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Executive Summary  

 

Recent theories within the field of creative industries deal from differing perspectives with the challenges of 

balancing the characteristics of the creative employee, as in e.g. a strong need for autonomy and professional 

challenge, with the economic and commercial context of the creative production, without negatively 

affecting the employees‟ motivation and creative performance.  Through a field-study in the design company 

Designit I identified different creative roles in the creative production, beyond what some researcher would 

define as the stereo-type creative role. Besides taking on different tasks and areas of responsibility in the 

creative production it appeared that these creative employees also, differed on areas such as their need for 

autonomy and challenge and the level of their creative ambition and attitude towards the economic 

commercial aspects of the creative production. On this account, the thesis explores the following research 

question „How does the intensity in creative identity influence the motivational characteristics and hereby 

the posibilities and challenges of delegating responsibility-areas of commercial value to differing creative 

roles?‟ 

Building my research on a critical realist stance, the purpose of this thesis is to identify the underlying 

dynamics and mechanisms of the social structures in the creative organization at Designit. With the purpose 

of the results of the research and analysis to be of relevance to other creative companies who are also 

struggling with balancing the elements of the creative production described above and the seemingly 

opposing creative and commercial logics and values herein. Through analyses and discussion I will unfold 

how the different creative roles at Designit differ on creative identity and motivational characteristics and 

how such differences can be related to group dynamics within the group of creative employees. Furthermore 

what these factors, combined with the perspectives of adaptive preferences, mean for the possibility of 

delegating responsibility of commercial value to the different creative roles. And in continuation hereof gain 

insight into the identifying, understanding and managing of creative roles with differing motivational 

characteristics. 

Upon the analysis and discussion of this thesis, it is concluded that the different creative roles at Designit 

differ in the intensity of their creative identity and hereby in their motivational characteristics. Furthermore 

group dynamics can be defined as relevant social structures in terms of understanding the differing roles and 

the underlying mechanisms of identity and motivation. Building upon this, the perspectives of adaptive 

preferences gives additional insight into the possibility of delegating responsibility-areas of commercial 

value. Hereby gaining the sought for insight into identifying, understanding and managing creative roles with 

differing motivational characteristics. 
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Chapter I - Introduction & Research Question 

 

1. Introduction 
 

The creative industries is more than ever a vital part of our economy, and the management of 

creative employees is essential to developing strong and successful businesses in these industries 

(Hesmondhalgh, 2007) (Florida, 2002) (Hein, 2009) (Bilton, 2007) (Caves, 2002) (Sawyer, 2006). 

Managing creative employees is in itself a broad theme, but a reoccurring challenge seems to be 

found in balancing the creatives need for autonomy and professional challenge, with the economic 

and commercial context of the creative production, without negatively affecting the creative 

employees‟ motivation and performance (Hein, 2009) (Amabile, 1996) (Austin, 2007) (Collins, 

1999) (Eikhof, 2007) (Hackley, 2007).  

During a field study of five months in the design company Designit, I identified different creative 

roles in the creative production, and became curios as to how they differed on more underlying 

areas such as the intensity of their professional creative identity, their need for autonomy and 

challenge and how they were motivated, and in relation to this, how they were to be managed. In 

the same period the company was in the process of implementing a new role of responsibility: the 

project-owner, for purpose of achieving a more successful project management of the creative 

production. Making the considerations regarding the different creative roles ever so relevant, as the 

project-owner responsibility, perceived as being a role of commercial logics and value were to be 

taken on by the designers themselves, and not by project managers. While at the same time there 

were, among both the management and the designers, little consensus concerning who were actually 

to take on the project-owner responsibility in addition to their current creative role.  

Understanding these creative roles in term of every-day management of such, but also in terms of 

which of them could possibly succeed in bridging the gap between the commercial and artistic 

logics and value of the project-owner responsibility, which should provide, firstly a deeper insight 

and understanding towards the different roles‟ potential to take on the project-owner responsibility, 

and secondly hopefully give new input to the somewhat narrow perspectives on how to manage and 
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motivate creative employee attached to the stereo-type perception of such (Eikhof, 2007) (Hackley, 

2007) (Shalley, 2004) (Eikhof, 2006) 

The purpose of this thesis hereby being, that the results of the research and analysis, will be of 

relevance to other creative companies who are also - in the managing of the creative production - 

struggling with delegating responsibility areas of commercial value to their creatives employees, 

while at the same time retaining their motivation and performance. 

 

 

2. Research Question 

 

How does the intensity in creative identity influence the motivational characteristics and 

hereby the posibilities and challenges of delegating responsibility-areas of commercial value to 

differing creative roles? 

 

Hereunder: 

 How do the different creative roles at Designit differ on creative identity and motivational 

characteristics? And how can such differences be related to group dynamics within the 

group of creative employees? 

 What do these factors, combined with the perspectives of adaptive preferences, mean for the 

possibility of delegating the project-owner responsibility to the different roles? 

 What does all this mean in relation to the managing of the creative production, considering 

the opposing creative and commercial logics and values herein? 
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3. Structure of the Thesis 
 

o I – INTRODUCTION & RESEARCH QUESTION 

 

o II - PHILOSOPHIES OF SCIENCE & METHODOLOGY 

In chapter II, I will outline the philosophies of science of the thesis i.e. the epistemological 

and ontological stance. Following this, I will present the implication of the epistemological 

and ontological considerations for the research method and data collection as well as aspects 

concerning credibility, dependability and transferability. Finally I will elaborate on some of 

the key-concepts of the thesis. 

 

o III - EMPIRICAL FINDINGS 

In chapter III, I present the empirical findings, through firstly giving an introduction to 

Designit and their approach to managing the creative production process. Secondly I 

introduce the concept of the project-owner role, the issues concerning the delegation of this 

responsibility, incl. the management‟s and the creatives‟ perspective on this. Finally I 

present the three different roles and how they differ in their partaking in the process of the 

creative production. 

 

o IV - ANALYSIS & DISCUSSION 

The first section of chapter IV the analysis and discussion, sets the scene for the following 

analysis, by illustrating the theoretical framework related to the characteristics of the 

creative production and managing the creative employees within this organizational context. 

The second section analyzes the possibly differing creative identities within the three 

creative roles, the motivational characteristics related to such, and the group dynamics as 

underlying of the social structure and mechanism of roles in the creative production. The 

following section further analyzes and discusses how the difference in the creative identity 

and role in the creative process is affected by the organizational context, in relation to 

adaptive preferences and a push or pull mechanisms towards different creative roles. 

 

o V - CONCLUSION & FURTHER RESEARCH 
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Chapter II - Philosophies of Science & Methodology 

In this chapter I will outline the philosophies of science of the thesis i.e. the epistemological and 

ontological stance. Following this, I will elaborate on the implication of the epistemological and 

ontological considerations for the research-method and data collection as well as aspects concerning 

credibility, dependability and transferability. Finally I will present a few key-concepts which 

require additional elaboration. 

 

1. Philosophies of Science - The Ontological and Epistemological Stance 
 

The basic understanding of the world (ontology), and how one perceive it and what we think we can 

know about it (epistemology), serves as a background for the choices made in regard to how we 

think it can be investigated, e.g. the methodology and the theoretical perspectives used in the 

analysis (Bryman, 2003) (Rønn, 2006) (Fleetwood, 2005). I therefore start by presenting and 

elaborating on the ontological and epistemological stance of the thesis.  

 

1.1. Ontology 
 

 

The ontology concerns the nature of reality and the central question is whether something exists as 

autonomous objective entities or as social constructions i.e. the relation between the individual(s) 

being researched and the surrounding world (Bryman, 2003) (Rønn, 2006).  

Given the studied phenomenon being social structural mechanisms such as professional creative 

identity, group dynamics and the categorization and /or adaption of individuals into socially 

constructed roles, I apply for this thesis a critical realistic ontology (Fleetwood, 2005) (Bryman, 

2003). The ontology of critical realism identifies social structures and the mechanisms through 

which they are generated, as fundamental to the constitution of our natural and social reality (Reed, 

2000), and recognize these as existing independently of our articulable knowledge or identification 

of them  (Fleetwood, 2005) (Bryman, 2003)  

According to critical realism individuals will always strive to and succeed in reinterpreting and 

renegotiating the discourses from which we perceive the world, but this occurs within a pre-existing 
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structure of material, social and discursive relations, which simply cannot be ignored or 

reconstructed out of existence (113 Reed, M. 2000). Hence critical realism does not imply that the 

individual is without autonomous agency, as the social structures merely provide the context within 

which social actors exercise genuine choice between the alternatives presented to them (Bryman, 

2003). Which is aligned with e.g. the viewpoint of Bruckner‟s perspective on adaptive preferences, 

and Reeves‟ work on cognitive dissonance in relation to feeling of self vs. choices of action in the 

social context (Bruckner, 2007) (Reeve, 2005). - Examples of theoretical frameworks which both 

play an essential role in answering the research question at hand.   

According to the critical realism there is no unmediated access to the world, hence what makes an 

entity „real‟, is if it has causal efficacy – as in an effect on people‟s behavior or makes a difference 

in another way (Fleetwood, 2005). E.g. the social structural mechanisms at the focus of this 

research would be perceived as real because they have causal effect on the behavior of the creative 

employees at Designit. Using Fleetwood‟s definitions, these social structural mechanisms could be 

defined as „Socially real‟
1
, as in being social structures which exist independent of our identification 

of them, nevertheless are dependent on human activity for their existence. (Fleetwood, 2005) For 

critical realism the task of social research is to conduct hypotheses about such mechanisms and to 

seek out their effects. – in perceiving social phenomena as being produced by mechanisms that are 

real, but that are not directly accessible to observations and, as mentioned, are discernible only 

through their effects (Bryman, 2003). Giving this ontology a hermeneutic, phenomenological 

aspect, in its focus on interpretation and its acknowledgement of the world as it is experienced 

(Rønn, 2006) (Bryman, 2003).  

 

1.2. Epistemology  
 

Epistemology concerns the question of how one perceives the world and what is accepted as 

knowledge about a certain phenomenon (Rønn, 2006) (Bryman, 2003). Hereby an epistemological 

stance defines under which criteria for knowledge creation the conducted research unfolds. The 

epistemological stance of the research conducted for this thesis is a critical realist epistemology 

                                                           
1
 According to Fleetwood, the ontology of critical realism differentiates between different modes of reality in the form 

of ideally, socially, materially or artifactually real entities (Fleetwood, 2005) 
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(Fleetwood, 2005). Consequently I believe, that for me to be able to understand the social world, I 

must identify the, in this case, social structures at work that generate that world (Bryman, 2003).  

The critical realist epistemology, acknowledge that the world and such structures and dynamics, 

will appear differently, or have different meaning to different individuals, as the „identification‟, i.e. 

perceiving of the world, is being carried out, by both the actors being studied and the researcher. 

This identification does not necessarily have to be based on „correct‟ conception or „complete‟ 

knowledge of a given social structure to identify it. Just as sometimes people have partly conception 

and knowledge, but nevertheless choose to ignore or deny the existence of the given social structure 

(Fleetwood, 2005) E.g. in the case of Designit where many of the creatives were not able to identify 

the social structure or group dynamics resulting in them ending up in a specific role, even though 

they might have „partly‟ knowledge of this structure or dynamic. 

I thereby acknowledge the perspectives of the different individuals at Designit, when analyzing the 

social structures and dynamics found here, but at the same time, I do not need a verbal expression or 

verification of something, for it to be considered real or relevant, as I consider their everyday 

behavior to be effects, and thereby valid indicators, of the mechanisms and structures I seek to 

identify (Bryman, 2003) (Fleetwood, 2005). I hereby perceive the categorizations of the creative 

employees at Designit into different roles, as analytical constructions of social structures, based on 

the empirical findings and my perspectives as a researcher incl. my theoretical background 

(Fleetwood, 2005). Having the epistemology also include hermeneutic phenomenological aspects, 

in its focus on interpretation resulting in analytical constructions of the social structures and 

mechanism of the given field, based on an acknowledgement of the world as it is experienced by the 

different individuals involved (Rønn, 2006) (Bryman, 2003).  

 

2. Methodology  
    

 

Based on the epistemologically defined focus on interpretation of behavior, it would be a wrong 

approach, to base my research of the social context of Designit on quantitative data, as quantitative 

method tends to rely on more predefined questions – such as for example questionnaires – leading 

to the risk of my perspectives as a researcher surpassing the social structures and dynamics I 

attempt to identify in the field. Hence in this case the data should be of a qualitative nature and 
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collected through observation and open dialog with a focus on underlying social dynamics and 

structures in order to identify such (Fleetwood, 2005) (Rønn, 2006) (Bryman, 2003).  

This identifying of underlying social structures and dynamics, based mainly on the empirical 

findings and additionally on the theoretical framework, makes the research process mainly 

inductive (Rønn, 2006). The theories applied will occasionally during this process, be questioned or 

confirmed, but since this is not a deductive project, this is not the main purpose of the use of the 

different theories (Bryman, 2003). This would also be the explanation for the thesis having several 

bearing theories throughout the analysis, and instead of a few „in depth‟ ones.  

My methodological tools for collecting empirical data and the initial analysis of such, was the field-

study, in the form of a participant observation incl. explorative qualitative interviews. These choices 

of methodology will be accounted for in the following section. Making the field-study and the 

interviews the groundwork for the theoretical analysis, while still recognizing that data are never 

pure, but filled with meanings and always products of prior interpretive decisions and the theoretic 

base of the researcher (Rønn, 2006) 

 

2.1. Field-study 
 

 

The empirical observation in the field study enables me to get close to the phenomenon and 

individuals I wish to investigate on their own terms, and to take part in their experiences and 

observe their daily behavior. - Perceiving what appears rather than, as mentioned, seeking a 

conformation on a theoretical perspective (Emerson, 1995) (Rønn, 2006).  

