grow through their current and future working experience. Here, learning 

opportunities were seen as strong motivators for remaining in any particular creative 

organisational environment. For example, one of the design supervisors stated that: 

"when I first started here... looking at other companies' work and thinking ah you 
know actually they are pushing it on. .. and so you are always going to develop and 
grow... and like I said I think it is about a sense of thinking you are always 
progressing or learning something new... there is no point in sort of staying 
somewhere where you are not getting something out of it umm which is what led me to 
move on both times ... it's wowinK and continuinK to be interestinK now" 

Senior members of the organisation were just as likely to indicate the same need to 

continue to develop as the junior members, and in some cases the senior members 

had given up stable and reliable forms of employment within larger organisations in 

166 



the search for such experiences and growth opportunities, as expressed by one of the 

branding directors: 

"we began to realise largely from the consultancy we were working with that we 
were doing some new and interesting things in new and different ways .. and saw the 
takeover, or the merger between ID V and UD as an opportunity to get out and create 
our own thing which we did umm 18 months ago.. umm so a lot of what we do is 
highly interactive... we think we are pretty close to the front end of quite a lot of 
stuff' (Branding director -B) 

Growth, however, meant differing things to different individuals. For the designers in 

particular, and to a lesser extent the branders, a small size firm and the associated 

easier access to senior members, often facilitated increased learning opportunities 

when compared to working in a larger organisation: 

"I think yeah definitely from a personal perspective 1 am learning and developing and 
one of the bigger reasons why 1 joined here was 1 got the impression from the 
interviews that Richard, Michael and Neville were all very intelligent impressive 
people with vast experience who were keen to develop their own staff. .. one of the big 
things to me was that this was a place that 1 could actually go and sort of suck out you 
know knowledKe from the people that 1 am workingfor" (Junior brander - B) 

Conversely, as expressed by one of their directors, architects often feel that being 

part of a larger organisation meant an opportunity to be involved in high-quality 

designs and larger projects, which excites the younger employees in particular: 

"People come to work here because they want to workfor a company like ours umm 
because they equate that with err high quality of design umm a large office ... and 
therefore we are doing large projects and that excites the younger guys in particular ... 
they want to come here and work in this involvement and get that experience" 

(Architect director - A) 

Due to the need to learn, creative employees, particularly during the earlier years of 

their apprenticeship, try to soak up as much knowledge about the creative process as 

possible from other perceived experts around them (sub theme: sponge for 
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knowledge). This was considered more important than financial compensation. As 

one example, a junior designer stated: 

"] remember saving] will work there for nothing to get a job there and] was really 
happy to ... you know in the first year ... year and a half... two years salary... they 
could have paid me you know ... nine grand a year or whatever it wouldn't mattered. .. 
it was the skills sets that] was being given access to ... Simon, Sean, Mason and Tim 
you know... that was worth 300 times what ] was being paid obviously... it's a 
collection of knowledge ... pure knowledge that is all yOU are interested in ... because 
you can go through your whole career and never be around people like that ... it is like 
being around oh God. .. ] don't know you know] suppose around people like God and 
think of myself that you know people really influential people in the 20th century" 
(Junior designer -B) 

In addition to individual growth and the need to soak up knowledge, a dynamic 

aspect was evident within the interviews. What was evident was that different forms 

of growth and knowledge were often sought along a time line (sub theme: learning 

curve), as indicated below by one of the design supervisors: 

"] think it is a very interesting sort of err a very interesting company indeed and I 
think you can learn from things from others here and expand better and become better 
at different things I mean obviously like ] said as you grow up as a designer your 
talents change and you have to do certain tasks in different ways and I'm sort of stili 
learning and still finding things out and that's what's nice about it" 

Upon first arrival within a creative organisation, the more junior employees 

frequently spoke of feeling intimidated by their more knowledgeable and 

experienced seniors. However, due to their overriding interest and need to soak up 

their seniors' knowledge, over time, the whole learning process led to less 

intimidation and demystification: 

"you put these guys into a massive .. you know they were a bit up here as gods .. like it 
sounds terrible and umm and over time now you know you kind of that god like status 
drops ... (whereas now) because that sponge effect has come across into me there's only 
so much they can give you umm and obviously when you are new around it ... it is like ... 
it is a massive ... you know they are really wringing out the sponge if you like umm and 
it's just draining straight into you umm and obviously you get used to ... it is only now 
little parts if you like or droplets left" (Junior designer - B) 
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Growth liberation (sub theme 17), growth restraint (25), employee leaving (23) 
and organisational loyalty (28). 

Growth liberation: refers to excerpts where creatives feel the organisation offers the 
correct expertise and form of culture to encourage employee growth. 
Growth restraint: refers to instances where a form of glass ceiling appears for 
various reasons which impedes the creatives from gaining more knowledge and 
personal growth. 
Employee leaving: refers to employees indicating a reduction in loyalty to the extent 
that they would consider leaving their creative organisation due to lack of creative 
control and growth opportunities. 
Organisational loyalty: refers to employees indicating an issue which impacts on 
their level of loyalty to the creative organisation. 

Creatives often highlighted the importance of feeling that the creative organisation 

will be willing and able to offer the expertise to learn from, while also proactively 

implementing a culture which encourages growth to occur (sub theme: growth 

liberation). Within the data, there were also instances where a form of glass ceiling 

frequently appeared which impeded the creatives from gaining additional knowledge 

and personal growth (sub theme: growth restraint). When this occurred, management 

often tried to move the creatives into more managerial directions in the hope that 

they would find fresh challenges to motivate them. If the managers were successful 

in bringing these creatives over into a more managerial role, it helped shape the 

company and allow it to grow from the inside. This also prevented the firm from 

needing to recruit externally for such posts. However, for many of the creatives, 

management and administration roles were not often seen as an attractive avenue to 

pursue. It was also at this point that a creative employee may elect to move to 

another organisation to find fresh creative challenges and knowledge, thus rejecting 

the less creative and more managerial option offered by their current organisation. 

This is highlighted by one of the architect directors: 

169 



"t~~t p~esents .a p'roblem because you find people who have reached their glass 
cezhng [[YOU hke In terms o[sucking in the knowledge and you then have to take a 
view w.hether they are able to make the next step which might be the responsibility 
based lump .. nothing to do with creativity any more but are they able to take an extra 
responsibility for 19 people or managing clients whatever it might be and that takes 
them another step up err they can absorb all the knowledge in the world but that they 
may never get any further because of their inability to take the next.. more of a 
administrative leap" 

Thus, creatives indicated that they suffered a reduction in organisational loyalty to 

the extent that they considered leaving their creative organisation due to lack of 

creative control and growth opportunities (sub themes: employee leaving & 

organisational loyalty). For example, a senior creative designer stated: 

"creative pressures is worse for me I mean my point .. my take on it is that the 
frustration and anxiety are the worst feelings that you can have at work because 
when you are designing and you want to do it that way .. you know your gut instinct 
is let's just do it to try it and if someone is saying no to you because they don't like 
it .. because it is down it is down to a matter of taste at the end of the day .. then it's 
difficult you know I mean I am .. I am the oldest member of staff here so I am thirty 
one this year and I guess yea one day it will be my turn to leave the nest. .. unless I 
am given.. unless I was given the opportunities that they would say oh yea you go 
and do it then we trust you .. then it will ultimately end like that .. " 

One of the junior architects highlighted that from their own past experience, practices 

with older directors were often associated with a lack of growth and development 

opportunity, which eventually impacted on the junior architects loyalty in a similar 

manner to that above. 

"and that's what happens in some of. especially some o[the practices were maybe 
the directors are older.. so at some stage they give up developing and sort o[ it 
produces the same things year aOer year .. and that would be for instance one reason 
why I would completely change a company unless the company gives you an 
opportunity to develop something.. and I think that's a very common thing that 
happens is that first you go into a company and in a couple of years when you have 
learned the way they do their things and their design and you realise that this 
doesn't lead anywhere it doesn't change it doesn't develop you .. I would absolutely 
go away" (Junior architect - A). 
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In some ways this links to the learning curve theme presented earlier within this 

organising theme, where a perception that once the learning and growth opportunities 

have flattened out, creatives tend to become less loyal. However, this was not always 

the case. In some situations, the learning curve was seen to be reaching a plateau, 

but some employees remained within the organisation. 

Upon further analysis of the data it was noted that this was because it was still seen 

as useful for their own creative reputation, to have worked in a particular 

organisation for a longer period of time, even if they were not learning new things, or 

even if they were not having much creative freedom. This can be seen as a form of 

reputation effect within more prestigious creative organisations, increasing loyalty 

even for some of the knowledge and 'growth-hungry' creative employees. However, 

it is also worth noting that in some smaller or less well-known organisations, that 

reputation effect may not be there to hold the creatives after their learning had ended. 

Interestingly, this was not always the case within the data. Some of the creatives 

stated that they preferred their current and lesser known architect practice. Although 

it was less prestigious, its guidelines were also not as rigid and still had access to 

large projects, which put their organisation on a balance with the more prestigious 

organisations, within which the level of creative space would have been less. 



5.3.1 .3 Rewards 

Organising theme : Rewards 

Definition 

Rewards of various kinds frequently emerged as relevant to the creative process. The 
rewards sought varied in type, and the management of such rewards presents 
particular problems within these kinds of organisations. 

Empirical base 

Five of the themes presented earlier within subsection 5.2.3 have been interpreted as 
sub themes of the organising theme 'Rewards' as presented and discussed below. 
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Theme discussion - Rewards 

The scope for creativity within the organisation is another frequent theme within the 

interviews. Managers were aware of this, and frequently highlighted that the best 

form of reward they could offer was a form of nurturing employees towards the same 

objectives. A number of forms of rewards emerged within this key theme. Some 

rewards where found to enhance organisational creativity and the resulting 

perception of the corporate brand. Others had the potential to produce a negative 

impact on both creativity and the corporate brand. The senior managers and directors 

often found the issue of rewards difficult within creative organisations: 

"rewards kind of complicated. .. it is complicated for us ... we have touched on it in 
the past err and we have had our fingers burnt a few times by rewarding 
individuals because actually you know it is not about that because then you get into 
the whole sort of dark territory of well he has got something and actually you have 
not exposed that and so it's not... and I guess there is no easy way of doing it 
because you... if you stood on the table and said look we are giving him like an 
extra two hundred quid because he worked over the weekend or whatever then it 
still breeds something it still you know it is just not a good policy" (Design 
director) 

Symbolic rewards (sub theme 13), challenge as reward (10), and creativity as 
reward (6) 

Symbolic rewards: refers to excerpts where the creatives indicated that they valued 
rewards which were not of a physical or financial kind. 
Challenge as reward: refers to excerpts where there is a expressed need by the 
creatives to be given increased challenge as a form of reward. 

Creativity as reward: refers to excerpts where the freedom to be creative, in both 
process and outcome, is highly valued by the creatives. 

Rewards for the creative employees were quite frequently indicated to be of a non 

physical or financial kind (sub theme: symbolic rewards). Trust in the creatives 

being given the flexibility to undertake their job without unnecessary levels of 

restraint or challenge to their expertness from the client was a common theme to 

emerge in relation to the way the relationship was often moulded, and in some ways 
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was perceived as a way of being rewarded. For example, the design supervisor 

stated: 

"what it comes down too I suppose is trust that's what it comes down to is .. is do you 
as a client trust me to do your design.. and that's what you are coming up against 
that's the problem .. the fact that you do or don't have that trust thing moulds the whole 
sort of situation with a client .. " 

Positive verbal rewards or pats on the back were often perceived as a greater or equal 

reward compared to any other form of rewards within the creative organisations. For 

example, excerpts taken from one of the junior designers as well as one of the design 

supervisors indicated this: 

"the reward... well obviously the reward can come over in somebody just saying 
something to you.. somebody doing something for you or somebody giving you 
something umm you know physically or emotionally supporting and feeling some 
instance .. and it is a sort .. and yea it can be in all sorts of ways" (Junior designer) 

"well verbal reward you know if somebody has done a good job then that is good at 
every stage it doesn't cost anything to say brilliant you did a goodjob you know well 
done you know, just someone sort of taking time out to talk to you about the way a 
project has gone or something has happened you know it is too easily done it doesn't 
take ... you don't have to be a rocket scientist to work out to the fact that you do that 
sort of thing which is nice at the end of the day in a weird way you know it sort of out 
weighs any sorts of financial reward if you ... because you feel valued in their eyes 
and that makes you grow as a person at the end of the day which is great" (Design 
supervisor) 

Although positive verbal rewards or pats on the back were often perceived as a 

greater or equal reward as compared to other forms of reward within the creative 

organisations, it was evident that such rewards were not always offered from the 

management level. Sometimes a lack of people management and perception skills 

within some of the senior creatives led to this, as further highlighted by the same 

design supervisor: 
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"what I have sort of generally found at (Design agency) is that you do have to askfor 
that sort of thing which always leaves a bad taste because you want somebody else to 
sort of do it ... and other companies where I have been at they have been a bit qUicker 
off the mark.. you have got to be quite perceptive to sort of think yea somebody has 
done that and they have worked harder than they should you know and they need to 
be rewarded for it and I think that is a good thing to do.. (Design agency) isn't great 
at doing that umm which is about the directors in charge umm who at the end of the 
day aren't particularly good at managing people and that's what it comes down to 
you have got to understand people and understand relationships" 

In many industries, title or position may be perceived as a form of symbolic reward 

within the organisations. Interestingly, for many of the creative employees 

interviewed, this was not such a significant factor, or only of secondary interest. 

Many of the creative employees also indicated that access to increasing challenges 

was seen as a form of reward. Equally, it was noted that being challenged via a 

prestigious project or job was also an attractive and symbolic form of reward, as 

highlighted by one of the junior architects and a design supervisor below: 

"I would much rather you know be known to be appreciated you know .. the reward is 
knowing people you know trust you to do things.. more challenging more different 
more umm perhaps you know potentially on the surface more nicer project you know 
it has more design in it more you know it is more interesting umm yea 1 mean that is 
effectively yeah I think that pretty much sums it up but I would you know the reward is 
getting given work that means you know that you feel like your developing and 
enjoying it as well .. I have come up with a couple of ideas that 1 wanted to do and 1 
will probably be given that opportunity to do what I want to do ... so it is very ... it is 
very rewarding. .. very challenging" (Junior architect) 

"I would imagine that because of the hierarchy of the company umm say it is like a 
prestige job or something like that comes in and because of the hierarchy of the 
company and because of the way graphic designers are everyone wants to get their 
claws on it of course you know the bigger you are the more you're going to get from it 
and so I could quite see how somebody more junior might feel that you were 
rewarded" (Design supervisor) 

Being given more challenge and responsibility, for example, with regards facing the 

clients and presenting material to the clients at key stages of the relationship was also 

seen as another form of symbolic reward. Interestingly, at least for the smaller 

creative organisations, a type of glass ceiling in relation to employee empowerment 
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and control was often reported, where the owners or directors seemed reluctant to 

hand over enough control or power to allow creative employees to achieve all of 

these rewards. This also relates to the learning curve discussed earlier within this 

chapter (see Development theme 5.3.1.2). This proved to be a significant issue for 

some employees: 

"I work hard at it and would like to think that I had got a certain level of trust from 
them for every project that I work on... now I am never going to get to the stage 
where they are going to hand over the reins ofa whole project to me and expect me to 
do it because they won't ever get to that level... so I think I have now reached the 
stage of sort of maximum growth almost I don't know where else you could go 
because you know because it is such a small company you know you get to a certain 
position and that's it where can you go ... so and that's why although they might think 
that by letting you alone it is symbolically rewarding while you are running a 
project ... at the key points in that project... key presentations... key decisions ... they 
wouldn't be able to hand over the most symbolic gesture that they could which is 
ultimate trust in what you are presenting and what you are deciding is what it comes 
down to .. that would be the biggest gesture ... but that won't happen here .. andfor me 
that is the key point where your company can grow and can change and expand and 
you can. .. you can move on and that is why I think that this company at the minute 
would have difficulty doing that because of that key stumbling block" (Design 
supervisor) 

Often the rewards sought also depended on personalities as well as stage of life and 

age. For example, junior employees and senior employees seemed more attracted to 

symbolic rewards, with older employees, perhaps with young families to support, 

were more likely to desire more financially based or time off rewards: 

"there are bonus schemes depending on how long they have been with the company 
how senior they are umm I think a lot o/junior staff and more younger staff want to 
actually have the vehicle to prove themselves so they are very keen to be 
strategically involved in projects to either design them or run them or you know 
rather than just to be sort of drafting fodder so from that point of view a lot of 
them ... because they don't particularly have ... are of a younger age many don't have 
families or they have not been in a position where they are used to certain financi~l 
rewards .. they get their kicks almost out of getting the project you know .. so their 
actually driven more by their project and the quality of the art work and t~e quality 
of the design and the product... I think some people ... other people obVIOusly are 
maybe more driven by financial things because they have got families and you know 
mortgages and things" (Architect director C) 
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Feedback and comments relating to a creatives work from colleagues and peers both 

within the organisation and externally from the same industry were much valued by 

the creatives, and were seen as an additional form of symbolic reward where present, 

as indicated by one of the architect directors: 

"the interesting thing about architects is that they measure their success by the 
comments made by their peers rather than anybody else so when one of our 
buildings appears in the trade press or one of the journals and is all over the front 
cover and someone reviews it and says it's a great bUilding .. that counts more than 
anything else" 

Creative freedom in both process and outcome was also highly valued by the 

employees. This emerged as a powerful reward in itself for most of the individuals 

studied, and impacted upon the way they identified with the organisation internally 

(sub theme: creativity as reward), as highlighted by one of the design directors: 

"we are in a kind of industry that one of the big rewards is how much err you 
facilitate their own individual expression of creativity and actually by demonstrating 
that .. you know you get rewarded because actually what at the end of the day you .. 
you know you achieve .. you actually you know .. you get a piece of print or it actually 
manifests itself at the end of the day" 

Junior employees also frequently indicated this aspect of the 'creative' ego was 

present and that they aspired to run their own projects. Therefore, one form of reward 

was to feed that ego as highlighted by one of the architect directors below: 

"You start somewhere small and eventually expand into something wider err and all 
the young guys and girls want ... aspire to have their own projects to run that's what 
they all want so that they can make their mark if you like ... it's part of the ego
centred sort of feeling that we all have as creative people I guess ... if you can create 
something of your own.. you can say that's mine ... sounds almost like a selfish thing 
but it is ego ... it is err and that is what they want to achieve so in a way the reward 
we can offer ... the best reward we can offer ... is to nurture them towards that" 
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To some degree the SIze of the organisation also had an effect, with smaller 

organisations being seen as potentially more creative than the larger ones, which 

were often seen as followers and not leaders in terms of creativity: 

"all the companies that I have ever come across that are doing what I term the truly 
innovative and creative work are smaller organisation's because I just think you've 
got more leeway to do that sort of thing. .. the bigger the organisation is generally 
they tend to be the sort of companies that are following a trend or a fashion rather 
than making it happen and certainly with (Design agency) and the other companies 
I have worked I have been in the role of creating a trend and a fashion than 
following it which is what the larger organisation's tend to do "(Design supervisor) 

The need for rewards and the types of rewards were also reported to follow a typical 

cycle that could be mapped out, to some extent, in some senior managers experience: 

"I mean I know what will happen because the whole thing is a cycle and I know that 
they will reach a point when their ... they can't pursue this ... they are not getting 
enough out of their own reward .. the reward that the job you know ... and I think the 
job comes down to this tangible ... I have created this design ... there will be a point 
when that isn't ... isn't giving enough for them and they will have to look elsewhere to 
generate it which either will be as a individual or they will move to another agency 
another consultancy which gives them a different cut of that reward you know a 
different aspect to it.. or there will be a need to look or develop that individual... 
needs to develop themselves and the way to do that is either move or actually find a 
facet within this company that actually they really like doing" (Design director) 

Junior members of the organisation also highlighted how their reward needs varied 
over time: 

"my motivation has changed umm in terms of what I want to do when I first started I 
just wanted to be umm to get up to speed with everything as much as I could and be 
as professional as I could but now I have a mind set where I want to be more creative 
and more proactive in the jobs rather than just umm just kind of following what I was 
told to do I would rather ... I would like to take more responsibility" (Junior designer) 
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Creative restraint (sub theme 8) and creatives hidden from rewards (45) 

Creative restraint: refers to excerpts indicating some form of restraint to the 
creative process or outcome within the data. 

Hidden from rewards: refers to excerpts containing comments relating to the 
creatives being hidden from receiving rewards either from the clients, or from 
other externally generated rewards for their work. 

Complete freedom of creativity IS rarely achievable within the commercial 

environment. This sometimes leads to reported frustration for the creative 

employees, particularly the younger and less experienced members. This was 

indicated, for example, by one of the architect directors: 

"so it is a team working environment err and no matter how skilled the individual may 
be they also need to be part of a team err we can't have individuals umm causing 
conflict in the team so that one little problem err but the younger guys will come along 
out of University full of ideas full of inspiration from something they have seen 
somewhere else and want to apply it and there maybe occasions when that's the wrong 
time and the wrong place to apply that wide thinking because you might have a very 
fixed focus problem to deal with for that client" 

In addition, complete freedom of creativity was not always seen as a reward by 

all members of a creative organisation, with some architects, for example, 

preferring to only get involved with the less creative aspects of the work: 

"if I put it this way that architecture is ten percent design and ninety percent of it is 
err realising the project so ninety percent of it is more like purely technical work 
whereas you see if I think of graphic design it is probably the ratio is totally different 
and well of course when you do a campaign you have to work just as err a lot of it is 
pure hard work but it has much bigger percentage of creativity in it and you can think 
that architecture ... a lot of people choose architecture not only (or the creativity but 
also (or the ninety percent of just realising buildings" (Junior architect - A) 
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In addition to creativity as a reward, restraints to creativity emerged as a key theme 

along with restraints impacting on the way the organisation's brand was perceived 

both internally and externally (sub theme: creative restraint): 

"we would like to think there's enough room to be completely creative but there is a 
point that you reach when you have to have a more pragmatic approach and you 
reach a point where the cost of what you're doing and the time to do what you're 
doing becomes a factor because obviously a project a client comes along with a 
project he says I'd like this building it mustn't cost more than that and I'd like 
finished by this date and all those things have to be brought together.. and that's 
where there is a sort of managerial task and it is most difficult because you don't 
want to suppress the young guys who are full of new ideas, and make them fed up 
you got to encourage all that and yet make it fit those other two constraints and 
that's quite tricky ... " (Architect director - A) 

Commercial aspects created one form of restraint on creativity internally. The 

friction from commercial restraint from following clients specifications, wishes 

and approach were an obvious constraint for some projects within the data. This 

was noted as a potential problem for the creative-client relationship. 

"some designers get quite precious about what they are doing but umm err I think 
you have to accept that you have to change tack particularly in corporate offices and 
there's ... we don't have any like primadonnas as designers who say you know I'm the 
designer this is what I am recommending this is what you're going to have (laugh) so 
we tend not to recruit that kind ofOaugh) talent .. with corporate clients they hate that 
sort of design well that's not true sometimes it can work I have seen it work actually 
and things have got through that I would never of dreamed would have got through 
but and it succeeded but nine times out often it doesn't (laugh) "(Architect director-

B) 

Positive client feedback was also often seen as an important intangible form of 

reward by creatives, and some clients were better at conducting feedback to the 

'grass roots' designers than others. This is highlighted by one of the architect 

directors stating: 
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"to actually like the intangible reward of a project being successful and clients 
saying well done and all that sort of stuff umm sometimes they are very good at 
saying well done to the right people .. and it shouldn't be to me and people like me 
but it should be to the people who actually do the work and they are the ones that.. 
well feel best about the pat on the back.. not all clients but some clients are very 
~ood at that" 

In relation to rewards, it was apparent within the interviews that disappointment or 

tension was often felt by some of the creatives if they were hidden from the client 

rewards (sub theme: hidden from rewards). This seemed to be a common concern 

within each of the creative case studies. One of the design directors highlighted this 

concern stating: 

"I would love to know how the industry could be readdressed so that actually the 
people that do the hard work.. the creative work get the reward and a lot of the .. 
because I think you know like I said something like GO is pure graphic design but I 
also know that in that.. in that identity for example there's x million.. fifteen million at 
least that there will be three designers in some back office at Wolff Olins working 
their balls off to do something fantastic .. but the executives will be getting sixty or 
seventy k and all the rest of it " 

Thus, VOIce and access to the clients was seen as an important aspect of the 

relationship. However, for some creatives this need for voice was sacrificed if 

doing so meant being given more creative freedom. In addition, voice and access to 

the clients was more likely to be seen as an issue within the larger organisations 

where the creatives were often hidden away from clients, working in teams and so 

not necessarily being client facing: 

"It's all a little bit more free form here umm so actually all the designers umm liaise 
with the client at various stages of the job.. all the rest of the designers having 
contact you know all the way through the job up to the point of you know production 
and err implementation so it's not like anyone is shut off from the client which I think 
actually makes for a better... a better working atmosphere because once you get a 
notion that you are sort of kept away from certain decisions and err situations then 
it. .. it's I don't think it's a very creative atmosphere to have" (Design supervisor) 
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Interestingly, it was also noted that client feedback could unwittingly damage some 

of the more internal forms of reward for creatives. For example, the following 

excerpt taken from a junior designer indicates that as the result of a client expressing 

pleasure in the creative outcome, his own peers felt he had probably given in to the 

client too much: 

"also in that case the client umm being the type of client that they are .. the fact that 
they were pleased with it meant they got what they wanted.. and that translated into 
being that they had got their own wayan a number of issues which we tried to argue 
against .. so my peers were not happy" 
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5.3.1.4 Brand evolution 

Organising theme: Brand evolution 

Definition 

As each of the case study organisations can be classed as a small to medium sized 
organisation, growth frequently came up as a key issue. Relating to this growth were 
factors linking to the evolution and management of the brand within the client 
interfacing context. 

Empirical base 

Five of the themes presented earlier within subsection 5.2.3 have been interpreted as 
sub themes of the organising theme 'Brand evolution' as presented and discussed 
below. 
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The often close interface and relationship with the clients and the small to medium 

sized nature of the case study organisations meant a number of implications III 

relation to the evolving corporate brand, as discussed below. 

Brand evolving (sub theme 36), brand comfort zone (48) and brand identity (3). 

Brand evolving: refers to excerpts indicating the evolution of the creative 

organisations' brand. 

Brand comfort zone: refers to excerpts indicating cases of the creative organisation 

being asked to undertake an activity which seemed to be at odds with their current 

VlSlOn. 

Brand identity: refers to excerpts discussing the management of creatives in terms 

of following a common vision or mission. 

Due to the small to medium size nature of the case study organisations, a common 

sub-theme was the evolving nature of the organisations brand (sub theme: brand 

evolving). This was something that all levels of the organisations had noted. The 

following example excerpt taken from the senior branding consultant highlights this 

evolution: 

"1 think also there is a sense because the company is new there is a sense of forming 
the company .. where are we .. where are we going and at the moment there is a lot of 
discussion about reinventing ourselves and actually the tangibility of what we are is .. 
is something that every body is wrangling with at the moment so that's again very 
different. .. 1 have always walked into a organisation that is established umm where 
everybody knows what the company is" 

In addition, some of the employees had worked for much larger organisations prior 

to joining the case study firms. Some had clearly noted that the corporate brand had 

already formed in those larger organisations in comparison to the creative business 

start-ups they were joining, where the brand was under greater initial flux: 
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({ because the company is new there is a sense of forming the company. .. 11 here are 11 e 
where are we going and at the moment there is a lot of discussion about reinventing 
ourselves and actually the tangibility of what we are is is something that everybod i 
wrangling with at the moment so that's again very different. .. J have always walked 
into a organisation that is established umm where everybody knows what the company 
is ... is there to do rightly or wrongly J mean it has not always worked for them but that 
is the case" (Senior brand consultant) 

The management of creative employees in terms of following a common vision or 

mission was frequently highlighted as problematic within the collected data (sub 

theme: brand identity). For example the design supervisor stated: 

({again it's about sort of being a design led terrible .. terrible breed of people .. myself 
included umm you know because your life is about design as J said you live it you 
breath it .. it is all these sorts of things that you feel very paSSionately about it and so 
it's the company is full of a lot of single visions and its umm the job of Sean and Simon 
to try and keep all those single visions going into same direction which is a very very 
dtfficultjob very dtfficult indeed" 

Due to the evolving nature of the SME brand, there were often cases of the 

organisation being asked to undertake an activity or task on behalf of the client 

which seemed to be at odds with their current vision (sub theme: brand comfort 

zone): 

"J think if we were a stronger brand if we wanted to conduct our research in one 
particular and the client said well you know that's not what J was expecting.. we 
would probably stand our ground more so we might even of said it would be lovely to 
be in the situation where we can actually turn down a piece of business because it's 
not what we do" (Senior brand consultant) 

Financial and other pressures often impacted on the choice of type of projects to take 

on or to decline, in terms of matching their internal goals or vision. This highlights a 

particular vulnerability for small business start ups in the early years in relation to 

their corporate brand's development. In other words, the smaller sized organisation 

did not always have the ability to control what work and projects they becam 

involved with and to some extent this meant that their corporate brand and en uing 
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image was more malleable than they would have liked. In addition, during earlier 

stages of a business start-up, the creative organisation may not have identified which 

core area they wished to operate within or compete upon, adding to further 

malleability problems for the corporate brand. 

"] think since] joined. .. ] have wrestled with the idea of what are we and it ha 
been acknowledged that up until now we tend to say ... we will do whatever we can. .. 
whatever the client asks of us ... which is sort of actually saying we are not very well 
defined because we are very malleable ... and a brand isn't that malleable so umm I 
think that is where we are trying to get to ... I think at the moment 1 think it would 
depend on the value that they were challenging... I think at the moment we would 
possibly take work and complete work which compromised some of our... of our 
core values because cash flow and turnover is important to keep us going.. but in a 
way part of the problem is because we haven't err defined a core area where we 
want to specialise it is hard to know what to turn down and what to accept" (Senior 
branding consultant) 

This perceived lack of control also created tension for employees who had been 

attracted to the smaller organisation, mainly due to its stated overall vision and aims 

for the corporate brand. This ultimately returned to the subject of the clients having 

belief in what the creatives were trying to do, as well as collective and individual 

egos: 

"We have to believe firmly in ourselves in order to communicate what we mean as 
the end point umm otherwise yeah they (i. e. the branders) are going to have to kind 
of back down and do it the way they want it done sort of thing even though we 
believe it's not the best way to do it... it is extremely frustrating... extremely 
frustrating because we umm it's... I guess it's if I am honest it is probably 
frustrating because you are then being kind of .. you are then relegating yourself to 
a position of rather than equality and consultancy and advisor to the clients to 
being one who is being umm a dogs body effectively and that was never what 
(brand consultancy) ... was set up umm and it is not something that 1 think we ever 
set out to do so" (Senior branding consultant) 
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Relationship as a journey (sub theme 9) and communication problems (26). 

Relationship as a journey: refers to excerpts within the data that discusses the 

relationship between the creative and the client as similar to that of a journey. 

Communication problems: refers to excerpts indicating something of a 

communications gap between the various parties. 

Building a relationship with the client was seen as very important for each of the 

creative organisations. The relationship between the creative and the client was often 

discussed in the form of a journey, with the creative trying to travel along, and/or 

encourage the client to travel along the same path. This is highlighted by one of the 

design directors as well as one of the architect directors below: 

"we assume people are going on our journey but the reality is that if you gave me that 
design.. I've already designed it the minute that you have given me the brief I am 
already out there .. but the skill is not getting to that point without them .. the skill is in 
taking them on that journey ... and we find each time now we take them on the journey 
and they are incredibly respectful you know" 

((our clients would be very disappointed if all they got was a sort of management 
service and not a creative service you see I think it is what the enjoyment of using 
designers and architects is that they actually want to be, they want to see part of the 
creative process you know to see the outcome or to be involved in the process of that, 
so if we were to take away and turn it into a sort of hidden book I think we would be 
missing our marketing or sales opportunity or clients satisfaction opportunity .. I think 
clients like to, they want to see a bit of the magic the sparkle obviously you then have 
to get a thing built on time and costs also, so it's got to be managed in terms of the 
sensitivity of that making sure that what is being created is appropriate for the 
client ... " (Architect director - B) 

Along the journey, the use by the client of overt and covert forms of control over 

both the creative process and the supplier's service offering was often raised within 

the interviews. It also brought into view the creative's attempt to increase their own 

power and control within this relationship. The resulting tensions and potential 

impact on the creative supplier's corporate brand was also apparent. For example 

clients could impact on the relationship through their approach to communication r 
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feedback. A lack of feedback was seen as a more significant problem than negati e 

feedback (provided it remained constructive). Other forms of negative feedback from 

the clients were seen to have less of an impact or were more likely to be ignored~ if 

they arose due to internal or commercial constraints forced upon the creati es 

beyond their control: 

"people are used to having you know umm negative ... not negative but alternative 
views expressed and are used to responding to that umm and would find it difficult 
to work without it to be honest because you ... the worst thing is if you don 't get any 
feedback from the client just says well you are the designer you just do it and then 
when he takes delivery of it doesn't like it ... so you really want the client to become 
part of the decision makin~ process" (Architect director - B) 

"if the client's happy with you then (Architect practice) tends to be happy with you 
but sometimes you know a client can be dissatisfied because but you 're ... you may 
be working in a commercial constraints that are actually forced on you from 
(Architect practice) so (Architect practice) are a ... are happy with you even though 
the client may be you know miffed that you don't necessarily you know jump every 
time they ask you to because you know the fee might not cover it and the like so err 
but you do get you do get feedback from the client does get back to you" (Junior 
Architect) 

The relevance of the source of feedback as well as forms of feedback also appeared 

to vary across situations for the creatives: 

"] have only worked with one client and] think the feedback from that client is 
fairly key to the success of umm all of us in the team since we don 't have many 
other ... you know our team is predominantly working for that client and so ] think 
umm they are a difficult client and sometimes you get positive and sometimes you 
get negative umm you know the fact they are continuing to ask us to do work is 
usually the reasonable sign that they are not that displeased ] mean it's very 
difficult frankly to you know to be never to piss a client off in architecture .. . there 
will always be problems... it is how you deal with those problems ] think that i 
more important than whether you are perfect or not" (Junior Architect B) 

Turning to relationship dissolution it was apparent that one of the ca tudi 

(designers) were more likely to walk away from the client if continuing pr bi m 



were faced, and this seemed to be based partly on who initiated the relationship, but 

also linked back to the client having trust and belief in the creatives (see organising 

theme Rewards section 5.3.1.3). Creatives in general also indicated a high level of 

tenacity in trying to bring the client along with them in the process of the journey to 

help convince them that the idea was the right one before any ensuing dissolution. 

The dissolution, if it occurred, was often linked to perceived loss of control over the 

creative process from the creatives perspective: 

"Generally somebody has asked (Design agency) ... a client has asked (Design 
agency) to solve a problem so they are the ones with a problem ... it is very rare that 
we will go to them and say we have got a solution for something they are not aware 
of at the moment ... we come away and start relationships and do creativity and all 
these sorts of things like that sort of umm progress ... and it is a constant sort of like 
you know umm conversation and relationship which sort of builds up and then 
sometimes does break down.. if it gets to the point where more often than not it 
comes to the point where the client ends up driving the creativity ... and the minute 
that starts happening the relationship is irrecoverably broken down and it is the 
fact that you have to walk away from them rather than them walking away from 
you" (Design supervisor) 

On reflection, the above may be seen within the context of a reputation effect, 

namely that the designers as a corporate brand felt they had a fairly good reputation 

for what they provided and would, as a result, only flex so far to accommodate the 

clients. The other two case studies did not have their reputation built in the same 

way, on the contrary, the architects had actually built their reputation for complete 

flexibility to suit the clients' requirements: 

"There can be that tendency for a designer to think that they have got the right 
solution and if a client says I don't like it or I can't afford it umm that can be ... that 
sometimes can be negative but umm most of us here are pretty realistic about you 
know well it is the client's money and therefore you bend and respond to what the 
client wants but at the same time you want to try and encourage the client to see the 
right way ... no I wouldn't say we have walked away because one of the selling 
points of this business is that we tailor our products to suit client needs.. we as a 
business are used to bending to suit client's requirements ... " (Architect director -
B) 
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Internal belief in the creatives' own expertise is often overshadowed or played down 

as a result of interacting with the client. This impacted, to some extent, on the 

relationship and the need for the creatives to gain some of that belief back in order to 

take the clients along on the creative process or 'journey', as joint partners and 

participants. Part of the problem in the relationship also appears to be that there was 

the perception on behalf of the client that there was no way of tangibly or 

quantitatively defining the outcome for some creative processes or products, in either 

financial terms or alternatively, in more scientific terms. This was noted to be a 

particular problem for the designers whom found it difficult to quantify the impact of 

their creative output on the bottom line. 

"actually when we make it science people sit up because if it starts to infringe on 
what they know about ... so we are learning more and more to actually to treat this 
like a science and not just... not just arriving for them ... but actually taking them on 
the journey... advertising command such high fees that they actually err basically 
they. .. it's ... they are accountable through research and so they actually go .... 
actually we are right because the campaign we launched two years ago we 
researched like this and shows the results of that campaign and actually shows it 
down to the fact that they generated x millions in profit that year ... they have the fees 
to be able to quantify it whereas what we do is kind of not quantifiable because we 
haven't made it into that ... " (Design director) 

Communication between the creatives and their clients frequently surfaced as an 

issue within the interview data (sub theme: communication problems). Forms of 

coercion from both the client and the creatives were evident. Other issues relating to 

the communication process and patterns were also evident. 

The creatives often referred to many of the clients as 'suits'. This reference 

encapsulated how they valued being seen as different in comparison with their 

business clients. This perspective also created something of a communications gap 

between the two parties. This is highlighted for example by the design supervisor and 

a senior designer below: 
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"I think ~t is about the sort of suits element of graphic design which I think we spoke 
about brzefly before in that generally suits like speaking to other suits and some suits 
in companies are interested in speaking to real graphic designers because it is sort 
of. it is a breath of fresh air for them because they have to deal with suits all the 
time .. generally the relationship starts off very well.. the only times that I have really 
felt that our relationship with clients has broken down is because we don't have that 
umm err level of err suit lead communication because we are not a hundred percent 
efficient at meetings .. meeting notes agendas schedules all the sort of marketing suit 
lead stuff" 

"you tend to be perceived as ... you don't tend to be taken very seriously unless you 
are sort of you know... unless you really do carry the... the weight in your visual 
perception and you have got a flash suit on so you are talking to them on the same 
level or you umm all you are a bit older or I mean I find. .. I don't find they ... I don't 
find it nec ... I don't find clients really take designers like me seriously even though 
I've achieved a lot in the industry you know I have got awards I have got an MA and 
all those sorts of things... I find it difficult you know... there is this sort of a barrier 
between you and them you know more often than not" (Senior designer) 

The owners and employees within the three case study organisations were experts or 

the equivalent of apprentice experts. Aspects of expert or creative egos emerged as a 

key theme within the data. In addition, some of the clients were creative experts, or 

were experts in other fields, quite unrelated to creativity, leading to the uncovering of 

some interesting relationship dynamics. Creatives often spoke of desiring to take 

control and trying to force clients to accept things. This varied depending on the 

client's perceived level of knowledge. This was not the viewpoint of all creatives, 

and was reported as based on differing forms of personality and outlook: 

"I mean there is a tendency for architects to try and force things onto clients and 
umm because some people are arrogant and think they know best... clients don't 
necessarily have the knowledge to or the experience to have you know to you know 
have solutions so I mean at certain times it can be a very positive thing because you 
are showing a client something he would of never thought of and he goes yeah that's 
great but if you have got a fairly educated client who knows wha~ he w~nts umm you 
know it's err its basically just a bit sort of umm counterproductive trying to sort of 
buck the trend every time ... " (Junior architect - B) 
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The expertise of the creatives often led to them interacting with the clients in one way 

but discussing them in a different way, behind the scenes. This often led to some 

distance forming between the creatives and clients. Informality within the briefing 

process at the start of the relationship also added extra problems due to increased 

uncertainty on the part of the client. Relationships where the creative could get a 

dialogue going with the client, and where the client was sympathetic with the creative 

process, were preferred to confrontation, but this was often not the case. In addition, 

clients were often seen as lacking forward vision, or progressiveness. This aspect also 

interlinks into the identity of the clients as individuals. Because of the commercial 

environment within which the creative process was undertaken, ultimately the 

creatives did not go against the wishes of their clients: 

"there is you know we are I mean as architects we do tend to be very two faced about 
our clients you know we what we say to them and how we treat them and how we talk 
to them behind their backs is completely different I mean.. I think it is because you 
would rather not be you know sort of doing ... you know you would rather be doing 
what you wanted to rather than what they wanted to do and also I mean they can just 
you know they have ... know you ... and it's often not ... it's often the reason behind it is 
the briefing process you know is often incredibly informal so you will be working on 
something for weeks and weeks and then the client will just turnaround and say oh 
well I don't want that I want this ... " (Junior architect - B) 
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5.4 Client findings 

As part of the fieldwork, a limited number of clients were approached for each of the 

case study organisations. This subsection will discuss this data in relation to the 

themes identified above. The purpose of these interviews was to ascertain if any of 

the sub themes and themes initially identified within the earlier interviews within the 

organisation, were evident externally. 

Brand consultancy 

The clients all indicated that creativity was very much a joint effort between the 

creative organisation and the client. Often the clients noted that the brand 

consultancy was less of a brand than a team of individuals that used common tools. 

In addition, credibility was preferred over the word trust, as the consultancy needed 

to gain and hold credibility with various representatives of the client organisation. It 

was also apparent that some members of the client teams frequently had to act as 

internal champions to support the work that the branding consultancy had suggested. 

The clients all indicated that they felt they held the ultimate power in the 

relationship, particularly the larger clients through financial power, and that, 

ultimately, the branding consultancy would give way to the client ifpushed. 

Design agency 

The clients indicated that the designers frequently had problems communicating with 

the more business orientated members of the client team and this often led to friction 

in the relationship and arguments over the phone. The client noted that the designers' 

passion for their work meant that where disagreement occurred it was sometimes 

hard to get them to move to the middle ground, but that ultimately it was the client 

who held the power to force a shift. Some members of the client team indicated that 

they had sometimes acted as a champion for the designers internally and that the 

designers would not be aware of this. As a brand the client felt that the design agency 

were quite prestigious and that helped them to win over the client team 10 some 

arguments. 
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Architect practice 

The clients frequently expressed some concern that architects in general often want 

to stamp themselves onto a project, but that this was more apparent with some 

practices than others. The client had chosen this particular case study architect 

practice because they had felt that they could control them better than some others 

which were perhaps more prestigious and whom were therefore less easy to manage 

or control. 
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5.5 Chapter Summary 

The purpose of this chapter was to present the inductive and empirically based 

findings. Four organising themes along with numerous supporting sub themes were 

identified and discussed in detail, as summarised below. 

Chapter 6 will discuss the findings further in relation to the literature reVIew 

conducted within Chapter 3 and will also conclude this thesis. 

5.5.1 Theme summary - Identification 

As a consequence of expert and creative egos often underpinning the creatives' 

identity as outlined above, creative organisations appear at greater risk than many 

non creatively based organisations, of having fragmented and non-uniform corporate 

brands and identities. This may present a particular management dilemma with 

regards to corporate brand management for these types of organisations as discussed 

later in this thesis. 

Also, as a consequence of creatives often identifying both with projects and their 

clients, problems are likely to occur in relation to managers being able to instil an 

overall corporate vision or guiding philosophy within their staff. This is particularly 

the case due to the long time frame for many creative projects, allowing creatives 

time to become wholly immersed in any particular project. In addition, friction 

between employees or between the employees and the creative organisation is often 

evident when moved away from a particular project or client. Junior members seem 

to be particularly vulnerable to dissatisfaction if not allowed to work on more 

interesting projects, often leading to a drop in organisational loyalty whenever that 

frustration does not ease. 

Creatives also frequently express team or organisational commitment at work, and 

often the commitment was expressed as a strong emotional bond. This interlinked 

into the way that individuals seemed to relate with others and their work in general. 
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It was further noted that some of the creative organisations seek to employ those that 

have already had some client side experience to help with the role spanning and 

interfacing aspects of the business relationship. Whilst sound in principle, it was 

evident that by following such a strategy, these particular employees were also more 

likely to identify more readily with the client and client side world, than their own 

employing creative organisation. Senior management within the smaller case studies 

did not seem clearly aware of this dynamic when interviewed. 

Finally, one reported way of counteracting the tendency to identify with the projects 

and clients is to ensure that open plan offices are used and regular internal meetings 

and face to face communication work is undertaken. 

5.5.2 Theme summary - Development 

Opportunities to develop and grow through their current and future work experience 

were found to be strong motivators for creatives across all levels of the organisation. 

The relatively small size of the branding and design organisations in this study were 

seen as attractive to the employees, who believed that for these two industries at 

least, small size equated to greater opportunities to learn from organisations 

perceived to be at the cutting edge of their fields than larger organisations. For the 

architects however, larger size equated to working on larger and higher quality 

projects. 

During the earlier years of the creatives' employment, access to experts and 

significant levels of knowledge and experience were very much desired. Under such 

circumstances, financial remuneration came second to such access opportunities. 

Therefore creative organisations that promised to offer a culture capable of 

transmitting knowledge and experience in a capable and supportive manner were 

deemed highly desirable. 



During these early periods, the junior creatives often indicated feeling intimidated by 

their relative lack of knowledge compared to their more senior peers. However, over 

time this diminished, as did the levels of mystification they perceived in the creative 

processes overall. Thus it was noted that the search for knowledge, development and 

growth also had a definite dynamic component, following along a similar kind of 

time line. 