The aim of this field-study was to create a solid overview on how the reality is understood and 

interpreted by the individuals being both observed and interviewed, and thereby as a researcher 

identify the underlying structures and dynamics – in accordance with the ontological and 

epistemological stance presented above. In this, balancing ones‟ own perspective as an outsider 

with the immersed perspective, and hereby ones responsiveness to what the individuals in the field 

experience – related to the above mentioned hermeneutic phenomenological perspectives (Emerson, 

1995) (Fleetwood, 2005) (Rønn, 2006) (Bryman, 2003).   
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2.1.1. Access and Immersion into the Field 
 

I got access to Designit through the position as intern. Once inside the company I quickly got 

included in the everyday work of the organization, though everyone was aware of my „double-role‟ 

as a thesis writing intern, using Designit as my „case‟. Many were positively curious about being 

used as the subject in a thesis and showed a „if you are curious about anything, just ask‟ kind of 

attitude. Just as knowing my role did not stop them from complaining to me about e.g. the 

management or expressing their thoughts on the project-owner role.  

As mentioned, this field study could be characterized as participant observation, due to my 

participating in the daily work, through my role as an intern and the subjects being aware of my 

status as researcher. The participant observation also includes asking questions, engaging in 

conversation to get insight into a specific area of focus and interviewing, which was also the case in 

the present field study (Bryman, 2003). 

Through immersion into the field in question, I attempted to see from the inside how people lead 

their lives in this organization, the social relations embodied in the daily work etc., and as a result of 

the immersion grow a stronger sensitivity to the interaction and processes of the field (Emerson, 

1995).  Recognizing that through this approach I could not, and according to Emerson should not, 

avoid becoming part of the field and develop opinions and feelings towards e.g. the different roles 

and their interaction. Since it is exactly these first-hand relations between the researcher as 

individual and the individuals in the field, which provides the insight to understand the more subtle 

underlying assumptions – being the focus of the critical realism (Emerson, 1995) (Bryman, 2003).  

 

2.1.2. Categorizing the Subjects of a Field Study 
 

Based on my theoretical background, I went into the field-study with the idea of creatives being, as 

one would define the „stereo-type‟ creative employee, as seen in e.g. the work of Hackley & Kover 

(2007) and Eikhof & Haundschild (2006), and I found myself in a great deal of frustration for the 

first few months, as the creatives would not seem to fit into this stereo-type box I wanted to put 

them in (Hackley, 2007) (Eikhof, 2006). They did not all have big ego‟s and surprisingly many did 

not make a big deal out of conforming to the norms and ways of doing things in the organizational 
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setting, even so knowing that the final purpose of the creative production, and the type of products 

delivered, was to make money for the company, and definitely not ideologically oriented towards 

changing the world. At the same time they all perceived themselves as being creative and it was 

important for them to be perceived as such by others. (See the section on presentation of „Empirical 

Findings‟ for a detailed elaboration on these findings)  

The categorization as it was spoken of by the creative employees was not official, but were shown 

by who repeatedly took on which role in the different creative projects, and how these different 

roles or groups were spoken of both directly and indirectly. E.g. that one group was perceived as 

very unstructured and autonomous, but at the same time recognized as very creative, or another 

group, who was perceived as not that creative, very dependent on being managed and only being 

able to do so much, and hence was given all the basic and finishing tasks. Hereby aligned with the 

critical realism, I identified interesting structures and dynamics, through the effect these had on 

people‟s behavior, e.g. them being in different roles in the creative production – incl. how these 

were spoken about. Recognizing, as mentioned above, that some of the aspects of the different roles 

and social interaction was not something the different individuals where always aware of 

(Fleetwood, 2005), i.e. that not all of the designers viewed their own role as it was viewed by the 

others. 

The division into the three types and their roles in the creative process, did not come to me until 

several months into the field-study, and therefore could be considered as knowledge developed in 

alignment with the interactional context (Emerson, 1995) Which is considered as vital, when 

categorizing events or subjects in connection with a field study (Emerson, 1995). Therefore the 

categorization of the creative employees at Designit into the three different roles are based on both 

how they behaved, how they described themselves and each other, how I as a researcher perceived 

them interact in the context of the creative projects – i.e. the behavioral effects of the social 

structures (Fleetwood, 2005). - Just as the characteristics of the different roles became ever so 

relevant to look into, in terms of the delegation of the project-owner responsibility. 

To the extent possible, I have attempted to use the terms used by the designers themselves, when 

naming the roles respectively the Arty creative, the Structured creatives and the Basic creatives 

(Emerson, 1995), but nevertheless I have chosen some of the used terms over others, since the terms 

the different designers used differed some. E.g. when talking about the Arty creative they would use 

terms such as „the mega creative‟ or the „more artistic creative‟, as when talking about the 
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Structured creatives they would say „the structured ones‟ or the „the client-oriented‟, and when 

speaking about the Basic creatives, saying „the ones doing the basic stuff‟ or „the ones doing the 

finishing work‟.  

In the analysis I am applying the theoretical perspectives of Hein (Hein, 2009), perceiving these 

categorizations as analytical constructions of social structures, according to the critical realist 

epistemology. In this connection I argue that my analytically constructed categories are more 

suitable in this connection, than Hein‟s, because they are based on what I identified in this particular 

social context.  

 

2.1.3. Writing Fieldnotes  
 

Writing fieldnotes is an interpretive, intuitive and emphatic process, which, in its textualization of 

the experience of the field-researcher, becomes the foundation of the final product of the research 

(Emerson, 1995), inevitably involving a process of selection in terms of writing about the things 

which seems apparently interesting (Emerson, 1995), e.g. structures and dynamics appearing in the 

social context observed. I consider this as being aligned with the critical realist epistemology and 

ontology, in recognizing that the researcher also affects what data is collected, through ones 

perception of the world, and assumptions on what is relevant data worth of further focus, in the 

investigation of a given phenomenon (Fleetwood, 2005).   

When I had concluded that the phenomenon of the different creative roles in relation to the project-

owner responsibility was interesting, this became shaping for the rest of my observations, allowing 

me to go even further in depth with this particular perspective, by focusing on the social structures 

and underlying dynamics in situations where this phenomenon came into play (Bryman, 2003) 

(Fleetwood, 2005). This led to many of the fieldnotes, when they were written up, taking on the 

form of „In-process memos‟, including asides and commentaries
2
, involving identifying and 

developing analytic themes while still actively in the field and writing fieldnotes (Emerson, 1995), 

recognizing the overall purpose of the field-study as being writing this thesis. Hence I did not use an 

                                                           
2
 Asides: brief reflective bits of more analytic writing, e.g. raising a question about a specific happening or process 

described. Commentaries: more elaborate bits e.g. exploring more emotional reactions or connections to other events. - 

Both written in parentheses, to underline that it is reflections or analytical perspectives of the researcher. (Emerson, 

1995)  
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extensive “grounded theory” coding and memoing approach in processing my fieldnotes, as I did 

this „processing‟ throughout the process (Emerson, 1995). 

 

2.2. Interviews  
 

In the following section I will elaborate on my thoughts concerning the use of interviews as part of 

my research-method. The interviews were based on a hermeneutic approach, being very non-

structured and explorative, allowing the interviewees to talk about whatever were of interest to them 

being a designer at Designit (Kvale, 1994). Making the skills of me as an interviewer extremely 

important, - not succumbing to the temptation of controlling the interview, but focusing on bringing 

forth the individuals perspective by letting them, to a very large degree, control the conversations 

(Kvale, 1994). This leading to the appearance of different creative types opposed to what I had 

expected when coming into the field, and an opening up for an interest towards the underlying 

dynamics of how these roles were working.  – Aligned with the critical realistic epistemology, as 

well as the hermeneutic and phenomenological perspectives herein (Bryman, 2003) (Fleetwood, 

2005). Hereby I did not go in depth with the individual persons story, background etc. but rather 

focused on the individuals perspective on the current situation at Designit and how they related to 

this, as being their social context  (Fleetwood, 2005).  

I will argue that the supplementing nature of the interviews in the context of this research leaves 

issues regarding the amount of interviews, i.e. theoretical saturation, of little relevance (Kvale, 

1994) (Bryman, 2003). The interviewees where picked out randomly, but with a focus on them 

being from different project-teams within the organization, leading to interviews with six designers 

in different positions with varying „rank‟ and one manager.  

 

2.3. Presenting the Data 
 

Inspired by Emerson‟s (2005) work on writing ethnographic fieldnotes, I have attempted to go 

against my initial experience of fieldnotes as being too messy and unfinished to show to an 

audience, and hence let the reader of the thesis see the original unedited unpolished fieldnotes, as 

being the main empirical data throughout the thesis (Emerson, 1995).  The fragments found in the 
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footnotes of the thesis are therefore practically taken directly from the fieldnotes written during the 

five month at Designit characterized by the „In-process Memo‟ look, as a result of me not polishing 

them up, more than to the extend needed for the reader to understand the significance. I have chosen 

to present the data as footnotes in the text, instead of putting the messy fragments in the actual text, 

in order to avoid braking the „flow‟ of the text and make it too „messy‟ for the reader. The fieldnote-

fragments in the footnotes are marked with a (FN), while quotes from the interviews are marked 

with an (IN).   

The entire body of fieldnotes as well as the interviews in audio and in summarized written form
3
 

can be found on the attached disk. In the fieldnote-fragments and the interview quotes in the 

footnotes, people‟s names are replaced by the letter representing the creative type or other employee 

group they may belong to, i.e. Basic creative (B), Structured creative (S), Arty creative (A), 

Management (M) and Partner (P). Hence when you see the letter (S) in two different fragments or 

quotes, it is not necessarily the same person, but can be two different creatives, both falling under 

the category of the structured type. Therefore in annex 1. both the interviews-quotes and the 

fieldnotes are presented in non-translated versions including people‟s real names, giving the reader 

the opportunity to see the actual names, and to differ between different individuals within the same 

group. Here one can also see the full versions of the fieldnotes from which the fieldnote-abstracts in 

the footnotes have been taken. On the attached disk it is possible to read or listen to the interviews 

in full length, where these are presented under the name of the interviewee, just as one can see the 

entire body of fieldnotes. With this approach toward presenting the data, I feel that I consider the 

purpose of the thesis, while doing the data justice.  

 

3. Credibility, Transferability and Dependability 
 

This section focuses on the credibility, transferability and dependability of the research conducted, 

as being conceptualizations relevant for judging and evaluating qualitative research (Bryman, 

2003).  

 

                                                           
3
 The interviews have not been transcribed, but listen through and summarized into an adequate written form, including 

quotes when relevant for expressing the feelings or experiences of the interviewee in detail. 
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3.1. Credibility 
 

Credibility is connected to the question of truth and accuracy. This has traditionally been based in a 

positivistic epistemology, whereby the credibility of science becomes the question of whether the 

findings are in correspondence with the objective, measurable world (Kvale, 1994)  

As mentioned above, the social structural mechanisms or dynamics at focus in this research
4
 would 

be perceived as real, because they make a difference or have causal effect on the behavior of the 

creative employees at Designit - being the field of focus for this study (Reed, 2000) (Fleetwood, 

2005). Recognizing that these social structures and mechanisms are existing independently of our 

articulable knowledge or identification of them  (Fleetwood, 2005) (Bryman, 2003), the credibility 

is thereby established through my credibility as a researcher in terms of identifying these social 

structures and underlying dynamics, communicating these identifications and unfolding them in my 

analysis (Bryman, 2003). The credibility of my findings and the related quality of my research can, 

however, not be fully assessed until the thesis defense, in a discussion between the thesis counselor, 

the external examiner and myself as researcher. 

3.2. Transferability 
 

Due to the methodological choice of a field-study, the findings are oriented towards the contextual 

uniqueness and significance of the studied phenomenon (Emerson, 1995), and my findings cannot 

be considered as immediately transferable to every other organization, but is dependent on the 

context to which it is transferred (Bryman, 2003). I would argue though, that the findings 

concerning the challenges related to interaction between the project management and the creative 

process in the creative production would be transferable. – As this being a well recognized issue in 

the given theoretic field. Underlined by the critical realist ontology arguing that different companies 

will respond to similar structural conditions, i.e. social structures and dynamics (Bryman, 2003) e.g. 

the dynamics related to managing and motivating creative employees. Hence even though they are 

not struggling with issues regarding a project owner-similar role and the delegating of such, the 

findings concerning different creative roles and the implications of their creative identity on 

                                                           
4
 The focus of this research being the, by Fleetwood defined, socially real identities, making credibility considerations 

concerning the ideal, material or artifactual reality besides the point - according to the ontology of critical realism 

making it possible and acceptable to differentiate between these different modes of reality (Fleetwood, 2005) 
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motivation and adjusting to the organizational context and its different roles etc. could be perceived 

as transferable.  

 

3.3. Dependability 
 

The term dependability, which in quantitative research is often referred to as reliability, refers to the 

consistency of the knowledge generated in the research (Kvale, 1994). As described, due to the 

research method being a field-study, the empirical findings are oriented towards the contextual 

uniqueness of the studied phenomenon, (Emerson, 1995), and hence it would be very difficult to 

replicate the study (Bryman, 2003). Just as it would be difficult to aces how far proper procedures 

have been followed during the research (Bryman, 2003), due to the interpretive, intuitive and 

emphatic process of writing fieldnotes, as being a significant part of the field study, and the 

different approaches toward how this could be done.  

 

3.3.1. Field-notes 
 

It is possible that the dependability of my research have been negatively affected by my lack of 

experience in doing a field study.  It is evident for field-study research, that the fieldnotes are 

detailed and stimulating „thick descriptions‟, written down as close to the time of the given 

observation as possible (Emerson, 1995). The fact that I was working full-time as an intern at 

Designit having working responsibilities during the day, limited my possibilities for writing exactly 

such fieldnotes, and therefore I often did notes more in the line of detailed extensive jotting, incl. 

asides and commentaries, as described above (Emerson, 1995). The notes where then picked up, 

when I got home in the evening or reached the weekend, and written up into fuller fieldnotes
5
. I 

recognize the limitations this has had for the overall possibilities of my research, hence it might 

have limited the detail and richness of my fieldnotes, but at the same time acknowledging this as 

inevitable, as working for the company was the only way to gain access to the studying the 

organization (Bryman, 2003).   