A form of glass ceiling of creative knowledge and experience was normally reached 

by the creatives during their time within any organisation, forming a perceived 

growth constraint. Senior managers were aware of this pattern and actively tried to 

encourage creatives to take the next jump across into more managerial and 

administrative duties in the hope of offering fresh challenges. Many creatives 

disliked such career paths and were more likely to become less loyal and switch 

organisations at such points. If, however, the managers were able to bring their 

creatives across the divide, a positive impact was felt upon the shaping of the 

organisation, than would have been achieved if they had to recruit replacements from 

outside. 

Interestingly, lack of development opportunities did not always lead to a lowering of 

employee loyalty over time. Employees within more reputable organisations for 

example were far more likely to remain beyond the end of their learning curve, due 

to the perceived benefits gained from working for a reputable organisation. In 

addition, it was found that some creatives even remained loyal to less reputable 

organisations once their learning reached a plateau, providing they still had a good 

degree of creative freedom, which they perceived was often on offer if working 

within some less reputable firms. 

5.5.3 Theme summary - Rewards 

A number of forms of rewards emerged within this key theme. The need for rewards 

and the types of rewards were also reported to follow a typical cycle that could be 

mapped out, to some extent, in some senior manager's experience. Symbolic rewards 
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were frequently indicated to be of heightened relevance for creative employees. For 

example, clients giving the creatives the trust to produce the creative product was 

seen as one important factor in the creative-client relationship. Positive verbal 

rewards or 'pats on the back' were also often perceived as a greater or equal reward 

as compared to any other form of rewards within the creative organisations, but were 

not always freely offered by the owners and managers. For many creatives, title or 

position within the organisation as a form of reward was only of secondary interest to 

increasing challenges. Comments from colleagues and peers were also highly valued 

by the creatives. Size of the organisation was also a factor, with smaller 

organisations being seen as potentially more creative than the larger organisations, 

the latter were often seen as followers and not leaders in creativity terms. However. 

there was also a reported downside within the smaller case studies where a form of 

glass ceiling was evident in relation to employee empowerment and control. It was 

also found that the rewards sought depended on personalities as well as stage of life 

and age. 

Creative freedom in both process and outcome emerged as a powerful reward in 

itself within the case studies. Restraints to creativity also emerged as a sub theme, 

along with an impact on the way the organisation's brand may have been perceived 

both internally and externally. Disappointment or tension was often felt by some of 

the creatives if they were hidden from the clients. This seemed to be a common 

concern within each of the creative case studies. Thus voice and access to the clients 

was seen as an important aspect of the relationship. However, for some, the need for 

voice was subordinated if given more creative freedom in exchange. 

5.5.4 Theme summary - Brand evolution 

Due to the small to medium size nature of the case study organisations, a common 

sub theme was the evolving nature of the organisations' brand, where the brand was 

seen to be in a state of initial flux. This was partly due to the evolving nature of the 

SME brand, often with cases of the organisation being asked to undertake an activity 

which seemed to be at odds with their current vision. As a result, the management of 
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creative employees in terms of following a common VISIOn or mISSIOn was 

problematic. Building a relationship with the client in a form of a journey was also 

seen as very important for each of the creative organisations. Along the journey. the 

use by the client of overt and covert forms of control were apparent. Creatives also 

attempted to increase their own power and control within this relationship. The 

resulting tensions and potential impact on the creative supplier's corporate brand was 

also apparent. Creatives also indicated a high level of tenacity in trying to bring the 

client along with them in the process of the journey. The dissolution if it occurred 

was often linked to perceived loss of control over the creative process from the 

creatives perspective and this may be linked to a reputation effect, namely that those 

creative organisations with a more prominent reputation for what they provided 

would only flex so far to accommodate the clients. However, it was also noted that 

this depended on how the organisations had been orientated. Internal belief in the 

creatives' own expertise was often overshadowed or played down as a result of 

interacting with the client. This impacted, to some extent, on the relationship and the 

need for the creatives to gain some of that belief back in order to take the clients 

along on the creative process or 'journey'. Part of the problem in the relationship was 

a lack of ways to tangibly or quantitatively define the outcome for some creative 

processes or products, in either financial terms or alternatively in more scientific 

terms. Communication between the creatives and their clients frequently surfaced as 

an issue within the interview data. Forms of coercion from both the client and the 

creatives were evident. Other issues relating to the communication process and 

patterns were also evident. However, ultimately, relationships where the creative 

could get a dialogue going with the client, and where the client was sympathetic with 

the creative process, were preferred to confrontation, but this was often not to be the 

case. 

In conclusion, to summarise these four themes, Figure 5.9 below visually depicts the 

main findings as presented within this chapter. 
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Figure 5.9 Inductively generated outcome 

5.3.1.1 Identification 
Expert or creative egos; client 
creative input; single visions; 
multiple 10 levels; project 
identification; client and client side 
identification; peer/team 
identification; corporate brand 
identification; identifying through 
design; identifying through 
previous life; situational 
identification; fragmented brand 
identity and image; problematic 
corporate brand management; 
control in creativity; use of open 
plan offices; regular office 
meetings; team commitment; 
organisational commitment; 
emotional commitment; boundary 
spanning; role ambiguity; politics 

5.3.1.4 Brand 
evolution 
Evolving brand; high brand flux; 
control of clients; disparaging of 
clients; potential distance in 
creative/client relationship; 
informality of briefing process; 
client dialogue and impact; less 
control due to size; relationship 
as a journey; overt and covert 
control; client feedback; internal 
belief; communication 
problems; clients as experts; 
control of clients; commercial 
pressure/context and impact on 
expertness; brand comfort zone 

Building 

Strong corporate 
brand and favourable 
corporate reputation 

5.3.1.2 Development 
Leadership; employee growth; 
need for constant learning and 
challenge (especially Junior 
members); sponge for knowledge; 
plateau in learning curve: learmng 
culture; glass ceilings in knowledge 
acquisition; organisational size & 
opportunities; differing forms of 
growth; intimidation & 
demystification (junior employees); 
continuing loyalty via reputation 
versus loyalty via creative space: 
organisational loyalty 

5.3.1.3 Rewards 
Symbolic rewards; risk; trust; 
positive verbal peer rewards; 
reward glass ceilings and threats to 
owners' power and control; 
personalities and sought reward 
types; lack of management reward 
proactivity; chalIenge as reward; 
stage of life impact; creative 
freedom as reward; rewards 
following a cycle; creative 
restraints; creatives hidden from 
rewards; creative restraint and 
corporate brand; worse for some 
junior employees; pre-work 
educational effect; commercial 
constraints; guidance constraints; 
environmental constraints; friction 
from creative restraint; internal 
drive linking to form of ego; need 
to create something; management 
awareness of drive needs; freedom 
to create; impact on identification; 
rewards folIowing a cycle; 
organisational size impact; creative 
voice with clients; motivation 
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Chapter 6 : Discussion and conclusions 

This chapter concludes by discussing the findings and implications in relation to the 

literature. Future avenues for research will also be identified. The rest of this chapter 

is divided into the following main sections: 

6.1 Discussion of findings and implications 

6.2 Future avenues of suggested research 

6.3 Chapter summary 
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6.1 Discussion of findings and implications 

This study is empirically based, whereas, to date, much of the pre existing creativity 

literature at an organisational level is mainly non-empirically based and not situated 

around real life organisational research or settings. This has already been discussed 

within Chapter 3 (Andriopoulos 2000; Andriopoulos 2003; Andriopoulos & Lowe 

2000). This thesis has attempted to address this empirical research gap. 

However, as a result of its inductive and grounded underpinnings, whilst 

commonality for some aspects of the inductively generated themes discussed in this 

chapter have been found within the pre existing creativity and branding literature, it 

is apparent that this study does not fit directly with the traditional conceptual 

approaches of that literature. Therefore, a direct comparison is difficult. Also, 

overall, this study has a different focus to most of the existing published literature in 

the area. However comparisons are drawn where best available as seen below. 

Chapter 3 aimed to synthesise and discuss the most closely related body of literature, 

as selected and justified within the literature reviews scope (see subsection 3.2). This 

was located primarily within organisational creativity theories, as well as more 

specific creativity/corporate branding theories, since that body of material accounts 

for a specific and manageable set of material dealing with creativity and branding at 

an organisational level. Table 6.1 below highlights in broad terms, how this study 

and its findings can be compared to the majority of others found within the existing 

creativity literature. 
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Table 6.1 Similarities and differences between established creativity theories 

and this study 

Pre existing models and theories for organisational creativity 

Main focus 

Variables; measurement; creative outcomes/process; individual or limited unit level analysis 

- (individual, team or organisational level and often one level of employees such as senior 

managers or owners and one sub section of creative industry); larger organisations 

Research approach 

Mainly conceptual; deductive; non empirical; often R&D and scientist focused; lab based 

This study 

Main focus 

Multi level (individual, team and organisation plus all employee levels and various sub 

sections of UK creative industry); exploratory; sense making; SMEs 

Research approach 

Empirical; mergentlinductive; exploratory; interpretive; non R&D or science focused; real 

life 

Source: Adapted from ideas by Andriopoulos (2000). 

For a number of reasons, as already outlined within Chapters 2 and 3, the 

management of the corporate brand via creative employees can face many 

challenges, some of which may be unique to these forms of organisation. Woodman 

et al (1990; 1993) have also contended that many scholars have approached 

creativity primarily, in a fragmented way, leading to shortcomings in their findings 

with "regard for many of the subtle nuances likely to be associated with such a 

complex process" (Woodman, Sawyer & Griffin 1993: 316). They have also advised 

that it would be beneficial to disaggregate the construct of creativity from the broader 

construct of innovation which has been attempted within this thesis. The four 

organising themes outlined within Chapter 5 have uncovered some of the subtle 

complexities involved when taking a mainly internal perspective to creativity and the 

creative corporate brand as will now be discussed. 
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Practitioners within the creative industry, i.e. those that either own, manage or work 

within a creative organisation, can potentially benefit from the findings within 

Chapter 5, as they are grounded upon empirical research rather than purely 

theoretical work which has dominated the research literature to date (Andriopoulos & 

Gotsi 2000). By taking the full discussions of these points, as found in Chapter 5 and 

also tabulated within Appendix 7, owners and managers within creative organisations 

will be better informed to manage their corporate brand. Equally, they will better 

understand how to manage their client to improve the client-creative supplier 

relationship. 

The themes identified within Chapter 5 also have a number of implications for the 

academic community as will be discussed below. By following an inductive 

approach based on interviews held across all creative levels within the three case 

study organisations, a wide number of potential effects on creativity and the ensuing 

corporate brand have been identified, which go beyond the findings of some of the 

previous studies within these same creative industry sectors (c.f. Ensor, Cottam & 

Band 2001). In addition, as the selected case studies were all classified as SME's and 

non R&D or science based organisations, greater insight has been made into 

alternative forms of creative organisations. This is when compared to organisations 

which have been traditionally studied to date. Indeed, recently there have been 

requests by various creativity and corporate branding authors in the field to broaden 

the contours of research in creative organisations (Andriopoulos & Gotsi 2000; Band 

2002; Ensor, Cottam & Band 2001). 

Amabile (1996) has looked at some of the personal and environmental impacts on 

creativity within organisations. Within that work it has been highlighted that there is 

a need to keep intrinsic motivation alive once found within creative individuals. The 

findings within this thesis have also highlighted how, at times, commercial pressures 

may negatively impact upon the internal motivation of creative employees. This 

would indicate that more research is needed to take into greater account the effect of 

such pressures on intrinsic motivation and, ultimately, on creativity and the corporate 

brand. 
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The findings have also highlighted how the pre employment higher education 

process may impact on employee motivation. It is postulated that the potential 

creation of a lack of self belief for some of the junior creatives when they first enter 

into a 'live' commercial environment is partly due to the educational process. This 

may have implications for the way that creatives should be educated in the future. 

Taking on board previous work based on creative risk (Michael 1979; Nemeth 1997; 

West 1999; Andriopoulos & Lowe 2000) it is apparent that for some forms of 

creativity, especially where one is expected to 'think outside of the box', an 

organisational culture may be required which is diametrically opposed to one which 

encourages cohesion, loyalty, and clear norms of appropriate attitudes and behaviour. 

In addition, service attributes (Bateson 1989; Hill & Johnson 2003) are believed to 

take on heightened relevance within the creative industries due to their highly 

intangible, high-risk status for both the creative organisation and their clients. The 

empirical findings within Chapter 5 of this thesis concurs that trust in the creatives 

by the clients is indeed a key consideration (Crossan 1998). Here, trust in the 

creatives' viewpoints should have added importance and power to help with the 

potential stimulation of creative thought. This should be facilitated in the provision 

of autonomy and flexibility so that creatives can undertake the job without 

unnecessary levels of restraint or challenge to their expertise. The service and 

creativity literature also advocates that clients should be seen as partial employees of 

the supplying creative organisation (Lovelock & Young 1979; Mills & Morris 1986; 

Beard 1996; Sutton & Kelly 1997; Bettencourt et al 2002; Watt et al 2000). For 

example, they are seen as employees in the creative firm and are carried along as 

such, being educated, guided and supported by the organisation. This would help 

relation building. Once again the empirical findings within Chapter 5 support this 

Point that is when clients have become involved in the creative process, and have , , 

challenged it without unduly restraining the creatives, it has helped to enhance the 

creative relationships. The 'trick' is balancing the coordination of internal and 

external group activity while avoiding group polarisation within the relationship. The 

ultimate aim is organisational unity without uniformity (Nemeth 1997). 
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Role ambiguity within the creative/client relationship has been highlighted within 

the literature as a potential problem (Sawyer 1992). Within the findings, some of the 

more creative employees felt there was often a barrier between themselves and the 

clients and they sometimes relied on others acting as middle men to overcome this. 

This was due to perceived communication problems that occurred through a lack of 

common business language and age differences between the creatives and clients, as 

well as perceived differences in visual communication, for example, via dress code. 

In some creative organisations, the owners, senior directors or dedicated employees. 

such as the account managers, often played this boundary-spanning role and this, at 

times, led to loss of voice and consequently resentment for some of the more junior 

creatives. 

In the literature, organisational politics and power have also been identified as topics 

relevant to creative organisations and their relationships with clients (Kover & 

Goldberg 1995; Watt, Russell & Haslum 2000). Within the smaller case studies, 

issues of power and politics were particularly evident when the choice of what to do 

and not to do as a result of requests or pressure from the clients was somewhat 

limited. This was often due to financial vulnerability and a relatively smaller client 

base. This would seem to link to small business 'start-ups' and significant difficulty 

in the early years of the corporate brand development, where the organisation is not 

in complete control over the tasks it chooses to perform. The creativity and branding 

literature did not explicitly identify this connection. 

Turning to issues of formal and informal socialising between the creatives and their 

clients, it was apparent both within the literature and the thesis findings, that higher 

degrees of socialisation is often seen as beneficial to the relationship (Watt, Russell 

& Haslum 2000). Within the findings, though, this appeared to vary through the 

lifetime of the project. For example, at times of fee billing, some of the creatives 

noted an increase in formalisation in both their own and the clients' behaviour. At 

this stage of the relationship a perception of objectivity was desired by both parties. 

This objectivity, driven by financial matters, temporarily altered the way the 

creatives and clients identified with each other. 
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Issues of multi-level sense making (Ash forth & Mael 1996; Ford 1996; Ford & 

Gioia 2000; Drazin 1990; Drazin, Glynn & Kazanjian 1999) were also identified 

within the literature. Within the thesis findings, multiple level employee 

identification emerged as a key theme. Project identification frequently emerged as 

being quite strong at some stages of the creative process, while at other times 

identification with the client as an individual or the client's organisation was 

reported to be significant in comparison with the creative's own organisation. 

Identification with the expert's field, peers and the overall internal corporate brand 

also emerged from the data. Owners and employees also indicated that they 

identified with a number of levels, based either on situation or non-situational 

motivators. Some of the creative organisations had been specifically set up to react 

to situational factors, and this was seen to impact on the way that employees were 

likely to identify with the organisation. This also led to multiple identities and 

images being perceived by the clients. Even within creative organisations that have 

been set up and structured to encourage more situational identification, there were 

still some members who had deeper levels of identification, particularly within the 

senior guiding coalition. 

Issues of employee mission/goal alignment have also been considered within the 

literature (Robinson & Stem 1997; Koh 2000; Arad, Hanson & Schneider 1997; 

Ensor, Cottam & Band 2001). Within the empirical findings it was noted that the 

smaller organisations were seen to be a mixture of individuals with many single 

visions, often driven by their creative egos. Consequently, these particular creative 

organisations appeared to be characterised by fragmented and non-uniform corporate 

brands and identities. Consequently, corporate brand management may present a 

particular dilemma for these types of organisations. The findings also demonstrated 

that these single visions could sit at any level of the organisation and were apparent 

even at senior levels within some of the case studies' guiding coalitions. This would 

create significant problems for the formation of a consistent corporate image and 

brand if sustained. The control of these single visions within a creative environment 

was seen as a key issue for management, leading to questions such as 'what is 

control in a creative environment and should control be autonomous or internally 
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generated'. Some of the employees had worked for much larger organisations before 

they joined the smaller case study firm. In such cases they had noted that the larger 

organisation had already formed a corporate brand along with evidence that more 

effort is put into creating a common corporate way of doing things. However, the 

situation was different in the smaller and relatively newer start-ups, with less of a 

common emphasis on this being apparent. In addition, for the smaller creative 

organisations, the relevance and impact of their own single visions often related to 

the size of the client or project/account, with smaller clients more likely to become 

exposed to the creative organisation's multiple identities. Rather than being viewed 

as a problem, this multiple identity appealed to the client, and in some circumstances 

it added to client's perception of greater organisational creativity. To date, this 

somewhat counter intuitive finding is not explicitly articulated within the existing 

corporate branding literature. 

Turning to the literature on knowledge worker identity, creativity and the corporate 

brand (Andriopoulos & Lowe 2000; Andriopoulos & Gotsi 2000; Andriopoulos & 

Gotsi 2001; Ensor, Cottam & Band 2001; Fisher 1997; Rostan 1998; Alvesson 2000; 

Mumford et al 2002; Brown 2001; Albert & Whetten 1985; Gioia 1998; Sveningsson 

& Alvesson 2003; Robertson & Swan 2003), it was apparent that a link has already 

been put forward between creativity, organisational identification and creativity. 

Within the findings, similar links were apparent. Some of the employees indicated 

that their creative organisation was seen more, by the client, as a collection of 

individuals than a brand. This often depended on how the original client-creative 

relationship had been generated. Relationships that had been formed between 

individuals before the creative organisation's existence, often continued. In these 

cases there was a tendency for the brand to be seen as a collection of individuals. 

Identifying with projects was also a common theme within the data. In particular, 

junior members preferred the more interesting projects. Frustration was often felt if 

they were not given access to such projects, in some cases leading to a lowering of 

organisational loyalty and intention to quit. Identification with the projects also 

frequently caused tension between employees within the creative organisation. Many 

of the projects within creative based organisations could last many years, and may 
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have multiple and varyIng levels of team members throughout their lifespan. 

Managers frequently highlighted that family/team relationships were thus built up 

and that if those allegiances were threatened through enforced proj ect change, 

conflict sometimes ensued. In addition, it was noted that some of the creatives had 

worked on the client side before joining the creative organisation. Therefore, in some 

instances, they found themselves identifying with the project more than their O\\-TI 

organisation. The effect was that one could tend to fall back on their prior knowledge 

and experience of the client rather than the particular project. To some extent, owners 

and management indicated that project identification could be reduced through 

regular internal meetings and open and informal office communications held on a 

daily basis. Open plan office spaces were another solution. Such office layouts were 

apparent within all three case study organisations. 

Turning to development within the interviews, the employees frequently brought up 

the concept of learning: learning something new, something interesting and 

something from others. Employee growth was seen to underlie this, i.e. the need to 

expand to become better at different things and to better themselves. Literature that 

explicitly discusses this concept was not identified. The closest literature touching 

upon this finding was found within research on intrinsic motivation (Amabile 1983b; 

Amabile 1997). The learning organisation and self-driven career development 

literature may provide some tentative links to the topics addressed above but these 

areas are outwith the boundaries of this thesis. 

Within the empirical findings, working in small sized organisations in the case of the 

branding consultancy and design agency was seen as a definite advantage to most 

employees when it came to opportunities for learning. This satisfied individuals' 

intrinsic motivators. Growth, however, meant differing things to different 

individuals. The designers in particular, and to a lesser extent the branders, often 

equated a small size organisation with opportunities for higher quality, increased 

creativity and a feeling of being more cutting-edge. Conversely, the architects felt 

that being part of a relatively larger SME meant there was an opportunity to be 

involved in high-quality designs and larger projects. In particular, this seemed to 
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excite the younger employees. Junior employees within the architectural practice 

frequently mentioned that they aspired to run their own projects. This also linked to 

their creative egos and rewards as discussed below. The implications of this for 

academics is that more research may help to discover if generalisations can be made 

for each creative sector in relation to the size of organisation sought by creatives for 

specific growth benefits. 

Junior employees frequently spoke of feeling intimidated on their arrival to the 

organisation, and highlighted the urgent need or desire to suck knowledge from their 

seniors and their work environment as quickly as possible. It was also noted that over 

time this knowledge gathering process led to a reduction in intimidation and a 

demystification of both the creative processes and the way their seniors achieved 

their outcomes and status. Reaching the 'glass ceiling', that is, not being able to 

continue with their knowledge gathering within creative SME's was also identified 

within the findings. The problems this represented have also been identified in the 

literature, from a management viewpoint. A link was also established between the 

'levelling off of the learning curve and some employees staying on within the SME 

in spite of this. This phenomenon was due to the perceived organisational reputation 

effect for the employees' own image. In some smaller or less well-known 

organisations the reputation effect may not have been present to hold the employees 

after their learning had ended and they may have been more likely to leave. For other 

creatives the reputation impact was less relevant as they preferred their current and 

lesser-known organisation because although it was less prestigious, it allowed them 

more creative space. This was as a consequence of a reduction in set guidelines. 

Further research investigating the prestigious reputation effect versus creative space, 

in relation to their impact on creativity and the corporate brand may provide 

beneficial research areas, as outlined later in this chapter. 

For over 25 years the reward impact on creative motivation has been apparent 

(Sansone & Harackiewicz 2000; Lepper & Henderlong 2000; Amabile 1983a~ 

Amabile 1984; Amabile 1990; Amabile 1997; Amabile 2001; Lovelace 1986; Watt, 

Russell & Haslum 2000; Hennessey 2003). The message to date is clear, the "impact 
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of environmental factors on motivation and creativity is significant and highly 

complex" (Hennessey 2003: 267). Within the empirical findings the senior managers 

and directors within the three case study creative organisations often found the issue 

of rewards difficult. The need for rewards and the types of rewards were often 

reported to follow a typical cycle. The reward basis also often varied depending on 

the form of identification the individual employee may have at any given time in 

their tenure. Creativity as a form of reward frequently surfaced within the findings 

via an internal drive that linked a form of ego to the need to create something of 

their own. Managers were aware of this drive in the creative employees, and 

frequently highlighted that the best form of reward they could offer was a form of 

nurturing towards the same objectives. To some degree, the size of the organisation 

impacted on this, with smaller organisations being seen as more creative than the 

larger organisations. The latter were often seen as followers and not leaders in 

creative terms. 

For some creatives, voice and access to the clients was seen as an important aspect of 

the relationship and being hidden from the client was sometimes seen as a problem. 

This was especially if the client was unaware of the individual employee's input. In 

addition, voice and access to the clients was more likely to be seen as an issue within 

the larger organisations where the creatives were often hidden from clients working 

in teams and so not necessarily client facing. For some creatives, the need for voice 

was less important than being given more creative freedom, if that freedom arose 

because the client did not have direct access or input to the creative team to impose 

unnecessary restrictions. 

To some extent, the literature has discussed the barriers to creativity (c.f. Amabile 

200 I) and includes the information-processing model (Jones 1987) which looks at 

barriers to creativity such as value blocks: this is where an individual's values block 

creativity. The types include perceptual blocks through overlooking opportunities or 

non identification of threats and self image blocks due to lack of self confidence to 

resist anti-innovation (King 1990). Restraints to creativity also emerged as a key 

theme within the empirical findings in this thesis, along with the impact of restraint 
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on the way the organisation's brand is perceived both internally and externally. 

Creative restraint was of particular concern for the junior creative employees on 

joining the organisation from higher education. This linked with the pre-work 

educational process and the unrealistic expectations that had been created as a result 

of that education. This partly created a lack of self belief or self confidence to face up 

to some clients who were resistive to the creatives' ideas. The forms of managerial 

guidance and the organisational environment could also enable or hinder creativity. 

Overall, the friction from creative restraint was seen as an issue for the creative

client relationship. Some clients were seen as an obvious constraint for some 

projects. 

By comparing the thesis findings with the research on feedback (Amabile 1984; 

West & Farr 1989; King 1990; Deci & Ryan 1987; Zhou 1998; Zhou & Woodman 

2003), appreciation (Glassman 1986), locus of control (Shalley & Perry-Smith 2001) 

and perceived fairness (Shalley, Gilson & Blum 2000), it is apparent that many 

rewards within a creative organisation may be symbolic rather than physical or 

financial. Management support and recognition can have a substantial impact on 

creativity (Oldham & Cummings 1996; Tierney, Farmer & Graen 1999; Zhou & 

Woodman 2003). Within the empirical findings, some rewards were found to 

enhance organisational creativity. Others were reported to have potentially negative 

impacts on both creativity and the corporate brand. Positive verbal rewards or 'pats 

on the back' were often perceived as a greater or equal reward to other reward forms 

within the creative organisations. However, it was evident that such rewards did not 

always come readily from management, which sometimes created resentment 

amongst the employees. In addition, title or position within the organisation can be 

perceived as a form of symbolic (and financial) reward within many industries. 

Interestingly, for many of the creative employees interviewed, this was not a 

significant motivator. Being given a prestigious project or job, or being given more 

responsibility e.g. facing the clients and presenting material to the clients at key 

stages of the relationship, were often seen as a greater form of symbolic reward than 

titles or position. Within the smaller creative organisations, a form of glass ceiling 

was often reported, where the owners or directors seemed reluctant to hand over 



enough control or power to allow middle ranking employees to take on more 

responsibility or prestigious work. Some of the creatives felt that the overall gro\\-th 

of the organisation and its corporate brand would be restricted due to this ceiling, and 

could potentially have a negative impact on their own identification and loyalty with 

the organisation. For a relative minority, less symbolic and more tangible/financial 

rewards were deemed as more desirable than symbolic rewards, such as pay 

increases and bonuses. Managers indicated that the form of rewards sought (whether 

symbolic or tangible/financial) often depended on personalities as well as age. 

As discussed within Chapter 3, previous research relating to creative leadership 

(King 1990; Andriopoulos & Lowe 2000), expertise (Dunham & Freeman 2000; 

Mumford et al 2002), social support (Scott 1995) and role modelling (Shalley & 

Perry-Smith 2001) has concluded that due to strong creatives' professional identity, 

leaders in such organisations can not lead primarily through normative approaches. 

Therefore, leaders in creative organisations need to be seen by employees as highly 

'credible' in order to be able to exert influence. Here, the leaders' creative expertise 

and problem-solving skills can form a powerful influence on overall group 

performance. Leaders lacking this perceived 'expertness' would probably find it 

difficult to represent the group in an adequate way, communicate easily or effectively 

with the group, be able to appraise the needs of their employees, develop staff in a 

suitable manner or be able to monitor and assess their group members interactions 

adequately (Mumford et al 2002). Leadership charisma and its impact on creativity 

within a creative organisation was not identified within the general creativity 

literature. However related research on transformational leadership (Jung 2001) has 

found that such leadership has a positive impact on creativity. Therefore, a potential 

area of future research could be charismatic and transformational leadership within 

the creative organisational context. 

The literature has also outlined the impact of boundary protection (Kover & 

Goldberg 1995) and creative social control (Woodman & Schoenfeldt 1990; Wollf 

1979) within a creative context. The findings indicated that clients often lacked 

forward vision or progressiveness in comparison to the creatives' own viewpoint. 
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Where this happened, creatives often spoke of a desire to take control to try and 

'force' clients to accept the creative experts' suggestions. This perceived creative 

expertise often manifested itself in creatives interacting with the clients in one way 

but discussing them in a different way behind the scenes. This led to some 

psychological distance building up within the client-creative relationship in some of 

the case studies. It was also noted that relationships where the creative could get a 

dialogue going with the client and where the client was sympathetic with the creative 

process were preferred, as opposed to confrontation, but this didn't often happen. 

However, because of the commercial environment within which the creative process 

is undertaken, the creatives did not ultimately go against the wishes of their clients. 

By moving on to directly compare the four inductively derived themes with some of 

the specific creativity/corporate branding models and theories identified earlier 

within Chapter 3, it is possible to see where these themes add new perspectives and 

knowledge to such existing models, as well as corroborate with existing empirically 

based knowledge. 

As noted in Chapter 3, research focusing specifically upon organisational creativity 

and its impact on the corporate brand is relatively limited to date. However a number 

of studies have been uncovered and identified as relevant to this thesis. These include 

two key models and theories as presented and discussed by Andriopoulos et al 

(Andriopoulos & Gotsi 2000) and Band (2002). The four inductively derived themes 

have thus been directly compared to these two models within Figures 6.1 and 6.2 

below, and each model has been upgraded/modified to reflect the additional findings 

as indicated. Hence, as will be seen, this thesis has empirically added a substantial 

level of new knowledge and findings relating to the internal perspective of brand 

management and brand building literature within creative SMEs. 
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Figure 6.1 Internal perspective of brand building within creative organi ation 
(updated version based on research findings) 
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Figure 6.2 Brand building in creative industry sectors 
(updated) 
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6.2 Future avenues of suggested research 

The literature review and findings contained within this thesis have uncovered a 

number of interesting avenues for future research in relation to creativity and the 

corporate brand. 

• Empirical research is needed that covers all levels of creative employees and 

not just owners and senior managers. 

• More research is needed upon identity processes, focused upon individuals 

and organisations becoming identified rather than being identified, to help 

investigate the subtleties and complex processes of identification within 

creative organisations and their impact on the corporate brand. Shifts in 

individual identification over time could be examined by assessing members' 

identification at different points in the life of a project team, in individuals 

tenure with the organisation, and/or in terms of crises or other punctuation 

points. Future research avenues could "thus test whether individuals who 

strongly identify with their occupational community might correspondingly 

be more responsible to 'situational factors' designed to affect their creative 

engagement" (Drazin, Glynn & Kazanjian 1999: 303). The impact of any 

shifts on the management and growth of the corporate brand could then be 

identified. 

• Building upon current research in the area, such as client switching for 

example, further work is needed on the behaviours that may occur behind

the-scenes (backstage) which may still impact on the social relationship 

between the client and creatives, particularly within the business-to-business 

context. 
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• The dynamic process of creativity as it unfolds over time, perhaps for a 

project that may span months or years, is worthy of further investigation. In 

general, longitudinal research could be conducted as creativity is often a 

protracted process (Drazin, Glynn & Kazanjian 1999; Dewett 2004). Aspects 

that could be looked at include willingness to take risks (WTR). For example, 

taking or not taking risks may lead to certain consequences which modify 

future behaviour. Do other contextual factors, other than feedback or success , 

impact on this and what, if any, effect might this have on the creative 

corporate brand? 

• Greater use of inductive research approaches within creativity research has 

been recommended, using for example research strategise based upon 

grounded theory, thematic analysis or discourse analysis. 

• More multi culture research needed. It was evident that most research on 

creativity is from the USA, although the USA only accounts for around 60/0 of 

the worlds population, therefore global generalisations with reference to 

creativity from much of the current research may possibly be inappropriate 

(Martinsen 2003). For example, can the intrinsic motivation principle of 

creativity be applied to populations in differing cultures around the world, 

especially those not following the western traditions and concepts? Does the 

expectation of an extrinsic reward undermine creativity in these differing 

cultures as they do for many western countries? Is there a common link 

between motivation orientation and creativity performance for all individuals 

in all cultures? (Hennessey 2003). In addition what is the impact of any 

differences upon the creative corporate brand? 

• Person-environment (P-E) fit and the impact on creative output/outcomes 

within creative organisations has been looked at recently by Livingstone et al 

(Livingstone, Nelson & Barr 1997). This is an avenue that is worth further 

exploring. Also job-environment fit (J-E) is another area for potential studies. 

Future research could look at the interaction between personality, job 
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structure and organisational policies for work positions that require different 

levels of creativity, as well as how these variables affect commitment and 

performance. This has recently been looked at by Shalley et al (2000). Links 

between the above issues and the formation of the creative corporate brand 

could potentially be identified. 

• Does an individual's mood impact on creativity? Positive moods have been 

shown to enhance levels of creativity and negative moods have been shown 

to inhibit cognitive flexibility and decrease performance quality on creative 

tasks (Murray et al. 1990; Vosburg 1998). Shalley et al (2001) have called for 

more research focused upon mood and its impact. The impact of mood on the 

creative corporate brand during service encounters is also a possible future 

area of study. 

• Gender, ownership and creativity. Each of the four case study organisations 

selected for this thesis were owned and lor directed by men. Chusmir & 

Coberg (1985) and James et al (1999) have found that women tend to 

orientate towards socially directed creativity and males towards more object 

and abstract creativity, indicating a possible masculinity-femininity 

dimension for effects on creativity as an avenue for future research. It may 

therefore prove fruitful to investigate if there is any impact through the 

owners gender on creativity, which feeds through to the way the corporate 

brand is formed and managed within creative organisations? 

• What about emotion and where people know they are supported emotionally 

to take risks, to be open, share ideas, to potentially fail with no fear of 

reprisals as in creative work? Emotions of an individual can impact on the 

mood of a work place via positive or negative emotional characteristics (Lofy 

1998). What is the impact of emotion or emotion work in a creative setting or 

on the corporate brand? 
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• The impact on creativity via charismatic leaders/leadership is an area worthy 

of potential research. Mumford et al (2002) have indicated that such research 

would help us to understand how charismatic characters may impact on 

employees, and thus also the corporate brand. The ensuing creativity in such 

settings through enhanced motivation and intellectual stimulation is also of 

interest. In addition, the potential negative impact of charisma is also worthy 

of further study, where such leaders, especially when highly visible within the 

organisation, may in fact restrict the autonomy of the group from pursuing 

their own vision of the project work. 

• Creativity and conflict. Research could ask questions related to the incidence 

of conflict in different creative occupations. It is not clear whether creative 

conflict is a phenomenon limited to artistic domains, or whether it emerges 

only in professions where strong adaptive influences, like commercial 

pressures or strict codes of conduct also operate. A comparative study of 

achievers in different creative fields, perhaps rated for artistic content and for 

the salience of adaptive influences, would increase our understanding of the 

conditions that produce creative conflict and of the dynamics of creative 

development (Gelade 1997). The impact of these aspects on the corporate 

brand could also be identified. 

• Role ambiguity and clients. Future research questions have been set by Beard 

(1996). For example, do the creative boundary spanners show they are 

sensitive to indications from clients that they are experiencing role 

ambiguity? Do they think abstractly that some clients are just bad to work 

with? What are the overall and differing effects of role-sending behaviours 

and feedback directed to clients? What type of role ambiguity do the creative 

boundary spanners experience and why? Is there a high turnover rate in 

boundary spanning roles during the lifespan of a project and what is this 

impact on the creative corporate brand? 
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• Unsworth (2001) has put forward a similar matrix of creativity types: 

expected creativity, proactive creativity, responsive creativity and 

contributory creativity. As already discussed, within Chapter 3, this thesis has 

focused upon case studies dealing primarily with the reactive (responsive) 

fonn of creativity. Putting construct difficulties aside, Zhou & Woodman 

(2003) have put forward a request to investigate the potential differences in 

the factors that contribute to creativity and the creative process across all of 

these categories. This offers potential avenues of fruitful research. In 

addition, the impact of differing fonns of creativity on the corporate brand 

may be worth investigating. 

• The empirical findings for this thesis noted that in some smaller or less well

known organisations the reputation effect may not have been present to hold 

the employees after their learning had ended and they may have been more 

likely to leave. For other creatives the reputation impact was less relevant as 

they preferred their current and lesser-known organisation because although it 

was less prestigious, it allowed them more creative space. Further research 

investigating the prestigious reputation effect versus creative space, in 

relation to their impact on creativity and the corporate brand may provide 

beneficial. 

6.3 Chapter summary 

This chapter has concluded this thesis with a discussion of the main findings and 

implications as derived from the empirical data in comparison with the pre existing 

literature. Identified avenues and areas for further research have also been identified 

and outlined. 

In summary, this thesis has set out to provide an initial understanding and insight into 

aspects of the corporate brand within business-to-business small to medium sized 

enterprises (SME's) located in the United Kingdom (UK). Its has specifically 

investigated how organisational creativity interrelates with the corporate brand taken 
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from a mainly internal owner and employee perspective. The adopted approach was 

exploratory, qualitative and inductive. The outcome is the presentation of various 

organising themes and sub themes. 

It is hoped that the concepts and findings identified within this thesis will be relevant 

to at least three communities. The academic community will benefit from new 

insights based on inductively generated findings, specifically focusing upon 

business-to-business SME's in the UK creative industries. These findings have been 

outlined in detail within Chapter 5 and summarised earlier in this chapter. The four 

identified themes and sub themes highlight the interlink between employees, how 

they create meaning and the relevance of that meaning to the corporate brand. The 

'identification' theme for example, has captured various individual and 

organisational identification issues apparent within the data, each with implications 

for the creative organisation and their corporate brand. The 'development' theme 

uncovered some of the ways through which individuals look to grow and improve 

across different experiences, and also outlines how the lack of such opportunities 

may affect organisational loyalty and the corporate brand. 'Rewards' of various 

kinds also emerged as a major theme relating to the creative process and the 

corporate brand. The rewards sought varied, and the management of such rewards 

presented particular problems within these kinds of organisations. Finally, issues 

relating to the growth of the organisation frequently emerged in relation to the 

corporate brand, as encapsulated and discussed in detail within the theme termed 

'brand evolution'. Research questions relating to each of these themes and sub 

themes have also been presented within subsection 6.2. 

The practitioner community will benefit from greater insight into some of the ways 

that the corporate brand is enhanced or devalued from an internal perspective. This 

will allow the organisation to make better informed management decisions. 

Appendix 7 outlines in detailed tabular format the issues and aspects that managers 

need to be aware of when attempting to manage their creative employees in relation 

to their creative corporate brand. These main aspects can be broken up into seven 

practitioner perspectives, namely: relationship dynamics; organisational and 



individual identification; learning curve and growth; creativity as a form of reward; 

restraints to creativity; symbolic rewards; experts and expertise. 

Finally, an improved understanding of the process of creative service delivery may 

assist both providers and consumers in attaining a better product and greater 

satisfaction. 

As highlighted within Chapter 2, while not necessary for all types of jobs and 

organisations, a 'winning creative idea' that stands can have a large impact on sales. 

(Blair 1988; Buzzell 1964; West 1999). It was also shown that most organisations 

can benefit from creative ideas that help to improve quality or productivity or client 

satisfaction (Williams 2004) and that the enhancement of creative performance 

within employees is a necessary step if organisations are to sustain a competitive 

advantage (Amabile 1988; Oldham & Cummings 1996; Amabile, Conti, Coon, 

Lazenby & Ferron 1996). The findings within this thesis have therefore helped to 

identify some of the competencies required from both managers and their employees 

relating to creativity and their relationship with clients. 
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Branding director - Corporate branding consultancy 

N arne of company has been replaced by (branding consultancy) within this 
transcript. 

Me: in some of the previous interviews with yourselves and the other case 
organisations it has been mentioned that the process of working with the clients is 
like taking them on a journey ... can you explain a little more about what you mean in 
that context for (branding consultancy)? 

Director: what you are referring to there I think it is what we call the pre-search ... the 
pre-search process... a good example of this was the work that we have done with 
Dunlop because their point of entry was at umm we've got a value proposition for the 
Dunlop brand umm I think it's eight eighty five percent right but it's not quite right 
for the time so we need to change and so we need your help in changing that and we 
said basically okay if you want if you are typical of an organisation of your sort then 
you will be sitting on top of a lot of existing research material umm some of which 
you will have left behind because companies do their research and scatter it behind 
them like confetti so we said basically let us sort out the ten or twelve best pieces of 
research done over the last five or so years let us review that err and let us... and 
that's to do with us helping them make sense and look a fresh at the structured 
learning they have already got and at the same. In parallel with that we do urn depth 
interviews working to a structured discussion guide which is really encouraging the 
people who are going to be part of making the strategy or approving the strategy 
getting their perspectives and their experience and learning insights out on the table 
umm the result of that from Dunlop's perspective is that they came to an 
understanding that actually their real problem wasn't so much about the proposition 
err it was about the organisation's internal belief in their ability to change things err 
the guy that said it was eighty to eighty five percent right... rapidly revised it to sixty 
five percent (laugh) and at one stage through to forty percent or whatever so clearly 
the proposition wasn't quite right... they came to understand that and came to 
understand the bigger task was to think about the enemy within and lack of belief and 
self-confidence so I mean that is a journey of a sort I guess but it is helping them to 
make sense of the starting condition you know the initial state umm because most 
work that we do in some way shape or form is about change err as an initial state and 
as a sort of umm desired state if you like and the change between the two is what 
should determine the program after the sense making a ... our feeling is and our 
finding is that they often pay in adequate attention to defining the initial state. 

Me: of course that is going to be a very important part of your entire process really ... 
because if you don't bring them on board at the beginning then you are probably 
going to be fighting a losing battle for the whole thing. 

Director: yeah I mean people like to be listened too people do ... are repositories of 
experience and knowledge umm and going through that process of pre-search is ~art 
and parcel of getting people to the table in err for the first sort of formal plannmg 
session to start feeling that they have begun to contribute so it's sort of part of the 
process of building alignment overtime. 
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Me: right okay are there any examples where that has not gone to plan or where it 
was very much more difficult that you would have expected and what had caused it? 

Director: yeah well the example that has not quite gone to plan (laugh) is with the 
computer ... the IT services company where their problem is overtly about corporate 
branding urn and we've been through that pre-search process with extensive board 
and non-executive interviews and extensive employee interviews in groups in four 
different countries and extensive customer interviews umm there was very little 
structured err research to read ... ohh there were external interviews as well with 
analysts like us and anyway so they got involved and the members of the board then 
got together for this workshop where they basically had the private notion that they 
weren't going to succeed unless they defined precisely what it is that they are where 
they want to go and what makes them different umm they were involved in pretty 
much the normal pre-search process but there were so many forces in play that were 
causing them as a group to umm move away from alignment and coherence that 
frankly they couldn't... they weren't able to sort of collapse it into a sense making 
state in one easy hit umm so I mean that project at the moment is in abeyance not 
least because they have made a major acquisition in between times and we have said 
to them the point at which you make a major acquisition is the point at which your 
lack of clarity on the corporate brand is going to come home to roost as a real 
problem umm but they have kind of got very locked into that err and we are sort off 
waiting to see if we are going to move forward or not with that project... I think the 
other thing about that particular group of people were ... we have got this very simple 
construct of the four worlds four thinking styles... left brain right brain form facts 
feelings futures (?) very very left brain as a group ... normally when you assemble a 
group of ten people ... you will representatives across the ... you will find you have a 
whole brain group... with this group they were err ruthlessly left brained so they 
hated Neville for example who is like yellow here (pointing at model) a fantasist and 
idealist a futures person ... yet I think in retrospect that group wasn't perhaps in the 
market for a journey of collective self discovery ... that group may be would rather 
have had an answer that they could then have had an argument about. 

Me: it is interesting that you have used that particular organisation umm because the 
next question that I have got for you was that with the IT service provider umm in 
the last interview you said that they only wanted to work with the one person and err 
that you were trying to find ways to work around that... maybe it hasn't moved 
forward anymore because of what has happened to that organisation ... and you used 
the words ... we are waiting to see if our ways of working around the edges of it get 
kicked back so my question to you would of been two months down the line how did 
you get on with that... did any of that get kicked back at them. I suspect that you 
haven't moved that far forward if they have been doing merges and acquisitions in 
between. 

Director: yeah we will know I think in the next week or so whether this is going to 
move move forward I mean frankly the chairman the main man there is a particular 
kind of person and sometimes you have got to stand up and fight with him and of the 
people involved with that project the person prepared to stand up an fight fr~m ~ur 
point of view was me and that was down to the fact that I got really cross WIth hIm 
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and I thought he wasn't listening and I told him so and he loved being slapped around 
a bit. .. what we have tried to do is to ensure that in the meetings that are happening 
around the edges while this decision is pending you know... continuing to keep 
Neville involved and continuing to keep Steve involved ... you know ... just wont 
accept frankly that they only want to ... you know ... only want to deal with one person 
because if they are only dealing with one person they are not dealing with the 
corporate brand are they at the end of the day ... and respect for different mindsets 
and respect for different skill sets umm it is important ... 

Me: which goes back to this fact once again that you feel they are more left brained 
and won't accept any others views or perceptions or whatever ... 

Director: yeah ... I mean my point... I can hold my own with the left brained person 
because that's where I come from err and they respect that... but you know you have 
got to have some respect for the other areas of the brain and the contribution that 
they make. 

Me: yeah ... umm ... yeah we talked a little bit last time about err the type of people 
that work here at (branding consultancy) and you used the words umm they like to be 
intellectually stimulated umm and we also talked about an emotional bond almost 
with (branding consultancy) err two different things slightly of course but... in some 
of the interviews yesterday umm I noticed that there were other issues there apart 
from just being intellect... and you were quite right... have been right in everything 
you have said mostly but the intellectual stimulation umm from the more junior staff 
perspective do you think that is all they are after ... the intellectual stimulation or is 
there other aspects from that that they are looking for from your perspective ... that's a 
hard question ... not a very good question but... 