                                                           
5
 When writing up the fieldnotes I did not choose any specific of the „writing choices‟ presented by Emerson, and hence 

the „style‟ of my fieldnotes are depended on the given situation and what I observed. (Emerson, 1995)  
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3.3.2. Interviews 
 

The interviews were done early in the field-study, and could preferably have been done later, in 

order to fully take advantage of the explorative opportunities herein. Due to the interviews being 

carried out before the present problem-scope had emerged, they instead lead to it through findings 

concerning more basic issues such as how the creatives at Designit carried out their daily work, 

what motivated them, why they had chosen to work with design, and their thoughts on being a part 

of a company and performing as a designer in this setting. - Leading me to identify signs of social 

structures and underlying dynamics, for further investigation.  

It was not possible for me to conduct any further interviews later in the process - for the purpose of 

looking further into the specific area of the roles‟ identity and motivation in the creative process, 

and the development of and interaction between these. It should be noted though, that the given 

social structures and dynamics, as mentioned above, could be perceived as somewhat unconscious 

and underlying, making it likely that it would be limited, what I would have gotten out of 

interviewing the creatives on these issues anyway (Fleetwood, 2005) (Bryman, 2003) (Reed, 2000). 

 

4. Elaboration on Key Concepts 
 

In this section I will elaborate on the key-concepts of the thesis, which are not defined in connection 

with the analysis, but nevertheless play a central part, and hence will be defined here. 

 

4.1. The Concept of Roles  
 

When defining the creatives at Designit as belonging in three different groupings or creative roles 

differentiating in their partaking in the creative production, I do this based on a definition of a role 

as being a bundle of norms and expectations attached to the individual possessing the role, in terms 

of the behavior expected by the people around you (Baker, 1991), within a cultural or social 

context, where people play out a culturally or socially defined role (Reeve, 2005) Just as it, 

according to Reeve, makes sense to talk about a person‟s set of identities as differing roles, and 
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roles in this context are a social mechanism for individuals in a given situation, based on the 

knowledge of what roles the self and others hold, to tell what behavior and which ways of acting are 

most and least appropriate (Reeve, 2005).  

Therefore many people differ between more than one role, just as people can be appointed to the 

same assignments and have the same official title, but fall into different roles (Belbin, 1993). 

Making it possible for the three creative roles found at Designit to entail a combination of different 

roles and hence none of the roles is likely to apply 100% (Belbin, 1993), (Hein, 2009) as they are a 

means of generalizing for the sake of grasping the social mechanism that lies beneath these roles, 

and to interpret and analyze such.  It is also of relevance to note this, in connection with the 

possibility of some of the individuals possibly performing better in another role than in the one I 

have found them, e.g. the project-owner role.  

 

 

4.2. The Concept of Personality 
 

When talking about what many researchers would define as stereo-type creative personality traits 

(Feist, 1999) (Shalley, 2004) (Amabile, 1996) (Eikhof, 2006) (Caves, 2002) (Azadegan, 2008), it 

should be noted that this does not mean that I conclude whether such a creative personality, if it 

exist, is something you are born with or whether it is something to be developed through life. Hence 

when dealing with the individual traits of creative people and analyzing these in relation  to their 

concept of self and identity, I will refer to these as exactly that: individual traits or characteristics in 

behavior or attitude in relation to the social context in which they operate, aligned with the critical 

realistic ontology and epistemology of this thesis. I.e. I will not be elaborating further on the 

existence, forming or maintaining of a creative personality, as it is beyond the problem-scope of this 

thesis.     

This also means that I will neither, in relation to this thesis, be defining the concept of personality in 

general. Firstly, because I am applying perspectives from the disciplines of both personality- and 

social psychology, with the perspectives of social psychology perceiving the concept of the 

individual personality of little relevance as a result of its focus on the psychological dynamics from 

a societal perspective, opposed to the personality psychology focusing on the individual 

perspectives. Secondly because even if I only used perspectives from personality-psychology, I still 
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- in both my problem-scope, empirical focus and theoretical framework - apply perspectives from 

differing sub-disciplines hereunder, which differ in their definition of the concept personality 

(Marquardt, 1998) (Koester, 1998). For example aspects of humanistic personality psychology‟s 

perspective on personality can be found in my focus on motivation, self-realization and social 

needs, while aspect from cognitive personality psychology‟s perspective of personality can be 

found in my focus on perception, behavior and the forming of preferences (Marquardt, 1998). Just 

as perspectives from the social psychology can be considered as essential for both the empirical 

focus and theoretical framework, through the critical realism perspective on social structures and 

underlying dynamics, such as the forming of roles, group-dynamics and related social mechanism 

(Koester, 1998). 

A more specific example on the broad application of these different psychological disciplines - and 

hence the implausibility of me succeeding in defining a specific concept of personality for the 

context of this thesis, all three perspectives mentioned above, can for example be found in Reeve‟s 

theoretical framework (which among others can be considered a central element in this analysis), 

dealing with both motivation (humanistic personal psychology) cognitive schemes and dissonance 

within such (cognitive personality psychology) and the concept of social roles and internalization 

(social psychology) (Reeve, 2005)( Marquardt, 1998) (Koester, 1998).  Just as I, of course, also 

apply theoretical frameworks, which would fall under only one of these disciplines. The example 

here is merely to explain, why it is neither possible nor necessary in connection with the research 

done in this thesis, to define a specific concept of the human personality.  

 

4.3. Creativity in the Organizational Setting 

 

When I refer to the creative process within an organizational setting, I base it on the definition of 

organizational creativity as it has been defined by Amabile (1996) as the production of novel and 

appropriate ideas by individuals or small groups, resulting in the creation of products, services, 

processes or strategies. Novel and appropriate, as in ideas which are more than merely new, and are 

somehow appropriate to the problem or task at hand (Amabile, 1996)  This definition on creativity 

is found throughout the theoretic field (Nickerson, 1999) (Fisher, 2009)  (Amabile, 2000) (Sawyer, 

2006). Deciding whether the creative work is novel and appropriate is evaluated in cultural fields. 
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These selection processes are not opposed to creativity, but rather a central part of all creative 

activities (Sawyer, 2006) (Csikszentmihályi, 1999) 

The socio-cultural approach, presented by among others Saywer, Csikszentmihályi and Amabile, 

explains the process of creativity in relation to the personal characteristics of the individual creative 

employee, making the organization‟s creativity a complex and emergent property, depending not 

only on the employees but also on the structures that organize them, and the interaction between 

these (Sawyer, 2006) (Csikszentmihályi, 1999) (Amabile, 1996). The especially interesting part in 

this, in the context of this thesis, is the perspective of the social context interacting with the 

individual potentialities, understanding creativity not as something happening in an individual 

vacuum, but in the context of a particular environment (Williams, 1999) (Csikszentmihályi, 1999) 

Hence recognizing both the importance of understanding the social context and the influence this 

has on the individuals creative potential, in terms of how these are valued and defined according to 

the social context. 

 

4.4. Defining Creative Products and Designers as Creatives 
 

Recognizing the difficulty of identifying the creative product or service by clear objective criteria, I 

choose, inspired by Stamm (2003) and her definition of design, to define creative products or 

services in this context, as a product or service produced as a result of a process where an idea is 

transformed into an outcome, be it a tangible product and / or an intangible service (Stamm, 2003), 

e.g. design made by a design company, advertisements made by an advertising agency, movies 

made by a production company or buildings created by an architectural company etc. Making the 

creatives I am dealing with in this context a another more „narrow‟, or some might say artistic type, 

than the one for example defined by Florida (Florida, 2002) 

Making it more appropriate and valid to use the different other theoretical perspectives appearing in 

this thesis, which apply to “creative” people per se (and not necessarily the broad group of the 

creative class), as it is e.g. the case with the perspectives of Amabile, Hackley, Eikhof & 

Haundschild and Hein (Amabile, 1996) (Hackley, 2007) (Eikhof, 2007) (Hein, 2009). On the other 

hand though, it is argued that designers can be characterized as a type of creatives, who are more 

likely to accept the business perspectives of the creative production, such as being motivated by 
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making money, and not being as attracted to the “art for art sake”-property (Stamm, 2003) (Caves, 

2002).  Making them an interesting subject of study, because they like e.g. the ad-agency workers, 

actors and architects are working within a field, where they can be perceived as artistically creatives 

if they act the part (Hackley, 2007)(Eikhof, 2007), or they can recognize the economic and 

commercial aspects of the field, and try to turn them into an advantage instead of an obstacle to be 

fought (Eikhof, 2007) (Winch, 1993), or they can merely function as regular not particularly artistic 

creatives along the line of Florida‟s definition (Florida, 2002). Hence, why some people take on one 

of these perspectives on their work life and professional identity over the other is what I will, 

among other issues, look into in the following analysis.  

In the following chapters I will refer to the creative process in the organizational setting as the 

creative production, and in that connection referring to the characteristics of such as defined in the 

sections above.  

 

4.5. Delimitations 
 

It is important to note, in connection with Stamm‟s definition of the creative product or service 

above (Stamm, 2003), that the process described, where an idea is transformed into an outcome, 

includes a variety of creative skills and competences throughout this process, - as indicated, beyond 

simply getting the idea, i.e. throughout the process of turning the idea into a tangible product and / 

or an intangible service (Winch, 1993), which is also the case in the creative production at Designit.  

I will not define all these different skills and competences, or how they are best managed, but 

instead emphasize, that I am aware of the complexity of this process and the different skills and 

competences involved, in relation to this complexity opening up for a recognition of the difference 

in the involved task and responsibilities, thereby a recognition of the differing roles related to these.     

In relation to this, I will not analyze the project management of this process, in terms of how this 

could be improved. My point of departure in the Designit management‟s decision to implement the 

project-owner responsibility for managing the creative projects, is just that, a point of departure. - 

Which works as an example of a circumstance in the creative production where the commercial 

logics of management are attempted combined with the creative logics of the creative process and 

the creative individuals involved, opening up the opportunity of investigating the social structures 
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and underlying dynamics of, in this case the creative individuals and how they react to this 

circumstance, and hence how one as a manager in this connection should identify, understand and 

utilize these social structures and dynamics.    
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Chapter III - Empirical Findings 

 

The following presentation of empirical findings firstly gives an introduction to Designit and their 

approach to managing the creative production process. Secondly I introduce the concept of the 

project-owner, the issues concerning the delegating of this role, incl. the management‟s and the 

creatives‟ perspective on this. Finally I present the three different roles and how they differ in their 

partaking in the process of the creative production. 

 

1. Introducing Designit 
 

Designit A/S is a privately owned company owned by the three founding partners, and is today a 

strategic design consultancy with app. 100 employees placed in offices in Copenhagen, Paris, Oslo, 

London, Gothenburg and Munich, making them northern Europe's largest design company. Designit 

A/S is part of the Holdit Group which also includes an eyewear company and the six international 

Designit subsidiaries. Designit A/S started out in 1991 and is today run as a classic project 

organization with a professional board of directors, management group etc. 

The company is organized in multidisciplinary teams, and the involvement of clients and users is 

perceived as essential throughout the design process. The large majority of the employees and the 

companies activities are still based in the two offices in Denmark (app. 80 people), why they have 

been the focus of attention for this research.  

The concept of being a strategic design consultancy entails an integrated broad approach to design 

solutions, executed through the multidisciplinary integrated services and synergy of several teams, 

specializing in Brand and communication, Interactive design Product design, Design research & 

ideation, Service design and Instructional design. Collaborating closely with clients, through 

challenging them and cooperating with them throughout the process, is perceived as a large part of 

the service provided.  
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1.1. Managing the Creative Production at Designit  
 

Designit has throughout the years tried applying perspectives on managing the creative production, 

but have not succeeded in defining an official approach, and has not yet operated with project 

managers as a official position, leaving it up to the creatives themselves / the team, to handle the 

project management, which has resulted in the project being managed quite poorly
6
, leaving far too 

many projects exceeding deadline and budget
7
, often because the creatives cannot seem to „pull the 

plug on‟ projects. Partly as a result of the creative not being able to let the projects go in terms of 

professional pride and passion towards the given project
8
, but also a lack of ability to say no to the 

client when they call with extra changes for the seventh time after deadline and budget has been 

passed
9
,
10

.  

The management is under the impression, that this is the case because the creatives do not take the 

necessary ownership of the projects, incl. the handling of the clients, and the delivering of the 

expected service on this area
11

. There are a few of the creative who do take on somewhat of a 

project manager ownership over the projects, and therefore management believe that it should be 

possible to have more creatives take on this role, and make the process of creative production more 

                                                           
6 IN (M):”It was because nobody ever took any responsibility, there were never placed any responsibilities, it was always: who 

should we talk to – we don‟t know” She cranks her voice, as if ridiculing the ones saying such, as to underline how stupid people, 

according to her, were behaving.  

7 FN: Lunch: …the group I‟m sitting in talk about a project which went over both deadline and budget, because it was based on an 

initial brief, which was given on a way to lose ground. I ask:”who actually writes the briefs?” One of the others answers:”Everybody 

in a way… it differs… and it is probably a bit random... which of course is not so good” I sense from the rest of the talk, that nobody 

really wishes to take on the task of writing the briefs, even though they can all agree on how important it is, and how stupid it is when 

a project runs over deadline and budget. It therefore seems like the assignment which often is placed ‟in the last minute‟.  

8 FN: (S):”everyone with a graphic eye would have great respect”- ”too bad when a client waters out a design because they don‟t 

understand what you were thinking with it, or you did not explain it well enough”.(S2): ”A lot of times you obviously want to do what 

you yourself think is the best (creative solution), but then you have learned that if you do that, you are just going to have to change 

it”  

9 FN: Major issue and repeated discussion: Designers cannot say no to clients calling with correction, final changes after the project 

is actually ended / completed. My impression from these talks are… they will always try to make the product as great as possible 

even though it means going over deadlines or budget, or fixing stuff after completed project.  