Director: well 

Me: I mean they are here because they like to be intellectually stimulated but do you 
think there is something else they want out of it apart from just. .. 

Director: oh yeah I mean people ... my perspective is that people want to be part of 
something that they feel is... they contribute too where they have got a emotional 
bond there umm ... 

Me: What about taking from though ... from their perspective taking ... 

Director: what do they take from the organisation or ... 

Me: yeah I mean they are being intellectually stimulated but ~hat else do they do 
you think maybe they are taking from the whole umm expenence ... what do you 
think they will be looking for from a junior perspective. 

Director: stimulation... growth... development... excitement... umm the sort. of 
collegial atmosphere of umm like-minded but not necessarily the same (laugh) kmd 
of people ... umm a place where it's lots of fun actually. 
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Me: and do you think it is fun or ... 

Director: do I think it is fun (laugh)? 

Me: yeah well I mean to be intellectually stimulated isn't always fun is it 

Director: well people ... 

Me: it has to be a fine balance 

Director: ... people make ... have different definitions of fun umm and oh what can I 
say about that umm it's I don't think you could create an organisation that's just about 
having fun for example umm ultimately intellectual stimulation should be part of the 
kind of the buzz that people ... that attracts people to this sort of company and if it's 
not then presumably they will (laugh) be attracted elsewhere umm I mean what we 
do try and do is we have social events and things like that and that's not in the sort 
of ... we have to have a social... you know structuring a social event... it's because the 
partners err each of the partners feels err a bond that's umm about more than just sort 
of partner employee sort of ... yeah everybody in this little business matters to me in 
some shape or form. It would be the same for Michael, it would be the same for 
Neville ... sometimes all the partners aren't equally good at projecting (slight laugh) 
that and expressing that you know I am a case in point but I don't know ... I am 
waffling? 

Me: no no 

Director: am I on the right sort of ... 

Me: no it's really good ... it's a common question ... I mean it goes back to the type of 
people you have got in the organisation you know knowledge intensive intellectual... 
it's the same for the architects, its is the same for the designers I mean it can't just be 
the intellectual stimulation ... it needs to be as you say fun and you know what does 
that mean to different people ... how do you handle it how do you manage it and if 
you don't manage that aspect correctly maybe that causes or creates problems with 
the way people identify with the organisation ... so that is where it is coming from the 
question really ... it is not so much specific to (branding consultancy) ... but for me it 
is an interesting one I mean you know if you think back to University I mean that's 
quite intellectual and stuff and it can be fun and sometimes it can ... it's not fun you 

know. 

Director: yeah 

Me: and what happens to you when it is not fun ... how or what do you start to think 
about... how do you relate to the organisation when it is not fun you know and that... 

Director: well that is an interesting question because if it's not... whatever fun is ... if 
it's not fun for everybody ... I am sorry ... if one person in an organisation is not 
having fun consistently not having fun it's unlikely that they are going to be happy 
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and ~nli~ely ~hey ~e goi~g to. stay err there are occasions when nobody in an 
organIsatIon hke thIS one IS haVIng fun... you know there is a rhythm to fun and I 
think the issue is about how if ... how aligned those rhythms are in the ... in the team 
and there will be occasions when you know most people are reasonably happy about 
the way life is umm but one person sort of is not aligned with that... is not in that 
mode... now if you recognise that... when you recognise that you can try and 
understand why and hopefully try and do something about it umm ultimately there is 
a limit to the things that you can do about it and sometimes that person is just out of 
sync and then from their point of view it is best that they are not part of something 
like this ... from our point of view it is best they are not part of something like this ... 
we owe them a obligation to help smooth the transition back into here ... I mean it is 
not. .. I don't know the impression that you have of this organisation but it is not a 
Darwinian organisation I don't think and I wouldn't want to ... you know be part of 
something that was very competitive umm it is a supportive it can be a very very 
supportive environment. .. I mean we have had some real problems recently I mean 
you must of picked up on that... I have been very unwell... Neville has not been one 
hundred percent and Michael has put a fishhook through his eye. And the way that 
people have rallied around you know kept the business going and supported one 
another and supported the partners at certain points in time have been great. 

Me: umm oh yeah there is not... once again it is a general question for all three 
organisations I will be asking this time because I just think it is an issue for the types 
of organisations you are where you have intellectually you know bright people and 
what happens when they stop... maybe fun is not the right word... but you know 
when they stop enjoying it or what's causing that... and more to the point how does 
that affect the way they identify with that organisation ... because I think it happens. I 
mean my background is quite you know I have been to a lot of. .. through a lot of 
intellectual organisations I guess and I have seen it almost time and time out... some 
people they seem to stay identified with an organisation for ten years and others they 
last about a year and it starts to wane and it's I think it's something to do with as you 
touched on there maybe something to do with the learning curve that you are on. 

Director: yeah 

Me: and once the learning curve to you starts to pewter out... but maybe there is a lot 
more to learn ... that is another issue ... starts to pewter out and they start to identify 
with the organisation in a different way. 

Director: umm 

Me: so in other words they put up with much more or whatever in the beginning ... 
ahh yeah I am learning ... and once they start to think they are ?ot learning because 
they are intellectual then there starts to be an issue there and I thInk that knocks on to 
the way that they identify over time ... that is another issue but. .. 

Director: yeah ... well the important... important thing from our perspective is to: .. 
that we should grow ... not necessarily in pounds shillings and pence but grow III 

terms of numbers and types of people because that creates opportunities and frankly 

248 



if there was sixteen of us right now there would probably been more than double the 
number of opportunities for people to find their own particular areas of enthusiasm 
and expertise umm so it's growth both in terms of numbers of people and therefore a 
richness of interaction... diversity and interaction within the organisation and 
secondly there is the quality of what you are doing the quality of work in the last six 
months err things because of illness and things like that we've been more inclined to 
accept work that has been there rather than to say well we can do that but we choose 
not to do that. .. so part of redefining what we are is to be able to take a much clearer 
stand in terms of the work that's in and the work that's out and my sense is and this is 
probably wrong it is probably a personal... it's probably driven by my personal 
circumstance but I feel that we are on the cusp of our second wave ... If you look at 
our ???? you know ... the date ... it's there ... we have been consciously or sometimes 
subconsciously preparing to catch that second wave and that releases once you get 
into that it releases a whole ... a new wave of enthusiasm and excitement and 
commitment and energy and fun. 

Me: and problems. 

Director: and problems (laugh) yes yeah well let's emphasize the fun let's emphasize 
the enthusiasm and the energy that can happen. 

Me: yeah I am just thinking along the lines of small-business research that I have 
done ... what happens to small business once they reach a certain size and they start to 
expand again and again you start to hear all sorts of problems that no one has ever 
thought about... it is quite interesting ... but that is a whole different ball game .. .it's all 
about you know the partners start to maybe lose a bit of their control that they used to 
have and things like this or the owners of the organisation you know it is very much 
being looked at by people and I think it is quite interesting once you start to get a bit 
bigger umm more so for family owned organisation'S because they really ... once they 
start to lose control you know all sorts of strange things start to happen because they 
don't want to lose control. 

Director: umm umm 

Me: or they don't want that much control to go. 

Director: what is control in an environment like this? 

Me: what I think for ... once you start to get into much bigger you start to have to 
bring in the professionals if you like ... the marketers to finance people. 

Director: umm the business development director ... 

Me: and it doesn't fit usually with the culture of the organisation that it has grown 

from ... very well-known. 

Director: umm 
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Me: and it creates a lot of problems and the trouble is to grow to a certain size YOU 

need those people because you just can't... you can't handle it you need specific skills 
to get through the amount of work that fast if you like. 

Director: err hum 

~e: a certain skill set and you just c~n't you can't no matter how hard you try you 
WIll have to take these people on and If you do that you start to lose a bit of control 
a little bit of the politics start flying and all this you know where the partners or th~ 
owners start to feel they are losing control... you know there is a whole area of 
research on it if you want to look at that just look at small-business research. 

Director: umm 

Me: because I think if you are aware of some of those issues before you start to 
expand you might be able to avoid some of them or if not recruit for the right 
reason... you build in what it is you're looking for the your finance director or 
whatever. .. that is what a lot of small companies go through when they get to about 
the two-year point... if you last beyond the eighteen-month point they reckon you 
will last five years or more that is the starts ... so you have done okay ... because most 
have folded in the first eighteen months to two year point err and after that you have 
got the other issues of expanding but anyway enough of that... It is because I was a 
tutor on that course is why I know so much about that... It is not really my research 
area. 

Director: but there are bounds between control and creativity if you like err and you 
can say well those are not opposites anyway but... we are in a network... is now a 
dominant metaphor driving err you know ... thinking in business and the rules for 
making... how you make help networks realise their potential... If in three or four 
years' time we were behaving like a boids ... yeah you know boids they wheel... they 
are computer-generated sperm ... swarms or flocks that set them going and they just 
behave like flocks but there is no leader there there are three or four ... you can set up 
those on the basis of four very simple rules ... and if we you know if that's where we 
get to with boids then that would be great because yeah and I suppose in my role 
there are sometimes elements of control enters the leadership that I have to assume ... 
don't therefore automatically assume that that is where I get my kicks ... it's learning 
or trying to collapse it all down to the you know the single pithy sentence or thought 
or ideas and you know I think we are almost there now ... it's like if we do agree and 
sometimes I think the partners won't necessarily agree that we are about change ... 
about brand business and organisational change you know that will mean that to 
Neville and that to me and that to Michael you know and so I mean different things 
to different people... we are trying to get to this thing which is the sort of very 
essence of what we are what we can do and what makes us different what excites 
us ... at the point that we have got that though it's right that you do that (hand gesture 
opening) again because that should be sufficient to condition expectations as to ~hat 
is and isn't right for us but allow a great deal of leeway of people to express that III a 
way that is precisely right for them ... right for the occasion or right f~r the client and 
that's the ... it is making that transition ... and that... that has been our Journey (laugh) 
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over the last you know eighteen months a journey to there (drew a circle returning to 
beginning) ... that is now the challenge. 

Me: how are you looking at that circle is it umm you are having discussions \\ ithin 
(branding consultancy) with everyone that is here or ... 

Director: it's a mix of ... yeah now that's a good question because we have looked at it 
in a number of different ways you know last November we looked at all the stuff we 
had done for clients and we said what are the common features so that was a kind of 
a almost a bottom up way of looking at it... we have also started move into that 
experiential area which is a very fertile world ... we have also had to subconsciously ... 
well we have been working on it subconsciously ... I have most certainly err so I've 
had sort of new thoughts ... we've then started to talk in quite vague and confused 
terms to clients to see what their reflections are what more thoughts they have ... 
we've chosen in the last four to five weeks since we have got closer and closer to this 
thing to keep the conversation amongst the partners at this stage not because we want 
to cover the fully baked cake but because there is a time ... this is the time that we 
have got to sort of stand back-to-back against the area ... we have got to be clear what 
the area is and at that stage once we can agree on that... that sorts of sets a non
negotiable parameter if you like ... then it's then everybody can influence the final 
collapsing of the way functioning ????? If you like ... and we ... I will be ... we will be 
alive to the possibility that they are not negotiable ... some areas of the non-negotiable 
have to become negotiable... if it feels right if it seems right... so in a sense the 
partners have umm decided to go through a period of talking amongst themselves for 
a while because just throwing it out for ... you can't just throw ... scatter the bread on 
the waves and think that you know part of the loaf is going to get to Madagascar. .. 
you have got to set some sort of boundary conditions. 

Me: umm ... vision problems 

Director: it may be Shaun ... when we get to that that one person feels that's not right 
for them. 

Me: no I was going to say that... I mean it is obvious to me that three partners with 
completely different mindsets maybe three different views on things umm you don't 
have a common vision at the moment and that is what you are looking for and err I 
am wondering if it will arrive you know ... 

Director: where it's a stand ... you know it will... it absolutely will with that I really 
believe in that quote and parts ... bits of this are starting to filter in and have effects on 
our conversations that we are having with everybody and the good aspects of that are 
being picked up and played with which then brings it back in ... like I was talking to 
somebody the other day who has sold his business in the last eighteen months ... two 
of them set it up ... and he said our business model was we were one company.we had 
slightly different areas of expert expertise but t~e main ~hing is ,:"e co~peted lIke hell 
and it was a very successful because Mark achIeved thIS so ClIve achIeved that... so 
they said... I said that is completely different from our. circumst~ce where w~ set 
great store by hard thought and census and guides ... and It bloody dIfficult sometimes 
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but when you get to a goo~ outcome ~d you usually do that around client specifics 
and you get to a good solutIon ... the chent really sticks and we will get there because 
we got there before we left UDV in the first wave ... it is unthinkable that we won't 
get there. 

Me: ~ ~nteresting ~ays ahead ... umm OK I have flagged this entire area up here 
(last lnter:lew notes) Ju~t let me rer~ad it... It is the question about umm I mean you 
are changIng staff over tIme and projects whether the clients saw it as a major issue ... 
and yeah we got onto the issue of commonality ... commonality has probably come 
through umm but with different individuals that you get different expressions of 
those commonalities ... that sort of conversation umm and it was due to with whether 
the umm individual expression becomes particular or removed from the common 
values. 

Director: right 

Me: and you said you hadn't really faced that within the organisation where you 
know there was definitely a conflict starting to come through from someone's 
values ... their own values and the values of the organisation and we talked a little bit 
about the three partners the three mental models and the three perspectives ... which I 
think is what you are grappling with now ... it looks like it is coming right to the 
surface now umm so I wanted to talk a little bit more about the expression of these 
commonalities... differing expressions of commonalities is such a rich sentence to 
me. 

Director: did I say that... God knows what I meant. 

Me: well I will reread the whole thing because it is hard for you without it I think ... 
without knowing the detail of what the question probably was... so the question 
was... So do you feel that the umm clients see the changing of staff over time as a 
major issue ... and you reply was ... I do not think clients see this as a major issue in 
the here and now ... I think that we talk about it like this ... I mean we are aware of it I 
mean there is a very very strong commitment and I mean it is one of the values that 
we believe ... I mean it is not just an espoused value we believe that the team always 
wins ... umm intellectual rigour ... determination to get the best possible results and a 
desire to work very closely in collaborating with the client... I think those are the 
commonalities but within that there are different expressions of those 
commonalities... and the issues become if the individual expression becomes 
particularly or far removed from the common values ... umm and that is not an issue 
that we have come up against yet although you have to appreciate that there are three 
partners three mental models three perspectives three skill sets ... 

Director: yeah I mean the ... well I am pleased that I said that at the time because I 
still feel that's true ... there is a ... we are very deeply client focused ... I think it was 
after we had the first conversation where I opened a forum for all of us and I said you 
know what is your evaluation of our behaviour ... the way we behave tells us what.:. 
and somebody said we are ??? invoice ... and I had to hold myself back from thIS 
because that is ... that is a manifestation of keeping track ... and if an invoice has gone 



out. .. good it enables us to become closer to what we can become ... and so what I did 
I actually spent a lot of time watching what people did and frankly the thing that 
people do they agonize over getting things completely right ... they agonize over 
getting . everything con:pletely righ~ for the client... they agonize over getting 
everythIng completely nght for the chent for the time that they promised ... and if yOU 

see the behaviour at play it is absolutely ... so so you know client focus;d ... 
intellectual rigour and a commitment to a team solution I believe are the central 
values. Now different people will have different views of the relative importance of 
those three things ... 

Me: okay 

Director: and I will almost... I will always be very strongly oriented towards the team 
and the intellectual rigour umm Michael would always be strongly oriented to the 
team and the client focus ... Neville will always be more oriented more strongly in 
point of fact behaviour to intellectual rigour and client focus now sometimes ... and 
the question then becomes if you are playing those three you know ... spinning those 
in slightly different ways ... if you're not careful sometimes you will let one of those 
values go a bit adrift and you know so it might be that at some stage for example that 
Neville's best contribution to the organisation and the organisation's best contribution 
to Neville's future is that Neville kind of sits a little bit outside and one side of the 
dominant thrust of the organisation is a very very specialist resource or a piece of 
????.. err but might be that umm the same thing might happen to me or the same 
thing might happen to ... am I on the right sort of tracks here ... is this telling you 
stuff ... so I think it is like an elastic ... it is like an elastic band ... If I. .. a metaphor for 
a brick and the egg attached to one another by an elastic band and if you have got... 
the egg is an individual and if you have got an individual with values and what they 
think are important flying away from the brick in some way ... what happens ... one of 
three things... at the point of which the elastic band will stretch... one) the brick 
moves... probably just a bit but the brick moves... well great they have done 
something useful for the brick... two) the egg comes crashing back to the 
organisation and smashes on the brick which is less desirable and another scenario is 
the elastic band gets cut and the egg flies off. .. now ideally we want the elastic band 
to move the brick. .. and for some ... all we have to make sure ... 

Me: surely there is a fourth possibility there though ... where as you pull on the egg 
against the rubber band away from the brick the egg will then shatter ... still within 
the rubber band it still you know it has not gone off I mean you have the three but the 
fourth to me would be that the egg will just crack because the brick want crack but 
the egg shell is still within the rubber band as a mess you know broken. 

Director: at that stage any possibility of the egg influencing the brick is completely ... 

Me: yes but it is still within ... I mean I am taking it that the. rubber b:md will be t~e 
boundaries of the organisation if you like... I am guessmg that IS what you re 

metaphor is? 

Director: yeah 
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Me: but to me you have then got this broken thing still within ... it has not just shot 
off somewhere and it's out of the picture you know. 

Director: oh right. .. okay you might be taking the metaphor a touch to far ... my point 
here is ... you have got a brick with eggs and a elastic band like that (drew sketch of 
eggs around brick moving in different directions to counter act each other or move 
brick in a certain direction as a result) nothing potentially ... nothing goes anywhere ... 
the issue is ... you know I don't know I mean the compensate off those is probably a 
bit more like that than it is like that. .. so it's getting its getting helping that get itself 
soaked itself out in a way that is just right and it sustains forward momentum. 

Me: but I mean once again just to labour my point... if in your scenario err what you 
are saying is maybe you might come to the state where one moves off. .. just moves 
of away from (branding consultancy) lets say yeah and this snaps (rubber band) and 
they disappear if you like to start a new thing or whatever which is common in 
organisations but to me what would happen if you kept just pulling and pulling and 
then it just breaks (the egg) but it is still attached I mean it is still within the 
organisation I mean that quite often happens ... you know they ... well it might go on 
for a year but that's the case you know and what effect would that have on the whole 
organisation ... maybe not at partner level... lets take it down a level or two that could 
be happening to an employee but they are still attached to the rubber band for. .. well 
for a period of time you know. 

Director: if that's the latter situation in other words v rather than p applies (drew a 
formula) then it's no good for the egg and it's no good for the ... 
Me: (branding consultancy) 
Director: and that situation may well come to pass ... 

Me: I mean if that was an employee situation then you would probably both come to 
a agreement to disagree and that would be an end to that and you would sort things 
out but it is not so easy if it is partners I wouldn't of thought because a partner is a 
partner ... and if a partner doesn't want to break off or something you know but they 
feel they can't contribute anymore because they have a perspective in a slightly 
different direction ... the shell just breaks err I am not saying that's happened here and 
I am not saying it would happen but it would be very interesting... there must be 
organisation's where it has and that would be an interesting case to research wouldn't 
it if you could get in there to uncover ... I mean to me that is quite an interesting ... I 
will remember that for future research actually because that would really affect the 
whole dynamics of the organisation. 

Director: but you know that this is an issue ... I mean .this ~s a. metaphor th~t has a 
bearing on real life and then the issue becomes what IS objectIvely happemng here 
vs. what is going on in people's minds ... (long pause) 

Me: good okay we will move on I think from there umm 

Director: actually has that point landed... (lowered voice) it's so typi~al for three 
partners to get sick in different ways ... I get sick in a way that umm sCIence cures ... 



chemicals and radio waves and radiation waves ... Neville gets sick in a place up here 
you know ... Michael puts a fish hook in his eye ... I mean it is like ... you know back 
to the old model... I have been sick that way ... Neville tends to get wobbly that way 
and Michael who is very practical... I mean it is weird isn't it... it is weird ... so and 
what is going on in People's minds ... and the perception becomes the ... everything 
here and that is a ... you have touched upon a issue that you know other people are 
very well aware of and don't want to see that situation (broken egg shell in rubber 
band in diagram) ... you know I mean if there is a guiding coalition then you have to 
ask you know where is ... what are the relative strengths of these things umm (drew 
on diagram and showed me result) ... In terms of the relationship. 

Me: yeah it's interesting stuff isn't it the network and stuff. 

Director: you could spend all of your time thinking about this (laugh). 

Me: (laugh) exactly there is a thesis in there ... if I ever make a doctor I will put the 
student onto that. 

Director: (laugh) 

Me: umm ??? It is definitely an area to look at umm one of the questions that I asked 
last time from your perspective what do you think members of (branding 
consultancy). 

Director: sorry can I just stop you there for a minute ... when you work on your thesis 
on this and the relative strengths of relationships between members of the guiding 
coalition don't forget to include in this instance the fourth man ... the relative strength 
of the relationship of the fourth man ... and that is the brick ... the business as a whole 
you know if (branding consultancy) was a person and he was present at a board 
meeting ... so yeah ... 

Me: and the relative strengths between here here and here (pointing at three partners 
with the brick) the figures here here and here that's what you are saying is it... could 
you put figures on that then (diagram) ... I mean don't do it but could you in reality 
could each partner put a figure on each of those to what they see as this 
(relationship ). 

Director: I am sure they could if they were asked. 

Me: what I would wonder then is what does that figure mean ... these figures are 
strengths of relationship or are they figures that show alignment of thought or are 
they alignments of underlying philosophies ... 

Director: probably all off those actually (laugh) ... a complex muddle off all those 
things. 

Me: that's what I would do I would break it right down ... that's all well and good but 
let's break it down ... what does that figure mean ... It might be ten different things and 
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I would go back to those ten different things because then you get to analyse vour 
own organisation. . 

Director: yeah you would have a diagnostic tool potentially. 

Me: ... yeah probably not so diagnostic ... but you could do it. 

Director: umm 

Me: but it would be painful... you would have to look at relationships to go through 
that and really bring everything out of the cupboard you know to say ... oh that's 
interesting you see this in a completely different score to me and then you ask why is 
that you know so you use the figures to flag up that there is an issue and then get into 
the substance ... which is my whole thesis really ... I am very quantitative in my 
approach but I am qualitative in the PhD which is quite useful so now I can 
understand figures and that easily but I want to get below it... that's what you could 
do it's what I would do with that but I think it would be quite painful or you could ... 
say you had that in there (pointing at diagram) you could do that bit first... well that's 
quite personal actually but then you would have to go through the whole thing again 
for this and see what each one's view on you know what that number is and see what 
each one's view is I think that getting the overall number is a problem you wouldn't 
be able to... you could have an overall number and then work backwards to ten 
different numbers for each of those numbers or else have ten different models and 
not start with an overall number I mean the overall number is very subjective. 

Director: the numbers I just threw on as a sort of relative strength expression of a 
very complex and qualitative thing. 

Me: oh yes there is a thesis in that you could keep the PhD person busy for years 
looking at that. 

Director: but that's what we do ... we find new ways of thinking about things on the 
run ... that's what we do and it is very difficult to express that. 

Me: it would be interesting to err I find a lot of people that have gone through the 
Website are always looking for examples for the same thing as them and they are 
always begging the for it to give them an example and I don't know it because I am 
not out there doing these things so I can't give them it you know ... well I could spend 
a week looking for it but I am too busy ... but I feel so sad for them ... because there 
must be other organizations just like you or very similar with three partners or 
whatever very similar issues that have done it and sorted it or whatever ... 

Director: yeah well it's a different... I was talking about Clive and Mark earlier on 
and it would be the third man would it... I mean that would be much more simple set 
of dynamics to work out but when you think about... 
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Me: the trouble with the fourth man is also umm it is effected by the external of the 
client's perception of what the fourth man is you know you've got what you think the 
fourth man is. 

Director: yeah 

Me: but then ... I mean you can be your own people if you want you can just... I am 
Neville I am Director I am ... the fourth one just can't be you know it can't be at this 
stage of your development it can't be probably even what you want it to be even if 
you could all agree what you want it to be because the clients will still affect it. 

Director: yeah and there is also the fourth man who we live within. 

Me: (over the top still talking about client) the fourth man is a schizophrenic. 

Director: (laugh) 

Me: you know because it's clients your driven by what the clients at the moment 
anyway by what the clients ... I suspect that you always will be actually unless you 
are like ... I think even Wolf Olins ... Wolf Olins just do ... they don't do everything 
they just do specifics on the job whereas the design consultancy I am working with 
they are much smaller than WolfOlins but they took on the task similar to what Wolf 
Olins could off took on but they ended up doing everything and they realize on 
reflection now they should never of done that... They did everything I mean 
everything they were ever asked they did it and it was a big project for them the RAe 
and err they realize now that Wolf Olins would just say no just do these five things 
and someone else can do the rest. 

Director: yes because those are the things that they can do exceptionally well. 

Me: they have obviously worked out... or I suspect the things that they being a cynic 
maybe I don't know because I haven't interviewed them but I think they have got to 
such a size now that Wally Olins is more or less in his retirement umm I think it is 
the case of what they can get the most margin from umm without going over the top 
in what they are spending maybe ... a bit of that it is not just what they are good at... I 
am sure they are probably good at most things but I think they have worked out a 
fine art ... we can do these five things extremely effectively with a big margin for us 
and we won't touch the other stuff. 

Director: yeah 

Me: but I think that comes with size once again. 

Director: well it comes back to the conversation about us defining our thing because 
one of the things that will help us to do is excluded some of the stuff we shouldn't be 
doing and it also enables us to take a stand you know I mean one of the things that I 
have discovered about myself is that I am best in talking to clients when I am 
actually I have got a bit of a soap box. 

257 



Me: when you believe in what you are saying. 

Director: it's umm you ~ow ultimately we do a lot of intellectual stuff but ultimately 
th~ stuff that we ar~ dOI~g has got to make a difference and not just about people's 
mInds you know things hke ???? and stuff like that now that matters you know I can 
talk of a subject of escaping from flat land ... flat land strategy and Michael and 
Neville wouldn't feel comfortable with that metaphor so that kind of becomes my 
stand on my interpretation of that thing but providing ... it is back to the diversity with 
a shared perspective ... 

Me: yeah but I mean the clients would probably want... I don't know ... you have 
spoken to the clients ... some of the clients want to one particular person OK to me 
that is a client problem more than anything else you know if you have got an entire 
team as you say they should somehow convinced they need the entire team's input 
and if they can't be convinced then we will drop the client... but you can't at the 
moment because you've got to you know ... for me well that is going to be a disaster 
because it is just a road to nowhere really ... the way I would see it growing is from 
what I am hearing is ... if you get enough clients that would take a multiple team each 
of you would run a certain team that looked at things in a certain way and maybe be 
involved in the project at a different time at different stages or you would all do it 
together if you had to or you would break up the experience that the client had into 
stages but I would imagine that most organisations that are growing... little 
departments almost form and then you start to hit subcultures when a company gets 
bigger you know I can't see any other way off tackling it once you start getting 
bigger. 

Director: well one thing you have to understand he said didactically (?) is that most 
clients come in here OK and what happens is they phuum (hand gesture) umm 
occasionally it all gets ... it can get a little bit sort of ... which is something which 
frankly fills me with well disappointment I find that very disappointing and I don't 
like it at all but there is ... so this sort of thing about the company and they only want 
him is saying as much about you know the person that is saying that is as saying 
about me or about the company as well it is tensions like that I will be perfectly 
honest with you ... although it is a great un-discussible although Michael and Neville 
know it... ultimately I don't really wants to do client stuff ... that is not where I am 
going to get my buzz... oh I will do the sort of float in and sort off QC and a big 
meaningless conversation about where the world is going umm and that kind of 
client stuff is OK but you know getting stuck into the nitty gritty stuff of clients is 
increasingly not where I want to be and you know I am sort of I am more in the ... and 
it's not right saying I am a ??? person but... I am off I am off on another tangent? 

Me: no it is interesting ... okay umm yeah we talked last time about what you thought 
people here identify with inside (branding consultancy) and there we~e a. couple. of 
things that came through from the interviews yesterday that were qUIte mte~estmg 
and we have got here that you think there is a very very strong level of commItment 
to (branding consultancy) which is a common theme and if it wasn't then people here 
would probably find it quite uncomfortable and eventually p~obably .leave. umm and 
you have got here that it is kind of sort of expected umm the mterestmg thmg I want 
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to ask actually to get the long way around to the point is you have here ... they are 
screened out in the recruitment process ... and you said that... people who don't look 
like they are going to evince that process are screened out in the recruitment 
process ... so the question is how ... how are they screened out... how do you know if 
they are going to sort of fit? 

Director: the truth is we don't know we can't know they are going to fit we can only 
at best we can feel we can chew it that they are going to fit... we can use umm tools 
like umm Myers Briggs type err analysis to help us understand the person but even 
though I mean you don't hire on the basis of a Myers Briggs type ... it only fuels a 
discussion it enables you to sense ... 

Me: some companies do unfortunately but you are right. 

Director: yeah some companies do now that in our most recent example where we 
haven't used the tool at all and I feel that maybe we should of done umm so we will 
not get it right every time ... what is most important is that it's very clear that the 
situation where it has arisen where we clearly got it wrong that we manage our way 
through that in a way that is right for the residual group and the person that through 
no fault of their own didn't gel umm and then that we learn from that experience and 
get more focused. 

Me: while we are on the subject then the most recent I take it you are talking about 
what the analyst ... 

Director: no he is there ... the senior consultant is the most recent person. 

Me: oh right okay the interesting question that I would have for you that came 
through the interviews yesterday was that most of the people that you have employed 
here you knew already. 

Director: yeah 

Me: there is one ... there is only two ... 

Director: well there is three people that we didn't know from Adam basically and the 
three of us and the two people we knew. 

Me: so what I am thinking about is that err the way you've umm applied your 
recruitment process umm well I mean yeah part of it is just people you knew so you 
didn't really need to go through the recruitment process if you like. 

Director: yeah so that's the majority. 

Me: and then two people that weren't people that you knew before. 

Director: three. 
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Me: three OK that includes Una. 

~ir~cto~: that. was Una who was. very early on umm and was immediately and 
InstInctIvely nght for us err and SImon and Jacqueline who we searched for if you 
like and umm yeah. 

Me: now OK ... no I think we will go onto this later on I think ... but to me it is quite 
interesting that half the organisation has been infonnally recruited and the other half 
has been sort of fonnerly recruited or maybe not as fonnerly as most companies 
do ... 

Director: and we've got to learn about... we have got to learn more about... because it 
is all going to be here in the future isn't it (pointing at part of organisation diagram _ 
partners) I mean there might be some more coming in here ... but the vast majority is 
going to be coming in here in this sort of area of fonnal recruiting and we have to 
learn as we go especially from those instances where if one makes as one will at 
some stage ... make a mistake ... I mean one of the things one of the conditions that we 
applied when we were looking for umm that senior consultant... well... to date we 
have said we only take people with client side experience and that comes out half a 
feeling that that is somehow ... that somehow adds value from a client's ... you know 
we have walked in your shoes der da de dar de dar ... talking to a recruitment person 
the other day she said well you know for your next senior consultant perhaps you 
should relax that condition and my immediate reaction was... no that doesn't feel 
right and she said the thing that really matters is that the three off you ... the three 
partners have got client side experience you know providing you can then transfer 
the mind set that comes ... arguably when you are paying serious sums of money for a 
senior consultant umm what you need at the moment is umm consulting experience 
more than client side experience ... to which we say yeah so when we go next into the 
market at that sort of level (drew 65 thousand on sheet) err we will relax that criteria 
and that will scare the knickers off us ... well it scarce the knickers off some people. 

Me: yeah but if they have client side experience already then they are already 
cultured in a certain way of dealing with client's aren't they maybe that was their 
point you know by taking someone who hasn't had client side experience gives you 
more chance to do what they have told you that you should try to do and I mean 
everybody carries baggage with them don't they you know from one relationship to 
another whether it's an organisational relationship or personal relationship or 
something you know you carry things with you so umm how can you have ... maybe I 
am being a bit naive here with the tenninology being an academic but how can you 
have someone with consulting experience that hasn't had client side experience. 

Director: by client side experience I mean having worked in a client organisation. 

Me: right 

Director: and there are just loads of people in the consulting market that have never 
been inside a client organisation you know particularly in the big err strat~gy 
houses ... Booz AlIens ... Bains ... Mckensey and this lot you know they come straIght 
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out of M~A straight in~o a world-class con.sulting organisation umm twenty five year 
old MBA s that are tellIng you know dyed In the wool production directors how to do 
their business I mean I find that actually quite offensive as a former client... as a 
former client it was offensive err when I was subjected to that so we kind of said we 11 
we won't subject our clients to that and we have then trolleyed that down to a 
conclusion therefore everybody that joins us should have worked in a client 
environment directly and I think what we are saying now is you know as we move 
forward and you know at senior levels we shouldn't insist on that... it is up to us to 
ensure that the people that we take on board are going to err interact appropriately 
with the sorts of clients that we have ... but right now for example we could ... 
somebody coming in from the outside world that has been err you know at that sort 
of level in a consulting environment has almost certainly something to teach us about 
business development. 

Me: in a MBA sort ofa way ... you guys ... have any of you done MBA's? 

Director: no 

Me: right okay ... umm there is something here about err I asked you a question about 
giving people enough space to make an error in what they are doing and it is all 
about allowing opportunities to maybe fail if you like and then handling that 
appropriately so people grow ... 

Director: it is unreasonable for us not to have that perspective because we are doing 
that ourselves all of the time (laugh) I am making mistakes every day. 

Me: I was going to ask for an example ... I am not sure I have an example of that and 
I like examples so I can go back and think about it... so I mean do you want me to 
reread the thing or are you okay with that... 

Director: what an example of a circumstance in which people have made a ... 

Me: what maybe and then been given the space to sort of grow from that and err ... 

Director: I am well I can't think of a visible error from a client's perspective because 
you know that's ... that would get kind of screened out umm I am not sure there ... I 
think the people that are most prone to making errors at the moment are the partners 
actually umm but then at least we were re-orientating and learning quickly I think 
one of the things that I have learned though thinking of one particular umm person at 
that sort of level umm who is doing a lot of work in a particular area for a particular 
client in a particular way working very closely with a particular client and it just 
didn't seem to be good enough and and it landed ... it ended up with a sort of beating 
up umm and almost a judgement that was sort of unduly restricting you know that 
person can apparently do that sort of thing but can't do this sort of thing umm 
subsequently what we have learned from that person is that providing you sort of lay 
out some tram lines and then just get the fuck out of the way frankly ... that person 
delivers very very good work umm I say it is not a direct answer to the question. 

261 



Me: no no it's ok ... that's fine ... g?od ok umm I must rush through these~ I have got so 
much stuff to get through.:. I w~ll get off the a~a~emic stuff in a minute but I just 
want to go back over the IntervI~w you know It IS like a good chance of learning 
some deeper stuff ... now somethIng that came through in umm your analyst there 
actually ... good interviews yesterday with these guys and I enjoyed it very much ... 
umm and there is a commonality umm I don't know if you remember we ... I 
discussed with you the fact that you were all bio-sciences and chemistry and 
geography and Michael was Media studies and it is quite interesting that the common 
connection there is this growing of organisations and stuff... connections and 
relationships ... but the more obvious one to me would be that you have recruited very 
much from Oxbridge Cambridge umm Edinburgh whatever ... maybe on that level it 
is too simplistic but in the interview it came through that maybe that there is a 
commonality amongst you at that level that maybe allows you to interact much easier 
than if you had people on board from other sort of universities that are more different 
in their approach or something like that... does that make sense ... I don't know if you 
have ever thought about it like that. 

Director: I can post rationalize it... it it's never been a subject for real discussion and I 
would... but it would make sense that were we are recruiting people into an 
environment that is very team oriented and with a collegiate kind of spin to it that 
you would favour people that have been in that sort of environment outside umm err 
in the past but it is not an overt kind of policy thing. 

Me: no it is not in your decision criteria. 

Director: no ... I am wondering if it should be though (laugh) now you have 
mentioned it. 

Me: well there you go I mean it is certainly came through from the ... but well should 
it you know that is the question I guess ... if you want to be a creative organisation or 
something umm sometimes you need a maverick thrown in there to ... well maybe not 
a maverick but a maverick that you can get on with if there is such a thing but you 
know these are issues which once again if you are recruiting from a ... 

Director: well this changing thing umm you know at the point of re-invention one 
component of that would almost certainly be strategic visualisation in other words 
not just thinking in reams of text and stuff like that but actually you know how. do 
you help clients err think or feel or see visually sometimes ... we had a conversatIOn 
yesterday between the four of us on a particular piece of client business ... we are not 
very good at that and the ... 

Me: I know just the man for you. 

Director: well if you do you should effect an introduction because we are definitel.y 
in the market for that sort of thing... now having said that... that sort of person IS 

really likely to be quite different to most of us and then the que~tion becom~s you 
know how do we accommodate ... how do we help that sort of dIfference thnye so 
that's going to be a very interesting exercise ... those people that we have worked 



with ... we have worked with one guy in the outside world whose strength is in that 
area err he talks the langua?e o~ strategy but he thinks and presents visually but we 
haven't been able to work wIth hIm ... 

Me: n~ I know just the man or I think I do anyway ... MBA-ers are like that but he is 
a cert~In so~ ?fMBA er as well umm we can talk about that later on maybe ... I don't 
know If he IS In the market or not. .. 

Director: no I would be fascinated to err ... even if he is not just to meet and talk to 
him ... 

Me: urn where are we here ... okay good. 

Director: yeah I ought to be winding down in the next ten minutes or so ... 

Me: I think what we will do is move forward to some of the deeper issues that have 
come through from academia and I would like to talk more on a experience level if 
you like to see if you think any of these issues are relevant or not... umm part of the 
literature talks about umm identification being on different levels ... the situational 
level and what they call deep structural identification umm now ... 

Director: somebody's defined what a deep structure is have they? 

Me: well to them deep structure identification is where there are umm employees and 
employer act together to benefit each other yeah. 

Director: urrhu 

Me: Whereas a situational identification could be something like along the lines of 
whether you identify with a client or a particular project... another way of looking at 
it is that err how is it rewarded or how is it encouraged so situational identification 
could be on an economic level you know level of payor bonus or whatever and that 
sort of thing or you can have deep structural identification which is err moral along 
the lines of being included in meetings or given more responsibility or umm sort of 
along those lines and I just wanted to ask you do you think that would be a relevant 
way of looking at you know identification... could you be that simplistic umm 
because that knocks on to one other stage that for instance some organisations if you 
were to have a like you know some way of showing to the employee that they have 
done very well but not in a financial manner umm you know because it would have 
absolutely no effect umm like for instance I worked in Motorola one summer in the 
sort of packing phones and things just for a student job something to do now if they 
had suddenly of given a employee umm a nice you know handshake you know well 
done that is really ... we really appreciated that work ... I am not sure it would of done 
much for any of them ... it would of done for me but for many of them it wouldn't 
done because they wouldn't of trusted them because they have never identified 
deeply with that organisation so it is pointless even trying to do that stuff yeah 
umm ... 
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Director: I understand the di.ffere?ce ... I sort of broadly understand the difference 
?etw~en ~hat you are sayIng IS deep structural identification and situational 
IdentIficatIon I mean another cut on that is it is when you think about how you a I' 
h . . f h . pp \ 

t at It IS sort 0 yglene factors vs. motivation factors and the like ... the th~ 
situational level is the easiest one to describe and err embrace the deep structural. .. I 
mean t.hat is where .the magic lies in th~ deep structural identification and how you 
get to It. .. and that IS a very very complIcated ... in terms of the language one of the 
things I find is because I like the notion of deep structural identification... I have 
talked at clients (laugh) occasionally about the deep structure of change umm it's a 
sort of ... it is academic speak though. 

Me: it is pure academic stuff that I am reading. 

Director: right yeah ... but I mean those two things are different... they are different 
things I recognize that... the implications of organisations that you know are able to 
lock into and motivate umm deep structural identification vs. situational 
identification ... in a sense McKinsey you know that big names do the situational stuff 
but it's not that they don't do the deeper structural stuff but that is something where 
the real magic ... magic lies ... 

Me: yeah ... good. 

Director: I mean we would like ... I don't want to be part of something where it is ... 
we talk about a transactional relationship which ends up in pounds shillings and 
pence working Hours holiday days and stuff like that... I don't really want to be part 
of an organisation where that... all the primary motivation you know the reason that 
people go ??? that sort of stuff ... that is all necessary but you know satisfying that is 
all necessary but not sufficient to me... I felt a deep structural identification with 
Guinness in United Distillers that it is why I stayed there for fifteen years it was the 
point at which it all changed and and it was all moving into transactional and 
situational mode that I decided inter alia that I didn't want to play. 

Me: if we can go back to Guinness then very briefly umm can you give me some 
examples of umm well from the literature here I mean ... did you have events where 
you all shared and where the events you know they followed on from one another so 
as an organisation did you as members of staff or employees share these events in a 
sort of logical order ... 

Director: umm Guinness the brewery was what I would call a limbic organisation in 
other words it was kind of pragmatic umm doing was ticked err and caring about the 
brand about the product and about one another whilst not spoken in those terms was 
deeply ... was rewarded and was rewarding and there was a whole err stream of ways 
in which that was encouraged fostered reinforced ... not as part of a grand plan or 
strategy but quite umm just quite naturally and and you know the most obvious 
manifestation of that would be that people would go out and drink together umm but 
that trolleyed into all sorts of things ... workshops and bonding sessions and outward 
bound and things like that all reinforced it... UD although part of Guinness PLC was 
a different kettle of fish the whole thing was much more transactional... thinking was 
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rewarded a great deal more than the feeling and doing in many instances ... levels of 
trust were much lower so all the ... a great deal of thought had been given to what the 
UD way should be and how you structure of programs and experiences and bring 
people together to show learning and stuff like that but it wasn't quite the same the 
magic was never there and the big challenge for organisations like that is how they 
get beyond that how they get into deep structure rather than superficiality or in our 
terms how do you get from flat land to you know transforming peaks... if you can 
work that out academically you had better drop me a copy of the paper (laugh) ... so if 
we can translate that into practice. 

Me: umm okay because your time is pushed I think we will cut it here 

Interview 102 mins 

Transcription: 10.5 hours 

Transcriber: S. Powell 



Example of reflective diary entry 
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Reflective PhD diary entry immediately after 1 st interview with managin 
partner (director A) at branding consultancy g 

Context: This interview was conducted the day after my first interview with 
(branding consultancy) and another Director (Director B). It was conducted \\ithin 
the organisation's own building and in an open plan office with others around us. He 
seemed quite relaxed and keen to discuss the topics throughout, leading to a longer 
than anticipated interview session. 

He is an articulate interviewee with an indication of a high degree of intelligence 
from the way he handles himself and the often thoughtful answers he provided 
during discussion. Often he took the lead from me for the interview to make sure I 
understood exactly what he meant, and also to make sure that a point that was 
important to him was not lost on me. He was frequently worried that we were 
moving off track, which was interesting as I did not really specify a track to follow 
apart from the lose topic guide, and often I had to reassure him that all was fine, no 
matter which direction he went in. Many of the interviews were conducted with other 
people from the company close by. However I perceived a relatively limited impact 
from this with some quite open and frank answers and discussions, only occasionally 
did he lower his voice. With hind sight it may have been better to have tried to find 
an isolated location. This was not possible in this case as the space available was 
limited (plus this gave me an opportunity to observe interactions between colleagues 
around him in the work space). 

The interview was recorded with permission using the mini disk, and apart from 
when I adjusted the recording levels after a few mins, at no time did he indicate that 
he was uncomfortable with the mini disk running, and whilst I looked for any signs, I 
did not perceive it as having affected the interview or his responses in any way. 

Interview reflection: It is obvious that there are tensions between the three directors 
whom seem to have similarities and differences that they are each aware of. In 
addition, I detected that there may be tension between the new senior consultant and 
other more junior staff in the organisation from this interview. This is interesting, 
because the senior consultant was not known to the directors and most of the junior 
staff before the employment, whereas most others were known to them in some 
capacity. 

Before translation it was obvious that he did not like what he saw with a recent 
merger in his previous organisation, and that he and the other two directors felt an 
urge to "create their own thing". As with the previous interview with one of the other 
Directors he mentioned that he saw the setting up of (Branding consultancy) and 
what it was trying to achieve, as a "quest". He mentioned this near the start of the 
interview and the end. 

When discussing why projects with clients often start of small and then grow, he 
gave differing reasons than those given by the other director earlier. Ther~ w~s also a 
link in that he saw this as risk reduction on the part of members of organIsatIOns .. He 
also gave different reasons for why organisations feel they need (Brandmg 
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consultancy's) help than those given hy the other director. As the other director. he 
~ighlighted that fear ma~ h.e a key. driver f?r the.ir clients, fear that they need to get it 
nght, a source ofpotentIallnsecunty (relatIOnshIp may be built on insecurity). 

It was obvious that he felt employee loyalty was to the firm rather than any 
professional calling. He stated that emotional commitment was important to th~ 
organisation from employees, and that this was screened for in recruitment 
interviews. 

Also, it was apparent from the interview that the more junior members wanted, and 
often formally demanded more structure, but that he felt that was less liberating. It 
seemed to be an experience/age issue as to how this was perceived. 

Clients are spoken of apparently on two levels. There are the senior clients and the 
"de facto" front line clients. This would indicate that perhaps there were different 
forms of relationships between these two levels of clients and the organisation. 