 
10 IN (M): ”Everything is done in cooperation with the client, we do a lot of working closely with the client… but it also means that 

sometimes, we might be to soft or sweet towards the client” 

 
11 .IN (M):”What we do is 50% design and 50% service. And then we define what good service is – it is about getting back to the 

client, about delivering what has been agreed upon…” “But we teach them (the designers) in our ‟love your client‟ (small internal 

course) that if we did not have the clients, we did not have butter on our bread”  
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efficient, with a lower degree of exceeding deadline and budget, with more satisfied clients and a 

more successful business as a result.    

 

2. The ‘Project Owner’ 
 

The management of Designit therefore, in this fall, introduced the „Project Owner‟ role, based on 

the assumption that by making the “ownership” role official, and defining it as something the 

creatives officially have to take on as being part of Designit, then more of the creatives will start to 

take responsibility for the creative production incl. project management, and hereunder client 

handling and staying on schedule / meeting deadlines etc.  

The term Project Owner” is a very conscious step away from the term project manager, 

emphasizing the “taking ownership part”
12

. The role is not perceived as a management function or a 

position as such, but a responsibility the creatives should be able to take on alongside their creative 

tasks and responsibilities. Nevertheless the role still entails a large degree of what one would 

normally define as project management responsibilities, such as being responsible for meeting 

deadlines, keeping budget and maintaining client relations, and many of the creatives simply refer 

to it as the „project manager‟.  

When asked why they do not hire people who would only function as project managers / “full-time” 

project managers, the response from part of the management is that due to the financial crisis this is 

not possible
13

, while the rest of the management take the perspective that this would make up for 

simply another administrative post, which will not actually add to the value of the production, and 

hence can be “spared” – for the designers to do themselves, alongside their other responsibilities
14

. 

                                                           
12 FN. Meeting: Example with (S) and several projects running over deadline and budget – even though he knew that he had the 

responsibility, but he explained that he did not see himself as a project manager, and hence he did not call the client and asked for 

more time, because he did not think was his responsibility. (P) wants the role to be called project-OWNER, because he wants people 

to take more ownership.  

 
13 FN: I ask why they don‟t just do it now (hire real project managers) if that is perceived as the best solution and is what they would 

prefer? (M) answers with an angry tone”Do you have money – because there is a financial crisis – we could never find the money for 

it. And besides that we are not ready for it yet, we do not even have a overview of our own processes"  

14 FN: (P) keeps pointing out, that we as a company are too heavy at the administrative areas. We have to much administrative staff 

compared to the creative staff – who are the only ones making any money.  
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At the same time the management expresses that the optimal solution would be letting the creative 

do their thing, and hiring competent „full-time‟ project manager – because the creatives are and will 

be creatives
15

, but since they can save a lot of money by delegating the project management task to 

the creative, they do not see the situation as critical, and hope that the creatives will grow with the 

task
16

. I will look further into this in the following section on the implementation of the project-

owner responsibility.  

 

2.1. Implementation of the Project Owner  
 

Starting throughout the winter of 2010, there will be assigned a project-owner for every project, and 

this person will, besides performing on his or her creative area, be responsible for the success of the 

project in terms of the client handling and meeting deadlines and budgets. The overall creative 

quality level of the project is placed with the so called Design Center Directors, in charge of the 

development and creative quality of a given area, such as product design or service design. It is the 

managements plan, that initially all creatives will receive a project-owner introduction, making sure 

that all employees are familiar with the requirements of the role / what is expected of those given it, 

and what level of authority this person will have in the given team
17

.  

The management believes that the project-owner responsibility is not that different from what some 

of the creatives are already doing, and hence do not see it as a big challenge to get them to accept 

this role. Some of the creatives, especially those who previously have been taken on similar 

responsibilities also express that it will not be that big of a change, - the role it has just become 

more official, but that does not make it suck any less.
18

,
19

 The introduction is by management 

                                                           
15 FN: I ask about something she said the other day about the ones turning out to be really good project owner, potentially should do 

only this then / project managers. To that she answers: “No not at DESIGNIT I believe that we will hire real project managers at 

some point, but I do not think any at Designit could be project managers. Everyone in Designit is hired for their creative skills”.  

 
16 FN: Internal documents on Project Owner: Really messy definition of a quasi-project manager… I think they are living in the 

hope that they can save some money by delegating this task to the creatives. - they do not see that as a big issue. – They are aware 

that other similar companies in the industry have “project managers” doing only project managing, but they do not wish to do this – 

even though they can see that it works the other places. 

 
17 IN (M): ”the first module of the project manager training (yes that is what she calls it) is about your backing, your support, what 

we expect from you and where in the process you are involved”   

 
18 IN (M): ”I think we have a tendency to blow this project manager thing out of proportions (here she is talking about the project-

owner responsibility) It is not any different from what people are doing today… now we are simply putting into words, what it is that 
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perceived as the element which will make the Project Owner – concept at lasting success, compared 

the attempts in the past to create similar roles of responsibility
20

,
21

.   

The future perspective from the management is that some of the project-owners will prove to be 

better at the job than others, and hence be appointed to the role more regularly
22

. - Leading to in 

time giving these project owners a more thorough project manager training, and developing them 

towards taking on this role more or less 100%. Recognizing that not all creatives will be able to take 

on the project-owner responsibility, the management anticipates that it will mostly be the ones who 

have up until now been given it unofficially (successfully or not)
23

,
24

 and as mentioned above they 

don‟t think it will be that big of a change for this group and hence not a difficult one. - And it is not 

a question of whether they want to or not, they simply have to take it on as part their job
25

. At the 

same time the management also recognizes that definitely not all of the creatives could be project-

owners, and as example mention some as not being able to learn it because they are “too creative”, 

                                                                                                                                                                                                 
we should be aware about – why it goes wrong. And somebody has to take on that role, and they already do, they just forget it or do 

not give it much thought, or do not know how to do it”.  

 
19 FN: Several times the guys from the Interactive team have been telling me that they are so happy that I had joined the company, 

because then there were finally someone, who both had the skills and the interest in project management, because none of them had 

either. And this was spoken by two of those employees, which the management where expecting to take on the project-owner 

responsibility.  
20 FN: (M) Thinks that if they simply get training in what a project owner is, and what is expected from them when in this role, then 

they will do better when in this role.  

21 IN (M): ”but people are saying that there something that they don‟t think is any fun, or they do not wish to do or want to be 

bothered doing (project owner stuff), it is as much about them not knowing how to do it.. meaning they need to be shown.. how to do 

it, and then we will have to take it from there”.   

 
22 FN: (M)s hope, that we will start out with a big group and then hopefully, we will end up with a small group which can be 

developed into more fulltime PM‟s, get a more thorough education etc.  

23
 IN (M): I ask:”Do you think everybody in Designit could become good project owners?” (M) answers with an angry tone:”No… 

and you know that” I ask:”Is there some employees over others, who you think would be better, suited for this role?” (M) 

answers”Well it is not given that the creative employees will be suited for the role, but we also have creative employees who likes it 

(the project owner responsibilities) I think it is something you simply have a flair for, if you are just a somewhat structured person, 

and not as chaotic and spontaneous as some – then you can do it. And I also think it can be interesting if you like to be involved and 

have an overview”.  
 
24 IN (M): I ask:”So you will base the delegation (of the project-owner responsibility) on who has been doing it so far?” (M) 

answers:”Yes” I ask:”On who has been good at it?” (M): answers: “Yes or who has been doing it but haven‟t known how to do it”  

25 IN (M): ” I might say that not all be able to become good at it, but I think everyone can learn it… and maybe they do not want to 

do it, but that is totally different story” ”They may not want to take on this roles, but they simply have to – it‟s their job!”.  
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and others as not being able to take on this role, because they either do not have the stamina or the 

experience
26

. 

 

2.2. The Creative’s thoughts on the Project Owner Concept 
 

A definition and delegation of the different responsibility areas related to the project management 

have been tried before in 2008, also including a “Project Owner” role, but it never found its place in 

the daily work of the organization. The employees simply did not use it, did not take it in and it died 

a slow and silent death, without the management being able to really grasp what went wrong. It was 

partly explained by the fact that it had ended up being the management, taking on the Project-owner 

responsibility, not the creative employees, designers etc. - the managers not managing to pass on the 

role, partly because they did not know exactly what the role entailed or to who they could pass it on, 

and partly because no one seemed suited or equipped to take it on
27

. 

The employees are in general, as mentioned, critical towards the whole concept of the project-

owner, perceiving it as very project manager-like, and hence a responsibility / amount of tasks they 

do not wish to take on alongside with their creative responsibilities, fearing that the project-owner 

responsibility will take away focus, and occupy too much of the time they are now spending on 

being creative
28

 , but also dreading that they will be managing projects on which that have not been 

part of writing the briefs and setting the deadlines / budget
29

, since no one in particular is 

                                                           
26 IN (M): I say:”But on one hand you say that certainly not everybody will be able to take on this role, and then on the other hand, 

you say that it is Adam and Eve..?” (M) answers with an angry tone:”Yes, but that is because I believe that not everyone knows Adam 

and Eve. I mean (A) will never be good at it”.  I ask:”So (A) and others of the very creative ones might not be as suited for it 

while….?” (M) answers:”But (A) is not going to have to do it. You must understand, that even though we say that everyone can learn, 

then someone like (B) will never be project owner…It requires more vigor and experience... (A) will be project owner; he just has to 

learn what it is”.  
27 IN (M):”Those who were supposed to be project owners, well there were not that many and they were not really present… It was 

not really passed on throughout the organization… Whether it is because we don‟t have anybody who is good enough I don‟t know. 

Nobody told them what to do. – there were a lot of ‟you are responsible for this and that‟, but nothing concrete”.  

 
28 FN: Company-day; (A)“it will be damaging how ill-defined it is” (the project-owner responsibility) (S)“Big task if people are 

suppose to perform creatively at the same time”. (S)“it will take time and focus away from the creative parts, which is what people 

really want to do”  

29 FN: Meeting: Biggest challenge regarding the project-owner responsibility: (S) thinks that the time-management will be the 

biggest challenge, while (S2) and (S3) are more worried about the project-manager aspects. All three agree that it is an issue that the 

project owner not necessarily / rarely will have had any influence on the project-brief, but nevertheless will be held responsible for 

the budget and meeting deadlines.   
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responsible for this part
30

. Besides this concern, they do not wish to take on the management role 

towards their colleagues or be perceived as the one with the final responsibility for meeting 

deadlines and keeping budgets
31

. The management‟s response to this is that the creatives will be 

fine with balancing creative and project-owner responsibilities, and do not see them as opposing
32

.  

 

3. The Different Creative Roles at DI 
 

As a result of my field-study I have defined the creatives at Designit as belonging in three different 

groupings or creative roles. In the following sections I will introduce these three roles in terms of 

how they differ in their partaking in the process of the creative production and their level of 

participation in project-owner related tasks. Just as I will describe how I have perceived their 

differing levels of creative ambition and in that connection what apparently motivates them in their 

work.  

 

3.1. The Arty Creatives  
 

This group includes creatives who have a strong artistic approach towards being creative. They are 

very passionate in their creative work, and have a high level of professional integrity and pride
33

. 

                                                           
30 FN: It seems as if the responsibility is placed at the last minute, - sometimes dependent on who has knowledge on the area of the 

given project and sometimes dependent on who has the time available.  

 
31 FN: Company day: People where concerned about 1. Client designer relation. 2. Role clarity (ill defined). 3. Project evolving 

throughout the process, growing in scope and scale, who would be in charge to say if so where ok, and ”give” more time / resources 

4. How much selling / client contact will the role include (not their favorite tasks). (A) (about the project-owner responsibility):”I 

don‟t want that role. No thanks! It seems way overwhelming and very project manager-like”.  

32 IN (M):”I am not even sure it is contradicting, it is not more a question of them having a fine balance in their daily work” ”We 

use to say that 25% of the work you do totally sucks. And then there is all the other stuff, and there might be 25%, where you really 

think it is interesting, but then there is the middle category with everything which is just ok”.  

 
33 FN: (A) – the way he talks about his job (as something special), and always goes that extra mile in order to get their message 

across. – And do not see the clients as someone you with whom you cooperate, but as someone who you are forced to work with, 

while they (the designers) know what is the best solution. (A) often discusses the creative ambitions of the company with (P), which 

very few of the others dare to. E.g. I am sitting at my desk and overhear (A) talk to (P) about this and how it bothers him that people 

perceive the company as more of a strategic professional design company, than a creative enthusiastic lively company. (P) disagrees 

and likes the strategic professional image, and believe that besides this people do know that it is a very creative company. (A) is 

afraid that we will miss out on some of the crazy exciting clients, who will then choose smaller but seemingly more creative design 

companies. (P) rejects him again.  
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Based on this and the other creatives referring to this type as the very creative or the arty ones, I call 

this type the Arty creative. Their role in the creative production is characterized by being the one 

who gets the new great ideas, seeks out new perspectives, and often is in charge of or participates, 

when pitching for a project. In this connection the clients tend to appreciate the high degree of 

enthusiasm and passion of this role, and see it as an indicator of creative talent
34

. The other 

creatives sometimes find it challenging to work on projects with them because they are unstructured 

and unpredictable to work with – leaving it to the others to balance things out, e.g. meeting 

deadlines and handling the clients, and sometimes delivering what was promised by the Arty during 

a pitch
35

. This type reacts strongly against any attempt to structure the creative processes
36

, but are 

nevertheless given project-owner responsibilities or even promoted into management positions, due 

to their high level of enthusiasm and thinking out of the box, but they are very often not really 

interested in managing, and therefore often end up disappointing on this area
37

.   

 

3.2. The Structured Creatives 
 

This creative role, compared to the other two, express an understanding for, and in some cases an 

interest in and skill for, the project management of the creative production
38

, 
39

, but that does not 

                                                                                                                                                                                                 
 
34 FN. (A) and (S) after doing in a very important presentation / workshop with a big client: (S) though that she had spent a lot of 

energy keeping an eye on / managing (A), at the same time having to perform herself. But at the same time, she recognized that the 

clients were excited about him and his enthusiasm and slightly chaotic creative approach to everything.  

 
35

 FN: Meeting: (A) does not want to be boss, he just wants to be creative director, but without any managerial responsibilities. And 

(S) talks about being very annoyed with always having to deliver all the stuff that (A2) and (A3) etc. have been promising the clients 

under the initials pitches / presentations. (S2) and (S3) agree with her and emphasizes that this has always been a problem.  

 
36 FN: (M) :”( A) is not a design king, he is just extremely filled with ideas, he has moved on while the rest of us are still… (S) is very 

like, there has to be structure and then we do it like this and that. And (A) is very like, ohh no I cannot work if things are put into 

boxes, - now I said that is it going to be blue, so then it is going to be blue!”. 

37 FN: (A) is responsible for the company losing a very big client, because is not a project manager or the managing type at all. He is 

much more creative. So the whole thing exceeded budget and ran passed deadline, resulting in Designit loosing the client. 

FN: I overhear (S) say to (A2), in connection with them talking about which should have been done / taken care of, and she(S) replies 

to him(A2) in a feisty tone: ”Yes, well that would be the part which the project manager was supposed to be on top of” (in this case 

(A2). – who has been given the responsibility because he is very talented creatively, but he is really not interested in managing. (M) 

later tells me, that it is not the first time, people have been complaining about (A2) management skills.  

38 FN: (M) :”(S) is not creative. Yes, she might be from the design school, but she is much more business”.  

39 IN (S): He can see the point in developing this skill (project management) alongside his creative skills, because it sort of backs up 

the creative part.  “Well, it is sort of like a sales technique – you have to be able to sell your design. One thing is that you have sold 
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necessarily mean that they wish to be responsible for this part
40

, and they express an experience of 

compromising, when they do not get to perform on the creative areas as much as they would like 

to
41

  Resulting in them sometimes getting irritated at the Arty creatives, and perceive them as 

difficult and annoying to work with – because they tend leave it to this role, to manage these 

areas
42

. I.e. opposite the Arty creative, this role would typically be dedicated to a given project 

throughout the creative production, finding it of great relevance to give attention to all aspects of 

the project, making sure that everything lives up to his creative ambition including e.g. the handling 

of the client throughout the process. Based on this and how the other creatives speak of this type in 

the everyday setting as being very structured and professional, I therefore call this type the 

Structured creative. Many of them express a wish for even more creative freedom, but at the same 

time acknowledge the context of the company they operate in and the somewhat „limiting‟ impact 

this has on their creative autonomy 
43

. Hence, even though many of them appear to be motivated by 

being in the position as the ones being able to handle the project-owner similar responsibilities, e.g. 

                                                                                                                                                                                                 
the project, another thing is that then you have to sell the solution you make, and that is just as important. If you cannot sell it, it can 

be oh so great but” - ”it ok that you have to explain your thoughts behind a given solution, because the client do not have the same 

approach to communication as you do” 

IN (S2) “Sometimes you just want to do, what you think is the greatest design, but then you have learned, that if you do that you are 

just going to have to change it again”. 

40 FN: (M) talks about (S) ”She(S) talks a lot about project management etc, but it comes down to it she does not want to be 

bothered or she never gets around to do anything about it”.  

 

- 
41 IN (S):”You cannot go without the boring basic clients, so there is no use in making a big deal about it and going all ‟I don‟t want 

to work with those clients or on those assignments” – ”and it is really not that bad – you can do good design even though it within a 

specific framework” – that‟s a good thing, but not all the time”not if you want to be creative”.  

42 FN: (S) and her frustration with (A) who is ”Visionary Shit” – while she(S) explains that she simply has a more structured 

approach to the projects / assignments: (S):”You know I think about what the client wants, what kind of a need lies behind what they 

are actually saying, and he(A) just ‟fasts forwards‟ and the client thinks that that is really exiting, - lots of energy and all that stuff – 

but that just does not get of far when it comes down to it”  

 
43  FN: Lunch: (S) tells me that a lot has happened in the last five years. “Before we used to be very ideological – and we still are, 

but now it is more and more about team-management and budgets. And I think that affect the product that are created. Before you 

had the time to cross the river, and now you have to stop in the middle of it, because there is no more time”. At the same time he 

mentions that that he understands, that as you get bigger you need a higher level of structure.  
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communicating with the customer and overseeing the project as a whole
44

, they also need a high 

degree of creative challenge to feel motivated
45

. 

 

3.3. The Basic Creatives 
 

This group includes the creative employees who are not creatively ambitious or passionate to the 

same degree as the other two roles
46

. Their approach to being creative can be defined as more 

craftsman ship-like, than artistic. They see themselves as different from the other two groups – as 

being „not as creative‟
47

. This role appear to be motivated by belonging to the creative group / 

sharing this identity, which means that even though they consider themselves as less creative than 

the others – or expect to be perceived as such, it is important for them to be considered to be 

creative
48

. 

They very often end up in the role of executing the ideas of the other two roles or doing the initial 

basic work or finishing details on the projects, very rarely coming up with grand ideas of their 

own
49

. Therefore this type is called the Basic creatives.  

                                                           
44

IN (S): He was interest in taking a project manager seminar when asked, because ”it‟s a good area to have focus on” ”it‟s a good 

ballast when having client relations – the fact that you are getting somewhat of a common language – ‟why do we have to go through 

these two phases before we get to here‟…” He explains: Of course it is still the creative, which is in focus, but ”there is no doubt, 

that you cannot be creative without structure”.  

45 IN (S):”I think you would wither away, if you got the same challenges, the same assignments, where you end up with the same 

solution every time – you need change, new challenges”.  

46 FN (B): Talks about wanting to take some courses, develop, and learn some new stuff, but then when it becomes reality and he has 

to take the time of to go to Copenhagen, and he finds out the course is in English, then he backs out.  

47 IN (B): He differs between himself (B) as a creative and creatives like (A) – sales-ads vs. brand concepts. He considers himself as 

creative, but states that “there is many different ways to be so”.  

 
48 FN (B): He would never work at a printing-shop. He gets almost upset by the thought, and makes a big deal out of emphasizing 

that that would be the last thing he wanted. This is clearly important for him to get through and he adds: “it is not nearly creative 

enough" - Would really like to tag along on the big identity projects... “..to be a part of that somehow...” 

49 IN (S):”some people are idea-bombs, while others are more thoughtful” – ”Some just shoot out the ideas, while others are far 

better with the details, and are really great with doing the smallest tings and making sure that they are fixed” ”It might be not as 

creative, but it is still a very important skill, in terms of us needing to send things to the printers, and having it look good in the end”.  

 

FN: (A) talks about people being ‟active‟ on different phases of the project / having different roles. Some are mostly part of the 

ideation, the fuzzy front end, while others are more a part of the execution, and others again are more active in the end, e.g. (B). And 

it is often the ones in the middle execution phase, who ends up with the project owner responsibilities. Even though it often is the 

ones who are more active in the first phase who actual ‟decides‟ what is sold. (From what he is describing I get the clear impression 
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Some of them aspire to be part of the other groups, but most of them appear to be satisfied with 

being where they are, and accepting it as their role in the company, and express that they are 

satisfied with having a large degree of routine in their daily work
50

.  

The tasks this role solves are by the others perceived as somewhat boring or easy, and not very 

challenging, and when expressing dissatisfaction with this situation, it is mostly in terms of worries 

that they, as mentioned above, will not be perceived as and respected as creatives, along the line of 

the other roles
51

.
  
 The exception is a few, who could potentially go on to be part of one of the other 

groups, and might just be part of this group because of lack of experience, e.g. having just entered 

the company. The Basic creatives have not attempted to take on the project-owner responsibility, 

which could be due to their lower level of ambition or the fact they have not been given this 

responsibility, as a result of them being perceived as less talented than the other two creative roles
52

. 

 

 

 

 

 

 

 

                                                                                                                                                                                                 
that the ones he is talking about as the ideation people are the (A)‟s and the one in the execution phase who end up with the project 

manager responsibility is the (S)‟s. – Because that is also what I see in the everyday life of the company.  

 
50 IN (B): ”But I also have to be realistic, and think about what I can do with it in this position” He says that he thinks he would 

develop even more professionally, if he was more a part of the creative stuff, but he also know that that is not goes to happen from 

where he is sitting now. And when it all comes down to it, he is not even sure that he actually wants it… Because that could be too 

much in its own way to. “It‟s nice to have some of the creative stuff once in a while,  but then also to have some routine work – that 

would be the ideal situation”. 

 
51 IN (B):”A lot of the assignments I am doing can be really routine” ”half of it is not even used, but is done in connection with 

initial test-phases” “And I know that I am very technical in my qualifications (and not so creative), but it is just irritating when that 

is all you look at all day”.  

52 FN: (M), when handing over a pretty standard (and internal) assignment to me, wants me to delegate some of it to (B): (M) 

says:”It has to really great, so you better get (A) and (P) to take a look at it, before we send it to the printers. – She (B) can‟t do that 

herself, ‟if you know what I mean‟…” As a result (B2) also joins the team, but that is still not good enough and (M) repeatedly 

expresses that it is important that at least (A) overlooks it. Later in the process (B) is overwhelmed by the task of gathering some 

information needed to solve the assignment, and (M) gets really angry, shouts at her(B) and says to the rest of us, that she sees it as a 

lack of initiative and sense of ownership over the assignment that (B) had been given.  
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Chapter IV - Analysis & Discussion 

 

The first section of the analysis sets the scene for the following analysis and discussion, by 

illustrating the theoretical framework related to the characteristics of the creative production and 

managing the creative employees within this organizational context.  

The second section analyzes the possibly differing creative identities within the three creative roles, 

the motivational characteristics related to such, and the concept of self and identity, and group 

dynamics and differing sets of values and logics, as underlying social structures in the creative 

production.    

The following section further analyzes and discusses how the difference in the creative identity and 

role in the creative process is affected by the organizational context, in relation to adaptive 

preferences and a push or pull mechanisms towards different creative roles. 

 

1. Managing the Creative Production  
 

In the following section I will set the scene for the following analysis, by unfolding the theoretical 

framework related to managing the creative production. - Hereunder the balancing of the artistic 

and commercial logics of practice as seemingly opposing value-sets, in connection with managing 

the creative employees in the creative process as a professionally applied service, while considering 

the apparent characteristics of the creative employee concerning professional identity and 

motivation. 

  

1.1. Artistic and Commercial Logics of Practice 
 

The concept of the organization traditionally emphasized rational thinking and decision making, 

using routine and structure to reduce the uncertainty connected to both the surrounding environment 

and the different individuals involved (Williams, 1999). The creative organization can be perceived 
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as an area of production, where the traditional business perspectives and concepts of organization 

overlap with the practices of the creative field, and thus where both economic commercial and 

artistic logics of practice are at work (Eikhof, 2007) (Eikhof, 2006), (Williams, 1999) (Austin, 

2007). Based on this, two apparently opposing factors can be defined as essential to success within 

the creative production; the structure in terms of organizing and planning, and the existence of a 

stimulating and creative work climate (Ekvall, 1990) (Bilton, 2007). To balance these apparently 

opposing factors we need capable and qualified management, to turn the creativity into a successful 

creative production (Lundin, 2008) (Hein, 2007) (Bilton, 2007) But at the same time we must 

recognize, that structures, planning and control nurtures established patterns of thinking (economic 

commercial logics), which risks creating non-constructive environments for the autonomy and 

creative freedom which by many researchers are argued to make up for the stimulating and creative 

work climate fundamental to creative production (artistic logics) (Williams, 1999) (Eikhof, 2007) 

(Ekvall, 1990) (Hackley, 2007).  

 

1.1.1. The Dual Value-set of the Creative Organization  

 

In relation to the above described paradox between the commercial and artistic logics of practice 

found in the creative production (Eikhof, 2007) (Eikhof, 2006), (Williams, 1999), Albert and 

Whetten (2004) describe the concept of the dual organizational identity or a dual value-set, 

embracing both normative ideological (e.g. creative) values and utilitarian economic values (Albert, 

2004). Meaning that both these values are present in the organization as being „represented‟ by its 

different members
53

.  – E.g. the creative being driven to be part of the org. out of ideological (e.g. 

artistic) values to be creative, and the management being driven to be part of the organization by 

ambitions to maximize the commercial success of the creative production (Albert, 2004). The 

commitment from the individual to the organization is thereby somewhat dependent on how it, and 

its members, are able to bridge the gap between the two seemingly incompatible value-systems, as 

the cohesiveness of an organization, as described by Cummings in Albert & Whetten 2004 (s.107 - 

Cummings 1981, p.2) is provided by shared values and beliefs, and socialization (Albert, 2004) . I 

                                                           
53

 Albert & Whetten deals to a wider extend, with why and how organizations make the shift from mono to dual 

identities (Albert, 2004). I will not focus on that, I merely attempt to illustrate the different values present in a creative 

organization. 
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will get back to this in the section on I will get back to this perspective in the section on „Creative 

Identity and Motivation in the Creative Production‟. 

 

1.2. The Creative Employees & Motivation 
 

Many experts agree that the creative people can be characterized as possessing specific „personality 

traits‟ or personal characteristics, and having a particular „creative identity‟, - including them 

operating and being motivated via a artistic logics, based on artistic values (Azadegan, 2008) 

(Shalley, 2004) (Amabile, 1996) (Gibb, 2005) (Eikhof, 2006) (Caves, 2002) (Feist, 1999).  Perkin 

1981 in Azadegan (2008) (s.641.) talk about personal characteristics associated with creativity, 

which include: autonomy, resistance of conformity, valuing of originality, strong commitments and 

high aspirations (Azadegan, 2008). Shalley & Gilson (2004) defines creatives as having broad 

interest, independence of judgment, a need for autonomy and a firm sense of self as creative – 

Mentioning the need for autonomy as the most important element, in terms of having autonomy 

over how their time is allocated and how their work is to be done (Shalley, 2004). -While Amabile 

(1996) defines the personality traits of notably creative persons as being independent, sensitive, and 

as having a preference for complexity and a resistance towards conformity pressure (Amabile, 

1996). Common for these three perspectives on the creative personality are: the need for autonomy, 

the resistance towards conformity and a high level of independence. 