He stated that he felt that what distinguishes between naive research and really useful 
research is the extent to which it is grounded and behavioural. 

He was also interested to see if organisations are starting to see (Branding 
consultancy) as a brand rather than a collection of individuals. 

He mentioned that he did not want the organisation to be seen as an organisation 
dealing with aspects that led to low margins, thus a financial perspective may be 
evident in his view of how (Branding consultancy's) image is judged either internally 
or externally. 

It was obvious that he often sits on the border of what he termed a comfort zone of 
the things he would like to see (Branding consultancy) tackle and the things clients 
want them to do. It was noted that due to their relatively small size this often meant 
that (Branding consultancy) did not always get a choice. 

He also highlighted that there was complex dynamics inside the guiding coalition 
that he perceives will affect the way the brand translates to customers. 

He also spoke of an emotional bond with clients that was good and also bad. 
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Reflective PhD diary entry immediately after 2nd intervl'ew wl'th . - managmg 
partner (director A) at branding consultancy 

Context: This was my follow up interview after the 1 st with Director A. It took pI 
.. f h ffi " ace again In one 0 teo Ices wIthIn (Branding consultancy) with two of the moreJ'un' 
ff . h lor 

sta prese~t In t e room behind a temporary barrier. In addition, other members of 
staff occasIonally entered the room. The employees seemed engrossed in their work 
and where working hard so the impact of their presence was limited. At times when 
discussing sensitive issues relating to the employees or other directors in the room. 
Director A noticeably lowered his voice or used hand signals to communicate. Thus 
on reflection, although the presence of others has probably had a limited effect on the 
discussion, it may have been better to have insisted that a separate room or space be 
found. This was difficult to secure at (Branding consultancy) as space was at a 
premium with the Directors not having separate offices. Director A was relaxed 
during this interview which ran considerably over the amount of time I had 
requested. He seemed open and keen to discuss the issues that I raised. The interview 
was recorded with permission using the mini disk, and he seemed to forget it was on 
and seemed relaxed. At no time did he indicate that he was uncomfortable with the 
mini disk running, and whilst I looked for any signs, I did not perceive it as having 
effected the responses in this interview which were quite candid. 

Interview reflection: When discussing the process of working with clients as being 
like a journey where you need to bring them on board - he highlighted that people 
like to be listened to and that they are repositories of experience and knowledge and 
that going through this was part and parcel of getting people to the table. 

However, he also discussed that some client groups were perhaps not in the market 
for a journey of "self- discovery" and that some groups would rather have an answer 
that they can then have an argument about. 

It was also apparent that the chairman of one company is a man who he feels needs 
to be stood up to, and that is why the chairman may prefer to interact with Director A 
because he is not afraid to stand up to him ... "he loved to be slapped about a bit". 
This created problems in that he tried to also ensure that other members of (Branding 
consultancy) were also involved in some way, otherwise they would not be dealing 
with the corporate brand. He felt it important that clients should respect the different 
mind sets and skill sets that (Branding consultancy) could offer, but that client did 
not always see it that way. 

With reference to junior employees and the issue of what it was they lo~k for within 
(Branding consultancy) he replied that people want to be part of somethmg that they 
contribute to and once again where they have an emotional bond. After further 
prompting he also stated that from a junior perspective~ st~mula~ion. growth. 
development, excitement and a sort of collegial atmosphere ~I~h lIke-mmded, but not 
necessarily the same sort of, people as well as a place where It IS lots of fun were also 

important. 

I stressed that intellectual stimulation may not always be seen as fun. He noted that 
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there were different definitions of fun and that intellectual stimulation should be kind 
of the buzz that attracts people to this sort of company, and if not thev will 
presumably be attracted elsewhere. . 

I aske.d what if employees or individuals were not having fun (whatever fun is)? It 
was dIscussed that an organisation such as this is not always fun and there are t' 

h 
. h . ,lmes 

w en no-one IS aVIng fun, that there is a rhythm for fun and that there is an iss 
about ho~ aligne~ those rhythms are within the team, i.e that sometimes some peop~: 
are not. ahgned WIth the rest of the team and having fun, and the thing was to try and 
recognIse that, try to understand why and try to do something about it. 

W e t~uched on the issue of a learning curve, and perhaps the fun stops once the 
learnIng curve flattens out, and that perhaps people start to identify with an 
organisation in a different way. 

We also discussed that part of redefining what they are is to be able to take a clearer 
stand in terms of the work that's in and the work that's out. He felt they may be on 
the cusp of their "second wave", which will release a whole new wave of 
enthusiasm, excitement, commitment, energy and fun. He preferred to avoid the 
problems that this second wave may also cause, preferring to emphasis the positive 
aspects when challenged about possible loss of control by directors as they grow. He 
asked "what is control in an environment like this". 

He went on to discuss that there are bounds between control and creativity, and that 
they are not opposites but that people are in a network and it is about how to drive or 
help networks realise their potential. He introduced the concept of boids, free 
wheeling sperm, swarms or flocks that set them going and they behave like flocks 
with no leader. 

Went on to highlight that not all partners will agree on what it is (Branding 
consultancy) is there to do, and that they are trying to get to the thing which is the 
very essence of what they can do ... and also what makes them different and excites 
them. Once they get to that point though he felt it right that they then open up again 
(?) because that should be sufficient to condition expectations as to what is and isn't 
right for them as an organisation, but also allow a great deal of leeway for people to 
express that in a way that is precisely right for them, right for the occasion or right 
for the client and that it was making that transition that has been (Branding 
consultancy's) journey over the last 18 months, like a journey in a circle back to a 
starting point. [Conceptual note - how does this fit with Alvesson and also Balmer 
and work of others, is there anything similar in their work]. 

We discussed how they attempt to monitor this and it was discovered to be a mix. 
They had looked at all the stuff done with clients and what the common features 
were, a kind of bottom up way of looking at it, and also what he called the 
experiential area which was fertile ground, this was not really discussed further. He 
had also conducted discussions with clients, often in quite vague and confused tenns 
to clients about what their reflections were and what more thoughts they may ha\e 
(my thought: external image aspect coming in here). He had also discussed with the 
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other partners to try and decide what are their non negotiable param t b . e ers. ut are at 
the end or dunng that process the partners may not be able to negotiate on this. 

We also discussed "differing commonalties amongst them" from last interview. 

He highlighted how.people agonise over things to get them absolutely right around 
the place after watchIng them all for a while. 

He introduced the m~taph~r using a brick, elastic band and an egg. Discussed how 
there are three scenanos: eIther the egg pulls the brick in one direction or another or 
the. egg comes c~ash~ng back to the brick, or the rubber band breaks and the egg g~es 
f1YI~g o~f. H~ hIghhgh~ed ~hat you could have senior members of the organisation 
pulhng In dIfferent dIrectIons and nothing goes anywhere, or perhaps in one 
direction. He highlighted that the differing partners had become sick in some for 
their characters quite typical ways recently, and that what is going on in people's 
minds, and the perception becomes everything at (Branding consultancy). I discussed 
the possibility of measuring or somehow identifying the relative strengths of 
differing members, and he also introduced the concept of the 4th man, the 
organisation they live within, the brick, if (Branding consultancy) was a person and it 
was at a board meeting (used he). We discussed that if you wanted to look at the 
figures what would they mean, strengths of relationship, alignment of thought or 
alignment of underlying philosophies. 

He highlighted that was what they did, find new ways of thinking about things on the 
run, and that it was very difficult to express that. 

We moved on to discuss recruitment and how they attempt to screen out (from last 
interview) people that they feel will not "evince" themselves in the organisation. He 
stated that they could have used a Myers Briggs type test just to fuel discussion, but 
they have not. In their most recent recruitment they now wish they had, because they 
perhaps do not "gel" (talking about the senior consultant). He also highlighted that it 
was important for them to manage the situation now for that individual, so that that it 
works out to what is right for the individual and right for the group, but that they 
should then learn from that experience and get more focused. He went on to discuss 
that one of the criteria they used in recruitment was that they had client side 
experience, because that gave them the feeling that somehow added value for the 
clients, that "they had walked in their shoes". An external recruitment person had 
told them since that they should relax that, and recruit someone without that 
experience and that if paying such serious sums of money (65,000 written down for 
me) it is the consulting experience they are after, and that the Directors could impact 
the client side aspect onto the consultant. He said that their immediate reaction was 
no that did not feel right, but were later persuaded that next time they go into that 
market that is what they will do. 

We discussed the commonality of background that had come through from my 
interviews, all from similar sorts of Universities, Universities of similar standing and 
perhaps approaches to study etc. He said that by post-rationalising it. that had nev~r 
been a subject for real discussion, but that it would make sense that as they recruIt 
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pe?ple into an environment that is very team-orientated and with a collegiate kind of 
spIn, they ~ould favour people th~t have been in that sort of environment outside. 
but that this was not an overt pohcy, not one of the decision criteria, b t th t 

fl · b . h ld b . u a on re ectIon may e It s ou e. We dIscussed that this may affect creativity ifth . 
11 "1 d h e\ are 

a so SImI ar, an pe~ aps ~ m~verick would be best for them. He highiighted' how 
they were not good In gettIng Ideas across to clients visually, and that they were 
thinking about finding someone to join them. It was also noted that person w~uld be 
quite different from them most likely, and then the question becomes, how do yOU 
accommo~ate, ho~ do the~ help that sort of difference to thrive, so that was going to 
be a very InterestIng exercIse. They had worked with one guy in the outside world. 
w~o' s strength was ~n that area, whom talks the language of strategy. but whom 
thInkS and presents vIsually, but they had not been able to work with him. 

I introduced the concepts of deep structure identification and situational 
identification, and he asked me if someone had defined that. I explained the 
difference and he said they were similar by cutting it a different way and talking 
about hygiene factors vs motivational factors. He said the situational factors was the 
easiest one to describe, but that it was in the deep structural where the magic lies, and 
how you get it is very complicated. 

He explained that he would not want to be a part of any organisation where it was a 
transactional relationship, pounds shillings and pence and holidays and stuff, that is 
all necessary but not enough to him. He felt deep structural identification with 
Guinness in United Distillers and that is why he stayed for 15 years and it was at the 
point where that changed and it was while all were moving into transactional and 
situational mode that he decided inter alia that he did not want to play. 

We then discussed Guinness and his time there. He said it was what he called a 
"limbic" organisation. Doing was ticked, but caring about the brand, about the 
product and about one another whilst not spoken in these terms was deeply rewarded 
and rewarding, and done in a whole stream of ways in which that was encouraged, 
fostered and reinforced, not as part of a grand plan or strategy but quite naturally and 
the most obvious manifestation of that was that people would drink together and that 
trolleyed into all sorts of things, workshops and bonding sessions, outward bound 
and things like that all reinforced it. But UD although part of Guinness was a 
different kettle of fish, much more transactional where thinking was rewarded a great 
deal more than feeling and doing in many instances, levels of trust were much lower 
so a great deal of thought had been given to what the UD way should be and ho,: 
you structure programs and experiences and bring people together to show learnmg 
and stuff like that but it was not quite the same magic. The big challenge for 
organisations like that is how do they get beyond that, and how do they get into deep 
structure rather than superficiality or in their terms, how do they get from flat land to 
the transforming peaks (asked me to drop him a paper on that if I worked that out -
so that they can translate that into practice !). 



Appendix 2 - Example of NVivo coding report (2 pages only) 
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Document 3594 characters. 

Section 0, Paragraph 161, 2139 characters. 

Juli~n: umm there is a v~ry real feeling in the organisation and I am talking about 
retaIl now because I can t talk or speak for others but I presume it is the same that 
the, some members of the board directors do not show their appreciation for the team 
and members of the team such that the team feel that they are actually numbers and 
that what they really do does not actually count umm I know of one .. one individual 
who was brought in thirty one projects in the year and never once had a well done 
and thank you very much for what you're doing from the team .. from .. from the board 
directors umm and that is.. leaves a nasty taste in the mouth on the one hand because 
you know that I know that the team is working really hard and does some really good 
projects but they don't get as much recognition for it as I would've liked for them to 
of got from the board whereas other divisions err which are more commercial based 
do because traditionally * * * * was a commercial practice in the sense of office 
business centres etc and retail is fairly new umm that leaves a bad taste in the mouth 
and a bad taste makes people want to leave and needs to be changed and it has been 
raised to the board directors or a certain individual on the board directors and they 
are aware of it but obviously they on the one side say yes we know that it's not right 
what we are doing but it's a huge organisation and if I just went around shaking 
everyone's hand I wouldn't get the work done that I should be doing, and that is 
probably the big stumbling block umm so far as team to directors is concerned it is 
one of a few practices that I have worked with where there really is an open door that 
the team can always go to a director and speak to them about their issues and 
generally umm they are very amenable and I think that that is really wonderful 
because it just loses it between the directors up to board directors umm it would be 
nice occasionally for them to come around and see how you're doing and well done 
that sort of thing good project umm rather than you having to go and ask them what 
do you think of.. so has that answer to your question 

Section 0, Paragraphs 179-181, 1455 characters. 

Me: umm do they start to identify with the project have you ever noticed them 
identifying with the project a bit more than anything else or 

Julian: yes, well using BT as an example once again t~ey are fairly short projects and 
it would be very easy for us to umm sit back and say nght does four people know the 
BT inside out now so we will leave them on it, but that would not help them because 
they would get bored and so we try and turn them over ~d put them onto d.i fferent 
projects so but there are individuals and ~he~e .always WIll be ~ho prefer ~omg a 
certain type of work ASDA there is one mdIVIdual there that If we took.him o~t of 
ASDA he would probably freak out so he likes doing ~hat s? we keep hm~ o.n it so 
yes and no yes they can identify with and yes they do IdentIfy but we don t Ju~t s~y 
fine you know they are doing a good job on th~t one w~ try an~ k.e~p on ~omto~i~ng 
how they are progressing and how their mood IS changmg and if It s startmg to gd 

not nasty but you know they start making noises we try and move them around and 
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fill their places up but as I said for me the most important thing is the team d· t' th 
. k· f:C:· an 1 e 

team IS not wor Ing e lectlvely then we need to change it and do something to ak 
that .team more effe~tive and ma~e that ~ndividual feel they he is worth somethi~g o~ 
she IS worth somethIng and I don t care If someone says that is all piase and 
wonderful and pie in the sky .. it is something that I try and do 

Document 1560 characters. 

Section 0, Paragraphs 165-183, 1560 characters. 

David: yea exactly .. I mean they are getting a reward of course they are because they 
are directors of the company .. but their motivation might be slightly different 

Me: and then their view is longer 

David: is longer definitely longer .. the view at this level my level is relatively short .. 
it is project.. tends to be project based .. we are trying to institute a change in the 
company .. where the people at my level move to the long game and and umm 
devolve responsibility for the short game behind us err as the business grows we 
can't keep doing the short game and hope to fulfil the wish of the company to grow 
and get bigger and umm stronger .. so we are moving .. we are in the transition now 
trying to move to the long game 

Me: umm interesting months ahead then 

David: very interesting and it's difficult because we all like doing the short bit 
(laugh) 

Me: yea you will lose that 

David: yea you will lose that immediate buzz 

Me: you will become the director of fluffy stuff or something 

David: director of fluffy stuff .. to actually like the intangible reward of a project 
being successful and clients saying well done and all that sort of stuff umm 
sometimes they are very good at saying well done to the right people .. and it 
shouldn't be to me and people like me but it should be to the people who actually do 
the work and they are the ones that.. well feel best about the pat on the back .. not all 
clients but some clients are very good at that. 
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Table 1 showing the characterisation of Figure 3.1 labels 

Consensus Dissensus Local/emergent Elite/a priori 
Trust Suspicion Comparative Pri\'ileged 

I communities community ! 

Hegemonic order Conflicts over order J 
Multiple language Fixed language 

as natural state as natural state games game 
Naturalization of Present order is Particularistic Universalistic 
present historicized and 

politicized 
Integration and Order indicates Systematic Grounded in 
harmony are domination and philosophy as hoped for 
possible suppressed conflicts ethnocentric systematic 

philosophy 
Research focuses Research focused A theoretical / Theory driven / 
on representation on challenge and weak theory strong theory 

reconsideration (re-
presentation) 

Mirror (reflecting) Lens Situational or Methodological 
dominant metaphor (seeing/reading as) structural determinism 

dominant metaphor determinism 
Validity central Insight and praxis Non foundational Foundational 
concern central concern 
Theory as Theory as opening Local narrati ves Grand narratives 
abstraction of progress and 

emancipation 
Unified science Positional Sensuality and Rationality and 
and triangulation complementarity meaning as central truth as central 

concerns concerns 
Science is neutral Science is political Situated, practical Generalizable, 

knowledge theoretical 
knowledge 

Life is discovery Life is a struggle Tends to be Tends to be 
and creation feminine in masculine in 

attitude attitude 

Researcher Researcher named Sees the strange Sees the familiar 

anonymous and out and positioned 
of time and space 

Proceeds from the Autonomous/free Historically/socially Proceeds from the 

agent situated agent other self 
Ontology of Epistemological 

i 

• otherness' over and procedural 

method issues rule o\cr 
substantive 
assumptions 

Source: Alvesson & Deetz (2000: 26, 29) as adapted from Deetz ( 1996). 
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Table 2 showing prototypical discursive features for Figure 3.1 

Discourse 

)s.. .. ue Normative I ntcrpretivt! Cnhcal D,alll~ic 

BasIc goal Law-like Display tmified Unmask Reclaim conflict 

reJatiom; culture' domination 
3lnong objects 

Method Nomothetic Ht'rnlt'llt'utics, Cultural criticism, [)econs I nu.·tJon. 

science ethnography ideology genealogy 
critiqut' 

Hope Progressivt' Recovery of Refonni'ltion of Claim J spact' 

emandpation integrative social order for losl ,"OIl:t'S 

values 

Metaphor of Economic Social Political Mass 

sodal.relations 
OrganiZation Marketplace C()mmunity Polity Can,ival 

metaphor 
Problem.s lneffic:iC'TlCY, Mpaningl~"ness. Domln.-,tion. Mar~inal'7.dhon. 

addreslK~d disordt'T illegitimacy consent conflict 
supplYSsion 

Concern with Pidelity, influence, Social M Isrt."l.-ogni tion. Discursivt' 

closure information accultu ration, systematic 

communication needs group distortion 
affirmMion 

Narrative style Scientific / Romantic. Therapeutic. Ironic. 

technical, strategic embracing directive .,mbivalent 

Time identity Modern Pre-modern Latt!' modern Postnlodern 

Organizat~nal Control. expertise Commitment, Participation, l>;versity. 

benefits 
quality expanded creativIty 

work life knowledge 

Mood ()ptimistic Friendly Suspicious Playful 

Sodal fear Disorder Depersonalization Authority Totalizatic>n, 
nnnnaliLahon 

Sources: Alvesson & Deetz (2000: 32) as adapted from Deetz (1996) 
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Summary examples of coding inter-reliability checks 

Coders agreement as percentage using adjusted free marginal 

CODE AGREE 
PRESENT DISAGREE PERCE T FREE 

MARGI L 

- --- -~-r----

:~~and inte~al identity 22 4 84.6% 0.69_ 
Power, trust & communication 8 1 88.9% 0.77 ---,._._-,-----
Creative restraint 4 0 1 00.00/0 1.000 " ... "' ..... , .......... , "" ... ",." ..... " ... , ... , ...... " ... " ... _ ........ .", ..... ~,. "" ... .. ., ... ,.,,,. ... "'" 

Experts and expertise 6 1 85.7% 0.714 
ITd~n:iLfyi~g ';hh" ~iient/proj~~ts:"" ""-"-~'"" ""'1'2 4 75.00/0 0.500 
.... "' .... "'''''''''''......,._''', ......... ''''' •• ''''''''''-. •• ,,'''_. NH __ "'_ .. N_ .. _______ ~ ..... ___ -_ 

2 90.0% 0.800 
1 88.9% 0.778 

17 86.4% 0.728 

Excerpt from coder agreement/non agreement table generated by QDA Miner 

,a:s' , , 

ir ' . 
I. ,t 

Case ~r Category 
!L:,r : 
lU' 
I it 

~! ; 

Code Coder 
Agree 
with 

· Case #2 1~1' I' . I Identifying 
, - beard 3 Identlty & ! . th Coder A Coder B 
· July [12 Identification ! c1ien~rojects 
2000.txt \l:O I 

! !---

· Case #2 ~i4 . - T -:entifying 
, - beard ~7 Ide~t1ty ~ I with Coder A Coder B 
: July li1:3 IdentIficatIOn i client/projects i 

2000.txt J 4 

case#2 ~!6 1 
- beard ')7 Rewards and , Experts and Coder A Coder B 

J ul Y TO constraints expertise 
2000.txt ,

1
4 

Disagree 
. h Text (start only) 

Wit 

I suppose you w uld 
umrn .. I supp if it 
is a smaller cli nt r 
a more low-k y 
client you w uld 
presume .. . 
yeah I think 
mean I think that if 
there is a cli nt 
presentation 
featuring a umm 

it i difficult b 
g n rail m~b d~ 
ha a k d .. gener II , 

m b d} .. 



Appendix 5 - Examples taken from inductively generated topic guide as used for 
later interviews (2nd and 3rd phase) 
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Power, trust and communication 

- Ho.w important is trust in the relationship between you and a client i.e. a client 
trustIng you to get on and not tell you your job or to control too much the process or 
outcome (they feel they know better than you). Is this partly to do with the creatives 
ego b~ing fragile in some sense. Does trust in their ability become a personal thing. 
Does It happen for other reasons such as power from a clients perspective, or is it due 
to ambiguity of roles on each parties side. 
- How do you build that trust. In what ways can the client undermine that trust. Do 
you have examples? 
- How important is a level of creativity and imagination on the part of a client? 
- Can the organisation make clear decisions re what work to take and not take as far 
as clients go. Why or why not. How does that make you feel. 
- Have you ever walked away from client. If so why - was it because they came to 
you in first place. Has a client ever walked away from you, if so why. 
- Is the belief in your own expertise ever overshadowed or played down as a result of 
interacting with the client. If so why (is it because not taught belief or how to 
communicate it) 
- Is part of the problem one of perception, as there is no way of measuring tangibly 
the outcome of a creative process or product, or is there in your case via market 
research after delivery, and if so what is the difference that makes to how you defend 
yourself. 
- What about negative feedback, have you had that and how does that impact on the 
relationship. What about unpleasant feedback or behaviour from a client, have you 
had that. 
- Is the feedback from the client more or less important than the feedback of your 

peers . ' 
_ Do you ever feel there is a barrier between creatlves ~d t~e cl~ents th~t need the 
help of others to jump. Does this vary by type of chent .(1.e. 1~ creatl.ve exp.ert.s 
themselves or not) . If so why is this, is it a visual perceptIOn thmg (Stilts) or IS It 
communications. 
_ Have you ever felt bullied by the client or have ~ou ever bullied the client. In what 
ways have you tried to gain back power or control If lost. 