Many of these traits can be linked to the factors related to employees who are identified as 

intrinsically motivated toward their work, and in that connection are described as exhibiting creative 

talent 
54

 (Amabile, 1996) (Collins, 1999) (Austin, 2007). Intrinsic motivation is described as the 

motivation that arises from the individual‟s positive reaction to qualities of the task itself, e.g. a 

feeling of interest and involvement.  Just as a sense of control and a sense of competence and 

mastery, or the experience of being challenged are perceived a primary features of intrinsic 

motivation (Amabile, 1996) (Ryan, 2000), - which could be considered as very well aligned with 

the characteristics of the creative employees presented above.  On the contrary extrinsically 

motivated people tend to be less creative because they are not motivated to a level where they are 

sufficiently involved to search for or work on more novel results and solutions (Collins, 1999). 

                                                           
54

 Intrinsic motivation can be defined as a state and a trait: Trait being the baseline attitude towards the task. State, the 

individual‟s perceptions of his reasons for undertaking the task in a given instance (Amabile, 1996). 
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Extrinsic motivation is defined as any motivation that arises from sources outside of the task itself, 

and creativity can be undermined by extrinsic motivation through win-lose competition, expected 

negative evaluation of one‟s ideas, a concern with rewards, and constraints on how to do one‟s work 

(Amabile, 1996) (Amabile, 2000) (Collins, 1999) (Ryan, 2000) 

In this connection Austin (2007) points out the conflict between creative outcome resulting from 

intrinsic rather than extrinsic motivation, and the fact that management at many creative companies 

oversee this, in their attempt to improve the bottom-line (Austin, 2007).  – Which I will argue could 

very well be what we are seeing an example of at Designit. Just as Gibb and Wraight (2005) 

recognizes many of the characteristics of the creative person as leading to difficulties when 

creatives are involved in an organizational context, in the sense of them not wanting to play by the 

rules and be spontaneous, and resisting conformity. While at the same time, these exact traits are 

why an organization would wish to get involved with creatives, due to these personal characteristics 

being very relevant for e.g. seeing things where others do not, and thinking “out of the box” (Gibb, 

2005). 

 

1.2.1. The Professional Identity as Creatives 

 

Creative people making a living of being creative, compared to other people in “none”-creative 

professions, to a much lesser degree draw a line between their identity as a private person and their 

creative professional identity. For most creatives a great part of their identity is made up from the 

creative profession – why I use the term creative professional identity or simply creative identity as 

referring to the same (Amabile, 1996) (Eikhof, 2006) (Hackley, 2007). Creatives are defined as 

having a firm sense of themselves as being creative (Shalley, 2004) and it seems, as touched upon 

above, to be of great importance for creatives, to nurse this identity as creatives, by e.g. acting as it 

could be perceived of them „as being creatives‟ in the organizational setting, opposed to the 

commercially driven management. In other words creatives carve out self-respect and guard their 

creative integrity by, setting their values at odds with those of their employer (Hackley, 2007) - In 

the sense that they emphasize the positive qualities of their own creative values by setting them at 

odds with their employers commercial values. Hence I will argue that a strong creative identity is an 

identity with a high intensity of artistic values.  
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In this connection it is also of great importance for them to be confirmed in their creative identity 

through how they are perceived by their peers. As seen in Eikhof and Haunschilds‟ work with 

theater actors enacting a bohemian like lifestyle – characterized by e.g. valuing collegial recognition 

and art as highest value over commercial success – in order to preserve a self-image and an identity 

as truly creatives. - Towards managers and clients, but especially in an attempt to impress and fit in 

with other creatives (Eikhof, 2006) Being part of an organization is hence both a site of conflict and 

a potential fulfillment for the creatives, leading to an ongoing „negotiation‟ of their identity, as a 

result of the tension between the values of art and aesthetics on the one hand, and commercial 

reality on the other (Hackley, 2007).  Because the creatives put a lot of their identity in their work, it 

also becomes crucial that this lives up their creative standards, because poor work would undermine 

their creative identity, resulting in a very high level of professional pride, where the artistic values 

and creative quality of one‟s work is of great importance (Eikhof, 2007). Caves (2002), defines this 

as the art for art‟s sake property. - Illustrating that the creative person cares vitally about their 

creative effort, - sometimes including foreswearing compromise and resisting cooperating with 

humdrum partners (Caves, 2002). Still though, despite all claims of doing „art for art‟s sake‟, the 

creatives, as seen in the work of Eikhof & Haundschild (2006) touched upon above, are 

nevertheless concerned with sustaining and increasing their employability, and are not strangers to 

calculating investment and returns for their work relationships (Eikhof, 2006).  

 

1.3. The Creative Process as a Professional Applied Service  

 

Even though the creatives might not perceive themselves as workers in the usual sense (Eikhof, 

2006) the attachment to the creative organization includes, in one way or another adapting to the 

organization and its norms and requirements toward how ones works should be carried out (Florida, 

2004), and the fact that when executed in an organizational context, the creativity is not employed 

for its own sake but rather towards the achievement of a often commercial purpose (Hill, 2003). 

And it is not always enough to deliver a creative product or service in itself, the whole service / 

client experience surrounding it, must also be considered and meet for the creative production to be 

perceived as successful (Bilton, 2007) (Winch, 1993). This clashes in some way with the fact that, 

as mentioned above, many joined their creative profession because of the „artistic‟ creativity and 

this being the motivating force. Just as the peer approval for many is considerably more important 
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than the interaction with clients or adjusting to business norms (Winch, 1993) (Hackley, 2007) 

(Bilton, 2007) (Eikhof, 2007). Resulting in the creative employee frequently being torn between 

satisfying their clients and hence the management, and satisfying their professional creative peers, 

and in that connection their own professional creative ambitions
55

(Winch, 1993). Underlined by the 

fact that creative products or services can often be perceived as in some way abstract and the value 

of them being subject to individual interpretation (Thompson, 2007), making it seem reasonable for 

the client to apply value to not just the product, but the process from which is has been delivered, 

since this is an area on which one could imagine they would feel they had some sort of insight. 

 

2. Creative Identity and Motivation in the Creative Production   
 

As elaborated on in the section above, it is of great relevance when managing the creative 

production to consider the motivational characteristics of the creative employees and the relation of 

such to the professional creative identity. It appears that when stating, that all the creatives need in 

order to take on the project-owner responsibility, is a bit of introduction, and that the ones who have 

been doing it so far, might as well keep on taking on this responsibility, the management at Designit 

is only considering the immediate competences and not the issues concerning artistic logics an 

values, and how they are connected to the identity and motivation of the creative employee, in 

relation to taking on the project-owner responsibility. I believe, cf. the section on managing the 

creative production and the related issues concerning professional identity and motivation, that the 

current approach at Designit is not sufficient for assessing who will be able to take on this role to a 

satisfactory extend and hence achieve a successful delegation of the project-owner responsibility 

throughout the company.  

The fact that management is considering to develop those who might appear to have some talent for 

the project-owner responsibility, towards taking on this role more or less 100%, is simply yet 

another indicator that they are not considering the motivational aspects of the creatives taking on 

this role. „On paper‟ this could be considered a great plan, because it involves former creatives 

taking on the responsibility of project-owner, giving the company a group of potential project 
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 Which in the case of Winch & Schneider (1993) revolves around competing notions of quality in, in this case, the 

architectural practice (Winch, 1993), but I believe that it is applicable to the design business as well. 
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managers with at very valuable understanding of the creatives perspectives in the project, including 

the attributes of the product as well as the characteristics of their fellow creative employees – and 

being able to communicate all this to the clients, hence being able to bridge the seemingly opposing 

commercial and artistic logics and values (Austin, 2007). But if no one is motivated towards taking 

on this role, and definitely not 100%, and as a result losing all possibilities of working with their 

creative tasks, then the plan can seem just as good on paper, but that would be no guaranty for its 

success. Therefore in the remaining part of the analysis I will analyze both the immediate 

competences and motivational potential of the different creative roles at Designit for taking on the 

project-owner responsibility. - Recognizing the possibility that some creative roles might have a 

potential viewed from both, one or none of these perspectives.  

The different roles, their part in the creative process and their immediate competences towards the 

project-owner responsibility was elaborated on in the section on empirical findings - because this is 

what apparently sat them apart during the field-study. In this section I will therefore unfold the 

differences in their professional identity and motivation characteristics, and hereby, as mentioned, 

also consider their potential to take on the project-owner responsibility, viewed from this 

perspective. I will do this by applying the characteristics of the creative roles defined by Hein 

(Hein, 2009), while considering the group-dynamics in relation to social and individual identity / 

self-concept, in an attempt to elaborate on the social relations between the different roles, as an 

additional perspective for understanding the mechanisms related to professional identity and 

motivation (Reeve, 2005) (Jenkins, 1996) (Lorenzi-Gioldi, 2003) (Worchel, 2003)  

Firstly though, I will present the theoretical framework of Reeve regarding the motivational 

properties of the self-concept and the identity, and Hein‟s perspectives on managing and motivating 

different creative roles (Hein, 2009) (Reeve, 2005). 

 

2.1. Motivational Properties of the Creative Self-concept and Identity 
 

Reeve (2005) connect the concept of self with identity and elaborates on the motivational properties 

underlying the maintaining and development of these. Hence elaborating on the creative roles being 

motivated differently might be so, because of differing creative identity / self-concept. Self-

concepts are defined as a person‟s mental representation of themselves, and are constructed from 
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experience and reflection on these. The self-concept is described as a collection of domain specific 

self-schemas, where the self-schemas connected to the life domains of most importance to the 

individual are most evident, e.g. creativity or job competence
56

. What intrinsically motivates a 

person, is found in the self, and hence connected to the self-schemas from the domains of great 

importance to the given individual, making motivation and the feeling of self, or the maintenance of 

the desired feeling of self, intertwined (Reeve, 2005). Hence one could argue that the apparent most 

important self-schema for creative employees would be creative job competence –aligned with the 

above defined high level of professional pride (Eikhof, 2007).  

The self-schemas direct a person‟s behavior so that it is aligned with the established self-schemas. 

Should the feedback a person gets from his surroundings suggest, that her behavior is inconsistent 

with an established self-schema it will result in tension, which motivates the self to restore 

consistency by directing her behavior to provide such
57

. Identity is in this context defined as how 

the self relates to society – how one is perceived within a cultural context - and it is within this 

context, based on ones identity that a person plays out a culturally or socially defined role. – 

directing the person in the given role, towards behavior confirming the identity (Reeve, 2005) This 

is supported by the perspectives of Jenkins (1996) and his view on the self-concept as the 

individuals‟ cognitive structures and the identity as being maintained and developed through or 

social relationships (Jenkins, 1996). Hence, the self-concept is part of the identity. The self-concept 

being made out of the self-schemas being the individuals experience and perception of self, and 

identity being how a person experiences others perceiving them, and how they wish for others to 

perceive them (Reeve, 2005).  

Meaning that an individuals‟ identity is the result of a combination of personal, intragroup and 

intergroup characteristics, having the forming of one‟s identity taking place on two levels, the group 

/ social level and the individual level
58

 (Worchel, 2003). Hence one could argue that the individuals 
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 In the following, when referring to a person‟s self-concept, I am referring to the self-concept including the self-

schemas.    

57
 It is possible for self-schemas to change though, if the person‟s certainty in their self-concept is low and the feedback 

regarding the discrepancy is potent and unambiguous enough not to be discredited – (but definitely the exception rather 

than the rule) 
58 Worchel & Countant (2003) defines the individual identity as made out of four components: 1. the Personal identity, 

unique personal characteristics of the individual.  2. Group membership, the categorization of the social world into 

groups. (incl. info on membership in these groups) - One social identity is as much about the groups which one does not 

belong (outgroups), as the group to which one does belong (ingroup). 3. Intragroup identity, the status and role one has 

within a group and the relationship one has with ingroup members. 4. Group identity, incl. the groups boundaries, 

beliefs and values. – reputation with the wider domain of groups (Worchel, 2003) 
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who are the subjects of this thesis, will have part of their identity, the social identity, based on their 

role – as in how they are perceived by their surroundings, and a more individual identity based their 

self-concept / feeling of self, both making up for their experience of creative identity, and hereby 

both affecting their motivation (Reeve, 2005).   

Therefore, when I describe the different categories of roles that I have observed at Designit, I am 

talking about the role based on the social identity of the individual as observable to its surroundings 

(Jenkins, 1996), and when I in the following section on “Creative Identity and Motivation of the 

Different Creative Roles” go into the analyzing of the creative identity and motivational aspect of 

these roles, I attempt to uncover the characteristics of the related self-concept as being just as 

relevant for understanding both the dynamics of social roles and the motivational characteristics of 

these.  

 

2.1.1. Managing and Motivating Different Creative Roles 

 

According to Hein (2009), if one wishes to realize the full potential of creative employees, it 

requires an awareness of the different roles that exist among the creative employees, in terms of 

motivating these and being able to manage the challenges related to these differing types of creative 

employee. For this purpose Hein suggests four basic roles of creatives: the Primadonna, the 

Performance Focused, the Pragmatic, and the Working Guy
59

. These all differ on the three 

following areas, which are of significant relevance to the managing and motivating of these 

employees (Hein, 2009).  

Firstly, the Existential motivation factors
60

, being e.g. the sense of having a calling towards ones 

profession. These factors should, compared to the following two elements, be especially significant 

for the motivation of creative employees (Hein, 2009). Hence being the motivational factors, as 

mentioned above, one could argue was aligned with the self-concept (Reeve, 2005). Secondly, the 

Controllable motivational factors and Managerial virtues
61

, e.g. Shielding leadership, where the 

manager shields the creative employee from the experience of conflicting artistic and commercial 
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 Translated from Danish: Primadonnaen, Præstationstripperen, Pragmatikeren og Lønmodtageren (Hein, 2009).    

 
60

 Translated from Danish: Eksistentielle motivationsfaktorer (Hein, 2009). 
61

 Translated from Danish: Styrbare motivationsfaktorer og ledelsesmæssige dyder (Hein, 2009). 
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logics
62

, e.g. through minimizing his use of managerial or commercial phrases in communicating 

with the employees (Hein, 2009). – Since such would remind them of the presence of the economic 

commercial values, and potentially result in the demotivating experience of them conflicting with 

the creative‟s artistic values, including the sense of professional pride, art for art sake property.  In 

this connection trying to achieve Authentic alignment - a symbolic alignment between, 1) the 

creative values and ideals
63

, 2) the setting and resources for doing the creative work
64

, 3) The 

demands and expectations regarding the creative work, from external parties such as mangers, 

clients etc
65

. The third element to consider is the actual Motivation, in the form of emotional and 

psychological states of mind. – Which could be considered the result of or reaction to the first two 

elements. E.g. a feeling of being part of an organization which is aligned with ones values, and 

hence support the identity one wishes to uphold, or an experience of Flow or Kick as result of the 

work process being sufficiently challenging / successful according to the competences and 

ambitions etc. of the given employee (Hein, 2009). - Aligned with the perspectives of a sense of 

control and competence, and the experience of being challenged as primary features of intrinsic 

motivation (Amabile, 1996) (Ryan, 2000). 

 

 

2.2. Creative Identity and Motivation of the Different Creative Roles 
 

As mentioned above the purpose of this section is to, through the characteristics of Hein‟s creative 

roles, to explore the difference in the creative identity and motivation of the three creative roles at 

Designit (Hein, 2009), while considering the group-dynamics in relation to social identity (Jenkins, 

1996) (Lorenzi-Gioldi, 2003) (Worchel, 2003) and Reeve‟s perspectives on the concept of self and 

identity, and the motivational properties underlying the maintaining and development of these 

(Reeve, 2005). 

                                                           
62 Hein uses the phrases Nytteetik and Pligtetik, with a reference to Haslebo and Haslebo 2007 (Hein, 2009), but, in my 

opinion the meaning of the phrases, in this context, is compatible, why I translate nytteetik to economic commercial 

logics and pligtetik (towards the) artistic logic / values, with a reference to Eikhof & Haundschild and Albert & 

Whetten (Albert, 2004) (Eikhof, 2007)  

 
63

 Translated from Danish: De faglige værdier og idealer. (Hein, 2009).  
64

 Translated from Danish: De rammer og ressourcer, der er til at udføre arbejdet. (Hein, 2009).  
65

 Translated from Danish: De krav of forventninger, der stilles til arbejdet udefra (Hein, 2009).  
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 I will throughout these sections refer to the characteristics of these three roles as they were 

presented in the chapter on empirical findings. Therefore I will not refer to specific empirical data 

throughout these sections as all the apparent characteristics have already been presented and 

empirically accounted for in this previous chapter. Hence whenever referring to apparent 

characteristics of the three roles, I am referring to the empirical findings as presented in the 

empirical findings.  Everything beyond this is, as mentioned in the chapter on philosophies of 

science and methodology, analytical constructions (Fleetwood, 2005).  

 

2.2.1. The Arty Creative 

 

This role has a very strong art for art sake identity and creative ambition. In order to be motivated, 

they need a high level of autonomy and ongoing creative challenge, and they easily get indifferent 

or bored with project which does not seem challenging or „creative‟ enough for them. - Traits which 

as mentioned could be perceived as being challenging to combine with working in an organizational 

setting. (Williams, 1999) (Austin, 2007). This strong creative ambition results from the Arty 

creative having a strong sense of professional creative pride and values, and a professional identity 

very much intertwined with the personal identity of being creative (Hein, 2009) (Amabile, 1996) 

(Eikhof, 2006) Making the professional creative identity more than normally important to maintain 

and „defend‟ (Reeve, 2005), through e.g. an upholding of their creative art for art sake values and 

creative ambitions of their work (Eikhof, 2006) (Eikhof, 2007) (Caves, 2002) (Amabile, 1996). 

One could even go as far as to say that this group is not creative because it is there job, but because 

they cannot not be creative, - it is ultimately what they do best, and get the most personal and 

professional satisfaction from. They perceive themselves as more creative than the other groups, 

especially compared to the Basics Creatives, whom they perceive as not really creative, and a role 

whose place is to do the basic and finishing work on their ideas and creations.  

This role could be defined as similar to the Primadonna role defined by Hein (2009), based on the 

shared existential motivational factor of a professional calling, and the strong motivation from being 

in an organization which reflects ones value-set, and hence supports ones sense of identity. Aligned 

with this, the Arty creative and the Primadonna also share a need for the managerial virtues of 

shielding leadership. In terms of the management shielding the creative employee from the 
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experience of conflicting artistic and commercial logics / values, through an effort to achieve 

authentic alignment between, 1) the creative values and ideals, 2) the organizational setting and 

resources – e.g. in the case of Designit regarding which role the employee is given in the creative 

project and the resources given to meet the desired level of creative quality in the product - , and 3) 

the demands and expectations regarding the creative work, from external parties such as managers, 

clients etc. (Hein, 2009). The last element representing the business perspectives of the creative 

production and hence the commercial values, pulling the organizational setting and the resources for 

the project in a direction supporting these logics, and not focusing on the creative aspirations this 

creative type could wish for. Hence if the shielding leadership is not seen to, in the aligning this 

element with especially the creative values and logics, the management risk affecting the motivation 

of the Arty creatives negatively, as a reaction to the presence of the economic commercial values, 

not being facilitating for the intrinsic motivation (Amabile, 1996), in terms of the structuring and 

more strictly managing of e.g. the creative production. And taking it a level up, stating that the 

presence of the commercial values risk affecting their feeling of self in term of being a creative 

individual and the intrinsic motivation aligned with behaving in ways which supports such – i.e. 

being part of an organizational setting that supports and not inhibits these creative values (Reeve, 

2005).   

Therefore, forcing this group to take on the project-owner responsibility, could be perceived as an 

attempt to directly change / affect their professional identity as creatives, which would be resisted to 

a larger extend than normally, because this will be perceived as an attempt to change / affect their 

identity as a creative person (Hein, 2009) (Amabile, 1996) (Eikhof, 2006) (Abrams, 2003) (Reeve, 

2005). Jenkins defines individual identity, as defined and redefined in social interaction, and terms 

this the internal-external dialectic between self-image and public image. Hence an individual, such 

as the Arty creative may reject an institutionalization or labeling of their social identity, in 

connection with being part of an organizational setting, if they experience that it does not match 

their individual identity / feeling of self (Jenkins, 1996). – Underlining the perspectives of Reeve 

presented above.  

Social identity according to Jenkins (1996) referring to the ways in which individuals and 

collectives are distinguished in their social relations with other individuals and groups, with 

similarity and differences being the dynamic principle of identity (Jenkins, 1996) Therefore one 

could argue, that if the Arty wish to resist the social labeling attempted to be made on them, as a 
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creative role, which could just as well as any of the other take on the project owner responsibility, 

they will have to resist this, by becoming even more differentiated from the other creative roles, and 

hence come up with even more great ideas, and behave even more enthusiastically and unstructured. 

- This reassuring them in their perspectives and identity as „truly‟ creatives, who do not bend over 

for the commercial values represented by the management and the implementation of the project 

owner concept. Thereby maintaining a creative identity, through comparing this in-group towards 

different out-groups, through favoring the in-group and/or depreciating the out-group (Worchel, 

2003) (Reeve, 2005) I.e. through comparing themselves with and possibly depreciating the other 

two creative roles or the management „group‟ as non-creatives, they can attempt to position their 

group as superior to the other groups in terms of beliefs and values and hence creative prestige and 

status (Lorenzi-Gioldi, 2003) (Worchel, 2003) 

Hereby one could argue that the labeling of creatives in this role as especially creative, and 

sometimes even as the creative stars on which the company depends (Lundin, 2008), are supporting 

an institutionalization of them into this role, and hereby allowing them to up-hold their identity as 

creatives, while allowing them to avoid any non creative responsibility, e.g. overlooking budgets, 

deadlines etc. One could also argue, in relation to this, that the Artys have not taken on the project-

owner responsibility or succeeded in avoiding it so far, because they have a strong „creative-ego 

strength‟. This does not necessarily mean that the Basics or the Structured do not have ego-strength, 

but I would argue that their “creative ego-strength” is not as strong as with the Artys. If individuals 

have ego-strength they are willing to fight more for creative ideas (and one could argue the right to 

a certain creative level of freedom etc.) even if it goes against e.g. management or the commercial 

logics of the organizational context (Tierney, 2002), (Kaufmann, 2009), i.e. strengthening their 

feeling of self and carve out self-respect by, setting their own creative values at odds with the 

commercial values of their employer (Hackley, 2007).  

In relation to the above, it is also possible that this role could be „taking advantage‟ of the myth of 

creative genius as an excuse for needing this level of space, resources and autonomy in order to stay 

creative, as in a „license to misbehave‟ (Bilton, 2007) (Sawyer, 2006). Which gives further meaning 

to them keeping the Basics in their role, as a form of intergroup discrimination enhancing their 

social identity as creatives and hence their self-esteem (Abrams, 2003). Just as individuals with big 
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ego-strength seldom adapt to others, and the people around tend to end up adapting instead
66

 

(Belbin, 1993). I will get return to these perspectives on adaption later in the analysis.   

Hackley & Kover (2007) suggest that the tension between the creatives and the suits, i.e. the 

management, can in some cases be institutionalized as a „taken for granted‟ state serving the 

“hidden” interest of both parties – self-serving and self-defeating at the same time (Hackley, 2007), 

by confirming both parties in their identity as either creatives or managers. Why one could argue 

that neither parties are actually interested in getting rid of it – and might even do theirs to keep it 

alive. This could ironically mean that the creatives such as the Arty – with their strong need for 

autonomy etc, might be especially content (unconsciously or not) with being part of an 

organizational setting, because they might actually maintain their identity – not necessarily in spite 

of the company as mentioned earlier - but actually because of it (Hackley, 2007). Or as in other 

words, the individual creative‟s way of enacting artistic logics of practice do not only maintain and 

developed the individual‟s identity within the cultural field, it also sustains the motivation to 

participate in this field (Eikhof, 2007).  

 

2.2.2. The Structured Creatives 

 

The creative in this role apparently do not have the same need for autonomy as it is the case with 

the Arty creatives, one could still argue that they have a strong creative self-concept, expressed 

through an experience of compromising, when they do not get to perform on the creative areas as 

much as they would like to (Reeve, 2005) As mentioned though, many of them express a wish for 

even more creative freedom, but at the same time acknowledge the context of the company they 

operate in and the somewhat „limiting‟ impact this has on their creative autonomy. Hence, even 

though many of them appear to be motivated by being in the position as the ones being able to 

handle the project-owner similar responsibilities, communicating with the customer and overseeing 

the project as a whole, they also seem to need a high degree of creative challenge to feel motivated. 

                                                           
66 If this is carried on continuously, the strain will grow on the adapting individuals (those around them), who will end 

up feeling cut off from their natural role, and in a sense their true self. Belbin talks about adapting as a respond to the 

behavior of a superior, into a more manageable role (vs. ones natural role) – and the focus of this thesis the adapting is 

concerned with / happening as result of both management, colleagues and general environment (Belbin, 1993).  
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- Which could be threatened by the fact that they seem to be given the project-owner responsibility 

repeatedly – not because they express a wish to be so, but because they prove good at it. 

This role could in term of creative identity be correlated with Hein‟s Extrovert Performance 

Focused creative, with the characteristics of being goal setting, responsible, and focused on external 

acknowledgment, and hence would not have the same need for shielding leadership as the Arty 

creative. These characteristics open up for understanding this role and its interest in the project-

owner responsibility. In other words, it is possible that this is related to them being existentially 

motivated by external acknowledgement, as a characteristic also found with the extrovert 

performance focused creative (Hein, 2009). Hein mentions as an example on recognition, the 

recognition from managers, while in this connection with the structured creatives, it would most 

probably be a matter of desiring recognition from both peers, managers and clients. – Which is not 

uncomplicated, as we saw it in connection with the creative production described as a applied 

service and the herein lying discrepancy between impressing one peers and getting acknowledgment 

from the clients and management (Winch, 1993) Therefore one could argue that the need for 

shielding leadership is not that present with these creatives, since the authentic alignment between 

the artistic values and logics and the demands and expectations regarding the creative work, from 

external parties such as managers, clients etc. is not that big of an issue here (Hein, 2009). 

At the same time though, this role could, just as with the Primadonna, be aligned with many of the 

characteristics of creatives defined by e.g. Eikhof & Haundschild and Amabile (Eikhof, 2007) 

(Amabile, 1996) The Structured also has a strong creative professional identity, but one could argue 

that it is not to the same degree intertwined with his personal identity as it is the case with the Arty 

role. I base this on fact that even though this role expresses a positive attitude towards the project-

owner concept, it also expresses a strong preference for the creative tasks and for the need to be 

perceived and recognized as creative. Just as this role, to the same degree as the Arty have difficulty 

saying no to clients, when they call with extra corrections etc. after a deadline, suggesting that their 

professional creative pride is just as big a part of their professional creative identity as with the 

Arty. – Why it is possible that this could be just as big a existential motivational factor as the need 

for external acknowledgement (Hein, 2009). Hence the risk of an attempt to change / affect their 

professional identity, too far into the direction of commercial values, by giving them „too much‟ or 

worst case only project owner responsibility, could be resisted as described with the Arty, because it 

is likely to be perceived as affecting their creative identity negatively (Reeve, 2005) (Hein, 2009) 
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(Amabile, 1996) (Eikhof, 2006). This would have very negative effects on the intrinsic motivation, 

which is likely to affect both the creative performance (Hein, 2009) and their overall performance 

as a whole (Amabile, 1996).  

It is very possible that individuals in this role feels just as creative as the Arty creative, and not even 

are aware of the fact that management perceives them as more open towards the business aspects of 

the creative production and the project-owner responsibility, since many of them have more or less 

been pushed into this, without being totally aware of their role being formed in this direction. 