Brand and individual identity 

- Do the clients see you as a group of individuals or as a brand 
- Do all the employees here, particularly the creatives have the same y' " t' "h 
h

. ... " Ie\\ 0 \\ at 
t 1S organ1S~tlon 1S. ~r 1S ~t full of single visions and if so is someone trying to make 
them all go 1n same d1rectlOn. If so how. 
- Do the clie~ts s~e this and is that size dependent (project or client size or low-key. 
less money/n~k.chent), ~ore personal with smaller size so they see the above more) 
- Is there a gU1d1ng coahtlOn at the top or face of the organisation and is that coalition 
in tune or do they have differences that maybe mean the clients see multiple 
identities. 
- Are there bounds between control and creativity, and are they opposites anyway 
- Does the organisation give out messages in some way to condition expectatio'ns as 
to what is right and not right. How? 
- Is there a sort of non negotiable parameter within the organisation re what it is and 
is not and the sorts of tasks and projects it will undertake and decline. If so where did 
or does that come from and how is it communicated 
- Do clients have differing images of you because they come to you for differing 
things or needs ? 
- Is the brand malleable 
_ If employees have to go against a core value of the brand for some reason. how 
does that make them feel, do they feel like dog bodies, do they fight back. Does the 
relationship with the client change. 
_ Are there any subcultures within the organisation and if so do you think the client 
would perceive that 

_ Do some suits like to speak to the creatives because they find it refreshing and 

interesting 
_ Do some relations not click at all and have to stay professional. Why does that 

happen? . . 
_ Is your brand responsive to each individual client in other words IS your Image 
driven by outside-in, being different things to different clients. If so how do yo.u 
manage the trade off between client responsiveness and what your core brand IS 

wanting to be ? 
_ Have you ever come across "unbundling" where different employees or managers 
interpret things differently and that leads to lack of clarity that may feed through to 
the client? Are these typical stresses that have to be managed. 

_ What do the employees here identify with - do they identify with the same things? 

if so why? . ' h h . t D 
_ Do they identify with the organisation first or WIth the team or WIt t e proJec. 0 

they identify with the client? .? 
_ Could individuals state what the culture is, and if so would It be the same . . ? 
_ What happens if taken off or moved from a popular project . 

th Y the," identif)' with the 
_ Does restraint on their creativity impact on e wa . 
organisation. Have they left because of it and where did they go ? 



- Have there ever been problems due to employees identifying with proiect . h h .. . J s or 
chents more t an t e orgamsatIon - becoming part of the client world? 
- Does this phase through a project - and if so what causes it ? 
- Do some employees start to do this because it helps build trust? 

- Deep structural identification v situational identification - which does the 
organisation aim for - how and why? 
- Are the relationships transactional within the organisation (pounds shillings and 
pence, holidays and stuff) 
- Are there degrees between one and the other, not black and white 
- Do you need to be at management level to get that deep identification stuff. or are 
managers driven more by external/clients needs 
- Do some employees avoid deep identification - if so why? 

- Do you see deep identification as being a company which looks internally and 
situational as being a company that looks externally? 
- Do you feel that people with financial pressures and family pressures think more 
along the situational level - philosophical rewards become less important 

- How do you feel ambiguity may impact on identity and identification - what about 
the management of ambiguity 



Dynamic learning curve, employee growth, evaluation and feedback 

- How important is it that you or other employees belong to an organisat' th 
h ' h b d' Ion at are 

pus . l~g t e oun anes, to help you/them to develop and grow? 
- Is It ~mportant to feel you are always progressing or learning 
- Jun~or members, would you work here for little or no pay in exchange for 
expenence? 
- Do you equate small size with cutting edge and creativity or do YOU see large 
organisations as offering more? . 
- Why do employees come to work at this organisation 
- Do employees especially junior ones - aspire to run their own projects, does this 
interlink in some way to their creative ego and rewards 
- Do younger employees feel intimidated to some extent by their seniors 
- Do they seek to extract or suck knowledge from their seniors and the environment -
over time does this lead to less intimidation and demystification 
- Do people reach a glass ceiling re ability to suck in knowledge and grow and if so 
why? 
- Are they offered a responsibility based jump - nothing to do with creativity any 
more such as managing teams or clients 
- Do managers and employees see the extra responsibility as a growth reward? 
- Does reputation of a prestigious organisation have a moderating effect on how long 
an employee will remain once they have soaked Up knowledge 
- Do some employees trade lower organisational reputation for higher freedom in 
creativity? 

Evaluation and feedback : 

_ How do you conduct evaluation and feedback too creatives and how do you think 
this may impact on the corporate brand via their perception of this feedback 
- What about client evaluation and feedback? 
_ Do you think creatives tend to be harsh in their evaluative orientations to their work 

and to others , . 
_ What about impact from locus of control re feedback internal/intnnslc versus 

external! extrinsic 
_ Is it all about how feedback and evaluation is perceived and presented 
_ What about the effect of modelling on creatives (role models) 



Creativity as a reward 

- Are freedom to challenge or be challenged plus creativity seen as forms of rewards? 
- What sorts of rewards do you feel you give/get in this organisation - can vou give 
examples (physical- emotional- verbal) . .... 

- Are creative managers good at communicating and understanding people and 
relationships? 
- Which sorts of rewards are the most important - being told you have done a good 
job from peers or financial rewards and why? 
- Are rewards a complicated or difficult issue from a management perspective - a 
dark territory - upset some if reward others etc - fingers burnt? 
- Is there a time when intrinsic motivation and rewards are not going to be enough. 
when other sorts of rewards need to kick in - if so what kind of rewards and when? 
- Are rewards different for situational versus deep identification - how? 
- Do some people see power and position as a reward 
- Are employees more relaxed and more creative and more proactive in their jobs? 
- Do people need other types of rewards because their job eventually stops them from 
being more challenged or creative? 
- Any instances of feedback from clients being seen as a reward 
- Do you feel all employees feel they have enough face and voice and are they 
recognised enough by the clients? 
- Is creativity more important than being taken seriously by a client? 
_ Does creative risk (psychological risk) impact on this - need to tolerate failure and 

to experiment . . . 
_ How tolerant is the structure of this organisation to allow error when ImprovIsmg 



Creative restraint 

- Are employees here pigeon holed into tasks and processes (restricted) or is it more 
free form. What are the advantages and disadvantages. 
- Do all employees have access to/contact with the clients - how does this encourage 
or restrain creativity? 
- Can employees be completely creative and if not in what ways are they restricted? 
- Does this create conflict or tension - how? . 
- How does this impact on the identification or brand perception internally - do vou 
feel the client notes this ? . 
- Does productivity requirements restrict creativity 
- Any sign of employees leaving due to creative restraint, to smaller agency perhaps 
- Are peer views important - can peer comments restrict creativity? 
- How do you manage the creative restraints without crushing egos - do you lead 
them to the answer that you think they should come too? 
- Do clients ever complain that they think the creativity is being restrained (They 
want to see a bit of magic sparkle) 
- How is creative restraint communicated - email, phone or face to face? 
- Are there examples where clients could not get on with an individual and that 
impacted on creativity 
- Do some employees become precious over their creative process or outcome - is 
there friction as a result - any examples? 
- Does a critical environment exist and does that restrain or enhance? 
_ Are junior employees restrained from fear in own ability at outset - a physical 

feeling . 
_ Do clients only want to deal with the face or top person and not the creatlves 
located at the grass roots 
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Symbolic rewards 

- Do you use rewards other than those already discussed and if so what form are they 
and when? . 

- Do both managers and junior employees see these as forms of rewards 
- Who initiates such rewards 
- What if such rewards are not in place, is this seen negatively by creatiYes 

Experts and expertise 

- Is the imposition of an external vision difficult with creatives and if so why? 
- Is credibility of the leaders and managers of high importance to creatives - and 
does this link to trust 
- Are expert egos evident and what is the impact of these? 
- Do client egos impact on the relationship and process/outcome, and if so in what 
way? 
- What are the leader roles? 
- What social skills are required 
- What about role modelling? 
- What about boundary spanning and also boundary protection 



Appendix 6 - Code listing (nodes) and frequency within data 



NVivo revision 2.0.163 Project: Shaun Powell - PhD 

Node ranking by number of paragraphs coded (n=262) 

Node Name Paragraphs 
Coded Documents 

learning curve 381 12 
employee leaving 279 6 
identification through design 265 6 
creativity as reward 249 9 
employee growth restraint 249 6 

employee growth 237 10 

symbolic rewards 237 8 

identifying with projects 221 9 

creative restraint 205 9 

employee growth liberation 203 7 

client pressure 200 15 

deep identification 187 4 

situational identification 177 3 

financial rewards 175 3 

challenge as reward 167 9 

creativity to restraints 166 5 

organisational reputation 
154 2 

London effect 
138 2 

brand external to client 
134 13 

client should fall in line 
123 7 

individual identification 
119 8 

brand identity 
115 13 

peer rewards 
112 5 

communication problems 
104 6 

client involved in reward 
102 5 

relationship as a Journey 
100 9 

97 8 
knowledge as a sponge 87 6 
client creativity 
differing perspectives 

86 5 

84 8 
expert egos 84 6 
appreciation as reward 82 3 
creativity 81 3 
corporate brand 78 4 
size impact 74 5 
reward damage by client 71 5 
brand evolving 69 3 
organisational identification 68 2 
client facing loyalty 66 5 

creative ego 63 9 

previous life 61 4 

creatives hidden from rewards 60 7 

brands as individuals externally 59 9 

relationship breakdown 57 3 

corporate image 



education process 
54 

relationship trust 4 

entrepreneurial aspirations 
54 2 

employee challenge 
52 1 

recruitment approach 
50 3 

brand flexible to client 
47 4 

trust as reward 
45 6 

age based motivation curve 
43 4 
43 2 organisational loyalty 42 5 others agendas 42 3 

brand parameters 41 3 
brand comfort zone 38 4 
identifying with clients 37 5 
organ isational commonality 36 7 
face of the company 36 1 
professional identification 34 2 
employee structure and feedback 32 5 
reward via taken seriously 32 1 
relating to clients 32 1 
growth 30 7 
identifying with processes 30 2 
brand translation to client 29 4 
creativity at the boundaries 29 3 
size 29 2 
emotional commitment 28 4 
relationship between guiding 
coalition 28 4 
suppression of creativity 28 1 
transactional reward 27 1 
reward via inclusion 27 1 
individual versus residual group 26 3 
individualism 25 5 
clients as suits 25 5 
client joint project ownership 24 3 
reward through valued 24 1 
standing up to client 23 7 
team commitment 23 6 

organisational buzz 23 3 

technological impact on image 22 4 

clients via past 21 4 

creating image with strangers 21 2 

moulding creative ideas 21 1 

individuality difficult to sell 21 3 

creating the organisation 21 4 

age impact on awards sort 21 2 

good naive research approach 21 1 

clients via knowledge of prior 
20 5 

project 
19 3 

adding value 
19 1 

deep identification as influence 
18 3 

team should always win 
18 3 

team creativity 
18 2 

client personality clash 



design as expertise 
17 

pushing creative boundaries 3 

chaos avoidance 
17 1 

over service delivery 
17 1 
17 3 trust in relationship 
16 2 at the cutting edge 
16 2 main client focused upon 15 2 lack of respect for client contact 15 1 demystified 15 1 guiding hands 14 3 smaller client 14 1 

identifying with director 14 1 
creative glass ceiling 14 1 
financial margins 14 2 
employee attracted by design 
reputation 14 2 
identifying with team 13 2 
hidden key decision makers 13 1 
fragile egos 13 1 
expert reassurance 12 4 
delivery deadlines as part of image 12 2 
bigger then person remembered 12 1 
organisational comittment 12 4 
challenging client 12 3 
change via external experts 12 3 
relationships in guiding coalition 11 2 
change as reward 11 1 
brick and egg metaphor 11 1 
job predictability as negative 11 1 
vision 10 3 

image via multiple service offerings 10 1 
clients via beauty parade 10 1 
organisational brand 9 3 

fun place 9 1 
image via openness 9 1 
brand as fourth man 9 1 

core values 9 2 

organisation external image 9 3 

multiple images 9 2 

quest 8 2 

employee competitiveness 8 2 

organisational bonding 8 1 

organisational empowerment 8 2 

loyalty to directors 8 2 

organisational vulnerability 8 2 
8 2 

socialiSing 
8 2 

leaderless organisation 
7 1 

reward aspirations 
7 1 

interface as a journey 
7 1 

making client feel bad 
7 1 

objectivity versus peoples minds 
7 1 

identifying with aspirations 



lack or quantifiable outcomes 
7 1 creatives 
6 3 clients via networks 
6 3 image through architecture 
6 1 find solutions on the run 
6 1 organ isationa I diversity 
6 2 critical environment 
6 2 responsibility as reward 
6 2 clients via previous reputation 
6 2 enemy within 
6 3 image through service operation 6 1 process orientation 5 3 enemy without 5 1 

client chemistry 5 1 
client bonding through humour 5 1 
client side experience 5 2 
clients via referral 5 2 
organisational control 5 2 
fighting pre expectations 5 2 
true to brand 5 2 
creatives seen as aggressive 5 1 
creativity versus administration 4 2 
internal brand image 4 2 
brand growth 4 2 
emerging brand 4 2 
relationship from bottom up 4 1 
culture via reliability 4 1 
image via reliability 4 1 
freedom to design as reward 4 1 
informal relationship 4 1 
organisational fluidity 4 1 

creative pragmatism 4 1 

formal relationship 4 1 

employee nurturing as reward 4 1 

brand direction 3 2 

image via agents as third party 3 1 

alignment with organisational 
3 1 mode 

identity vulnerability 3 1 

3 1 appraisals 
3 1 richness of interaction 
3 1 organisational size 
3 1 like minded people 
3 1 professional relationship 
3 1 collegial atmosphere 
3 1 start of creative process 
3 1 

genetic identification 
3 1 

design as reward 
3 1 

professional client relationship 
3 1 

traditional business culture 
3 client facing employees 
3 1 

influence over structures 



group alignment 
internal group dis-alignment 
relegation of design 
clients drive design 
creativity in small groups 
brand as individuals internally 
senior client contact 
design or marketing led company 
disconnect -mid to higher levels 
client insecurity/fear 
competitor 
additional research questions 
high service delivery 
new comers 
sense of challenge 
time upfront on projects 
adding relationship value 
skill based motivation curve 
serving clients 
social events for bonding 
values 
visionaries 
running for the client 
professional loyalty 
pride 
purchasing objectivity 
seeking external perspective 
good client results 
identifying with job role 
emotional client bonding 
long term relationships 
exceeding expectations 
offering seen as pure service 
left brain 
external utility 
internal reward problems 
internal organisational journey 
organisational rhythms 
negotiated with client 
multiple project handling 
lack of appreciation 
internal competition 
intellectual stimulation 
insular 
image as mavericks 
innovative 
employing right people in services 
defacto front line client 
design as problem solution 
design as solution 
edge of chaos 
boids 

3 
3 
2 
2 
2 
2 
2 
2 
2 
2 
2 
2 
2 
2 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 

1 

1 
2 
2 
2 
1 
2 
2 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 
1 



employee financial reward 1 1 
flat land strategy 1 1 
clients via size 1 1 
downsizing impact 1 1 
identifying with division 1 1 
developing differing brain areas 1 1 
brand as biology 1 1 
conditioning of internal brand 
expectations 1 1 
change culture through design 1 1 
business drives design 1 1 
opportunity 1 1 
second wave of growth 1 1 
transition back to mode 1 1 



Appendix 7 - Table summarising main findings for practitioners 
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Clients' trust & task 

flexibility 

Enhancement in process 

with challenging client 

involved - as long as not 

over constraining 

Fragile egos - highly 
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Table summarising main findings for practitioners 
Organisational &. individual Learning curve and Creativih' as a form .J Restraints to 

identification growtb of reward creativih' 

Creative employees often have Need to grow and learn Owners and senior Restraint on creativity 

multiple levels of very strong within managers found issue impacted on the 

identification: project, clients, creative owners and of rewards problematic corporate brand, both 

peers, own corporate brand employees, particularly within a creative internally and 

junior employees organisation externally 

Many single visions driven by Expectations and Creatives often report Creative restraint seen 

creative egos leading to motivations for growth an internal drive that as a particular problem 

fragmented corporate brand, vary as move along a I inks to a form of ego for junior and 

both internally & externally learning curve as does and need to create inexperienced 

perception of the something of their own employees 

corporate brand 

Control III a creative Size of creative Management aware of Commercial 

en\ Ironment IS problematlc- organisation often the above and awarded requirements formed 

needs primarily to be equated \\ Ith employees with greater one form of restrall1t 

autonomous/internally learning/growth creative freedom \\hen on CrC-clll\uy 

Sl;:mbolic rewards EXl!erts and exl!ertise 
" 

Other symbolic Aspects of expert or 

rewards were evident, creative egos are 

some enhancing evident within the data 

creativity as well as - both in relation to the 

the perception of the creatives' expertise 

corporate brand, and the clients' 

others having a expertise and 

negative impact sometimes friction 

overall between the two 

Positive verbal Creatives often desire 

rewards perceived as a to take control and 

greater or equal force clients to accept 

reward to other t()fms things- varied 

of award - but not depending on the 

always provided by perception of level of 

management clients own 

knowledge. Ho\\ e\l'r, 

not always the case 

and was reponed as 

based on dlf'tcrJng 

f()rms ofpersonaluy 

and outlook 

Title, pOSitIOn and Crcal1\C e\pcrtl'c 

promotion somctlmcs olicn led to interacting 

seen as a form of \\ Ith clicnt'> 111 onc \\a\ 

symboliC rc\\ ard h} and dl'icu'>'>lng them 111 
- .- --- - - - -



1-,) 
-0 
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Relationsbil! d!namics Oq~;anisational & individual 

identification 

generated 

" 

Internal belief often Size of client impacted on the 

overshadowed by creative organisation's 

interactions with clients corporate image 

Educational process pre Political aspects of client 

working age impacting impacting on creative 

on self belief organisation's own image 

IIIgh lc\cb ot"tcnaclt\ Corporate brand sull formmg 

,hown to orlllg chcnh III smaller start ups - lack of 
~ ,--"- - - -

Learninl: curve and Creativin: as a form of 

I:rowtb reward 

opportunities -smaller possible 

SME's seen as more 

creative and larger as 

having mo~e varied .. 
projects 

Aspiration among Size of organisation 

juniors to run their own impacts on ability of 

projects was high, managers to be able to 

linking to creative ego offer appropriate 

and rewards freedom as reward -

smaller organisations 

found this more 

difficult as less projects 

offered 

Junior members often Greater freedom to be 

felt intimidated by creative impacted on 

seniors on first arrival. way employees 

but after sucking up identitied with the 

knowledge felt less corporate brand -

mtlmldated - reward basis varied 

demystification depending on 

occurred mdl\idual 

identi fication 

Glass ceilings for Level of deSire for 

knowledge gatherIng creative freedom \ aries 

Restraints to creativin: S!mbolic rewards EXl!erts and exl!ertise 

L-- __ 

management along a different way behind 

with their financial the scenes. This added 

aspects - however the the potential for 

., creative employee~ distance to form and 

did not see these as the the management of 

most significant emotions was also 

motivators evident (management 

of own and potentially 

the client's emotions) 

Creative restraint also Being given a prestige Informal briefing 

disliked because of project or task was process at the start of 

negative impact it seen as a form of the relationship creates 

could have on reviews symbolic reward by problems due to 

by peers creative employees. uncertainty on part of 

along with more client 

responsibility in 

facing and presenting 

to clients at key stages 

of relationship 

Pre-work educational For smaller Relationships based on 

experience also added organisations a glass ncatl\c-cllcnt dlllloglic 

to problem for junior ceiling was evident \\ Ith a s~ mpathctlc 

members on arrival - where 0\\ ncrs and cl ient rc thc proccs~ 

as no commercial directors rcluctant to were preferred to 

restraints on creativity hand over enough confrontation. but thiS 

\\hile had been control or power to \\as ortcn not the ca~c 

learning allow cmployecs to 

bencflt from all forms 

of symboliC rc\\ards 

Forms of guidance and Some emplo\Cc~ rclt Crcatl\ c, ofil'n .. a\\ 

the environment could the c1as\ ccillllg aomc cilcnh a\ lad.lI1g 111 
--- --------- -
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Relationsbil! dl:namics 

along with ideas and 

process. 

" 

Client communications 

and feedback impact 

creative process 

Problems due to lack of 

measurable tangibility 

in creative process or 

product 

Lack of control o,cr 

proJecb accepted due to 

commerCIal Jecl"lon ... of 

small ... tart'> up ... 

Orz:;anisational & individual Learninz:; curve and 

identification z:;rowtb 

commonality or management identified - problem 

of this this from management point 

of view re employee 

satisfactioD and loyalty 

Creative corporate brand Once knowledge curve 

varying based on differing flattened some 

services offered employees remained 

due to reputation effect 

of organisation on their 

own identity 

Previous client relationships Some employees 

before SME fonned leading to remained despite glass 

corporate brand seen as ceiling even in less 

individualistic prestigious 

organisations due to 

perception of greater 

creative freedom 

IdentIfIcatIon ,\ ith more 

II1tere~\lng proJccts apparent 

"Ithm JunIOr employees - lack 

of loyalt~ I I' not given enough 
-

Creativitt as a form Restraints to creativitt Sl:mbolic rewards EXl!erts and exl!ertise 

of reward 

depending on also enable or hinder would lead to a forward vision or 

contextual aspects - creativity. serious lack of growth progressiveness, but 

often follows a cycle potential both for due to commercial 

that can be mapped out themselves and the environment creatives 
'" .--

during a career organisation and tend to go with clients 

corporate brand if wishes 

allowed to continue 

Creative freedom not Clients often source of Some employees 

always seen as a external creative preferred less 

reward by employees restraint symbolic rewards 

(such as financial or 

other physical 

incentive) and this 

often varied both on 

employee personality 

as well as age 

Creative voice and Friction from creative 

access to clients seen restraint impacted on 

as important to some - client relationship 

problem ifhave no 

client facing 

responsibility, 

especially m larger 

organisations -

creative ego also 

relevant here 

Some creatnes prefer 

non-cilent access in 

exchange for greater 

creat 1\ e freedom 



Relationsbil! dynamics Or~anisational & individual Learnin~ curve and Creativin: as a form of Restraints to Symbolic rewards EXl!erts and exl!ertise 

identification ~rowtb reward creativity 

Highly creative For longer term projects there 

employees feel barrier was encouragement to identify 

between selves and \yithin team as a family -..led ... ", -
clients due to verbal and to allegiances and conflict if 

visual communication allegiances threatened via 

differences project/team change 

Age difference between Previous client side experience 

creatives and clients of some creatives led to 

impact identification with that world 

and thus project by default at 

times 

Balance between project 

identification and home 

creative organisations identity 

managed or controlled via 

regular internal meetings and 

open/informal office 

communication 

Identification varied dependent 

on situation or non-situation 

motivators - some creative 

organisations structured to 

react to situational motivators 

-leading to potential 

employee identification 

problems 

'-l 
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