Jenkins terms this pragmatic individualism. – when people are aware of their identity, but still are 

not fully aware of why they are doing what they do – not necessarily linking all their action to a 

consciousness concerning their identity. I.e. people can be ignorant of their inclusion in a collective 

identity or even of the collectivity‟s existence (Jenkins, 1996)
67

 It is likely though, that if the Arty 

creatives react to the project owner concept by gathering up in a „stronger creative identity‟-in-

group, as suggested above, some of the Structured creative could not avoid becoming more aware 

of their position in the organization, and as a result either desire to join the group dominated by the 

Arty, or counter-react by becoming even more commercially oriented in their behavior (Worchel, 

2003) (Lorenzi-Gioldi, 2003).    

Due to the similarities with extrovert performance focused creative, one could argue, that if this 

creative role is given the right amount of responsibility and sense of challenge, and following this a 

sufficient amount of recognition and feedback, the negative effect on the intrinsic motivation might 

not be as great, since intrinsic motivation for most creatives, as mentioned, is also stimulated 

positively by a sense of being challenged (Hein, 2009) (Amabile, 1996) (Ryan, 2000). Nevertheless 

this is far from the current situation, where they instead have been told by the management, that the 

project-owner responsibility is simply part of their job and they had better just do it. - Whereby the 

management, as mentioned, focuses on the immediate competences and ignoring the motivational 

aspects, which in this case could cause them to overlook the challenge-issue as a relevant 

perspective in terms of motivating for and successfully delegating the project-owner responsibility. 
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 (Based on the differentiation between categories and groups: Groups being socially real - relationships, group 

members being aware of belonging to the group. Categories; the members not always aware of their collective 

identification.  – Link to the different role and whether people know they are part of them. – Also in connection with 

them reacting to whether they wish to join them or not / be labeled. (should not be understood chronologically, as in 

first one, then the other) (Jenkins, 1996).    
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According to Abrams & Hogg (2003) apparent inconsistencies in individuals‟ behavior, such as the 

Structured creatives both expressing an interest in and a dissatisfaction with taking on the project-

owner role, can be interpreted as reflecting activation of different depersonalized self-images or 

self-images that are at different levels of categorization, and framed by different social comparison 

(Abrams, 2003). This could support the thought concerning this role having a „leg in each camp‟, in 

terms of being motivated for the project-owner responsibility, partly having a strong creative 

identity, making them strongly motivated towards the creative assignments, and not motivated for 

those which are not creative, but still- at the same time, to a higher degree than the other creatives 

having adapted to the organizational context and humdrum and commercial parts of the job, - 

perhaps because they, as mentioned, compared to the Arty have a higher need to perform beyond art 

for art‟s sake, and also be acknowledged by the management and clients etc. Suggesting the self as 

being a product of the given context, and this role being able to flexibly include and exclude 

attributes at any particular moment (Abrams, 2003). Except for the fact that according to Reeve, an 

individual will not be able to include and exclude attributes or behavior in such a manner, without 

experiencing a sense of cognitive dissonance, resulting in a feeling of tension and poorer motivation 

(Reeve, 2005). I will get back to the perspectives related to cognitive dissonance later in the 

analysis and discussion on “Managing and Utilizing Different Creative Roles”. 

 

2.2.3. The Basic Creatives 

 

This type can be considered as being motivated by belonging to the creative group, which means 

that even though they consider themselves as less creative than the others, one could argue that it is 

an existential motivational factor for them to be part of the creative group and hence being 

perceived as part of this groups identity as creatives (Hein, 2009). As stated by Lorenzi-Gioldi & 

Clémence (2003) the self-representation of so called subordinate group members – which one could 

argue that the Basics would be compared to the two other creatives roles at Designit – are more 

deeply embedded in ingroup-outgroup comparison than the self-representations of dominant group 

members. - Hereby making it more important to this “sub-group” to emphasize their collective or 

social identity, in this case as creatives, and not as the ones who also do the basic and finishing 

work. Compared to the Arty, who are more likely to emphasize their individual identity as creatives 

(Lorenzi-Gioldi, 2003) (Worchel, 2003). In this connection this role does not invest as much in his 
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work as e.g. the other two roles, and his creative identity is not nearly to the same degree 

intertwined with his personal identity. Hence one could argue that the self-schema related to 

creative job competence and the aligned high level of professional pride, which seems of great 

importance to the other creative employees, is not seem to be that important to this role (Eikhof, 

2006) (Reeve, 2005).  

From the creative roles defined by Hein (2009) the Basic creatives could be correlated with the 

Pragmatic role. This role also has a need for shielding leadership in the sense, that he needs to be 

told what to, but then he does it as he has been told - in handling the more practical stuff and the 

finishing details - without much need for autonomy or the like. And therefore there exists no 

apparent issues with authentic alignment with this role (Hein, 2009). The Basic creatives do not 

come up with the world changing ideas, or manage the process, but they have the finishing touch 

(not say) and they wish to do this satisfyingly – it is here their professional pride, and their only 

claim for their creative identity lies (Reeve, 2005), arguing that they through this work, get to be in 

a creative environment that support their creative identity. They might dream of more, though they 

at the same time express contentment with not being in one of the other roles, because that would 

not be aligned with their level of ambition.  

I will argue that these characteristics of lower ambitions and less need for autonomy, compared to 

the other creative roles, would be an advantage in terms of managing this role, but nevertheless it 

would also be exactly these lower ambition and lesser need for autonomy over the creative process, 

despite what immediate competences they might posses, which would be the decisive disadvantage 

in terms of trying to get these employees to take on the project-owner responsibility. 

 

2.2.3.1. The Entry-level Creatives 

 

The in this connection sub-role or sub-group of the Basic creatives, being interns or employees 

fresh out design school, is very likely to have potential to develop into one of the other creative 

roles, if the persons individual characteristics were to be explored (Belbin, 1993) (Azadegan, 2008). 

It would make good sense for such an individual to apply to the Basic creative role, in order to fit 

into the organization and hereby manifest their professional identity as creatives, which would seem 

desirable for interns and new young designers. The by Reeve defined possible selves, as being the 
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possible future identity, in this case as creatives, could be a existential motivational factor for this 

group – the self-concept they wish to develop into, and accordingly wish for others to perceive them 

as such (Reeve, 2005) (Hein, 2009).  

When managing the entry-level creatives, who do not really fit into neither the immediate 

competence, personality or identity characteristics of the Basic creative role, and also have potential 

for developing into one of the other roles, the management should attempt to avoid these employees 

adapting too much into this somewhat subordinate role in the company, having the characteristics of 

the Basic creative role possibly rubbing off on these individuals, if they stay a part of this category 

for a sufficient amount of time. I.e. even though an individual has the potential for original and 

innovative thought, social pressures could affect her to conform to conventional non creative 

thinking (Kaufmann, 2009). Just as, should the management try to push this group into taking on 

the project-owner responsibility, because they might have potential for it, and are too low in the 

hierarchy to resist, the management would therefore risk missing out on potentially great Arty or 

Structured creatives  

 

3. Managing and Utilizing Different Creative Roles  
 

Based on the section above on the different roles in the creative production, it can be further 

analyzed and discussed how the different roles in the creative production are affected by the 

organizational context, and whether there a push or pull towards more or less creative roles due to 

the different value-sets and social dynamics inherent in the organizational context.  

The immediate challenge being to achieve a situation, were the individuals taking on the project-

owner responsibility, will possess a good match between, in Hein‟s words, the identity & 

motivation and the tasks appointed. Which is very aligned with the previously mentioned issue of 

differing / or not differing between the immediate competences of the different employees and the 

motivational potential. In terms of people might being appointed to take on the project-owner 

responsibility, because they were found capable by management, because they have already been 

doing some project-owner related tasks, while they might actually not be suitable – in this 

connection motivated - because their identity- and motivational characteristics, do not match the 

creatives perception of what the project–owner responsibility includes (Hein, 2009). 
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3.1. The Project-owner as a Creativity-plus Role 
 

In his work with social identity, Jenkins (1996) also differs between nominal identification (name, 

e.g. designer, creative or management), and virtual identification (experience). How the 

identification is worked out in praxis allows for individual variation, e.g. in this case in terms of 

experience and role in the creative process. Hence one could argue that the management at Designit 

is trying to make it seem as if they are only adding a nominal change / addition to the social identity 

of those who take on the project-owner responsibility - in the form of the additional title of project-

owner - even though the general perception is, that it is an extensive project manager role. The 

question is therefore whether it, in time, also will be a virtual change, due to the experience they 

will gain in this area, hence forming their professional identity in this direction
68

 (Jenkins, 1996).  

Hereby, even though it might not be a irreversible choice to take on the project-owner 

responsibility, it could be expected to be some sort of a slippery slope, in terms of the individuals in 

question then becoming better at the project management part of their job, while neglecting to 

develop their skills on the more creative areas. Mathieu (2006) deals with this issue in his work on 

women being pushed into technology-plus positions. Positions requiring their technological skills 

(for which they initially were hired) but also involving a significant non-technological component 

such as e.g. project management, sales tasks and substantial client contact (Mathieu, 2006) The 

same components as we find connected to the project-owner at Designit Hence there is a 

resemblance between the women in Mathieu‟s case, moving away from the role as being a technical 

specialist or generalist – roles which could be aligned with the role of the creative specialist in form 

of the Arty creatives and the Basics creatives, and the to a larger degree creative generalist in form 

of the Structured creatives – into the technology-plus positions which could be compared with the 

project-owner role. Further resemblance and relevance between the two cases is found in terms of 

the technology-plus position and other positions being apparently horizontally differentiated, while 

nevertheless still the subject of a status hierarchy, in which the technology-plus role is being 

perceived as of lower status (Mathieu, 2006). Just as one could define the project-owner 

responsibility as being a „creativity-plus‟ position or role, and as not having the same amount of 

social status as the 100% creative positions or roles, since it includes working with and to some 

                                                           
68

 Recognizing that some part of the virtual will always be individually idiosyncratic, and stating that neither the 

nominal nor the virtual is the more „real‟, nor are they separate in everyday life – they are aspects of the same identity 

maintaining / developing process (Jenkins, 1996). 
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degree recognizing the economic commercial logics and values of the creative production (Eikhof,  

2007).  

This perspective is underlined by the Arty creatives believing that they are the most valuable part of 

the company because they come up with the ideas and drive the energy, and the Structured creatives 

getting annoyed with the Arty when they do not take part in the running of the projects and only act 

creatively, hereby leaving the Structured with the not so prestigious part of handling much of the 

project management. Indicating that the more apparently „creative‟ the work is, the more status it 

has, and partly explaining why a career move towards a more managerial role, which in other social 

settings / organizations, would appear to be prestigious and result in a higher status as a result of the 

apparent „power‟ that comes along with taking on such (Mathieu, 2006), does not necessarily apply 

to in creative organization (Hackley, 2007) (Eikhof, 2006) (Hein, 2009). 

 

3.2. Adaptive Preferences 

 

Opening up for the issues of pushing and pulling someone into a given role in an organization, 

brings about the issue of adaptive preference, in an attempt to - on a deeper level - understand what 

enables or prohibits such development in a person‟s role and the related possible preference change. 

Firstly though, I will present my theoretical framework for the perspectives of adaptive preferences.  

Bovens (1992) describes two different types of preference change, the irrational „sour grapes‟ 

change, and the rational „character planning‟ change. According to Bovens, the irrational sour 

grapes preference change (SG): is e.g. if you did not get the new position in your company that you 

desire and still feel that you would want / value the assignments attached, the professional status 

etc, but nevertheless undergo an adaptive preference towards your current position, arguing that you 

do not want the new position anyway
69

. Rational character planning (CP) is found if a person 

actually decides that he values e.g. the smaller amount of responsibility and stress in his current 

position over the interesting assignments and professional status of the new available position, then 

this preference adaption is rational – character planning, and hereby a more “fundamental” change. 

                                                           
69 The irrational can be intro-perceptive, - one can keep preferences after subjecting them to „conscious‟ introspection. 

– But that does not make them rational, but it then does take them out of the “self-deception” box (Bovens, 1992).   
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70
(Bovens, 1992) One could argue that an example on this could be found among some of the Basic 

creatives, who is likely to have developed a preference towards the more simple and not so 

challenging tasks, as result of them acknowledging, that it is unlikely that they will get to join in on 

the bigger more exiting tasks – whether this being due to lack of competences, stamina etc. Cf. 

Diener (1995) stating that preferences and aspirations that are realistic and congruent with one‟s 

resources are predictive of subjective-well-being, hence supporting why the Basic creatives in this 

case would pursue such preferences over others (Diener, 1999). 

Opposing Bovens is Bruckner (2007), who argue, that preference changes can be rational even 

though one has not changed ones valuing of the preferences which one has “abandoned”, one has 

merely come to the conclusion that it is not possible or worth pursuing (Bruckner, 2007). Contrary 

to Bovens, Bruckner defines adaptive preferences as a preference formed or determined in response 

to a person‟s set of realistic options. So instead of Bovens‟ distinction between CP and SG, he 

distinguishes between worthy rational preferences and unworthy irrational preferences. This 

distinction being based on the persons own appraisal of the formed preference.  Meaning that 

adaptive preferences can be perfectly rational and worthy of pursuit if it is subject to a subjective 

feeling of wellbeing. According to Bruckner many of our adaptive preferences (also the ones by 

Bovens defined as irrational sour grapes adaption), as long as the preference is reflectively 

endorsed
71

, ought to be perceived as just as rational as the rest of our preferences – in guiding and 

giving us reason for action – through rational reactions to a realistic assessment of one‟s situation 

(Bruckner, 2007).  

 

 

 

                                                           
70 Bovens also acknowledge a so-called “grey” area between both phenomena (SG and CP), i.e. why it is, that so many 

cases seem to have both some CP and some SG elements in them. Drawing in the example timing as an explanation to 

why a spur of the moment change could be irrational and why a gradual change process could be more rational, hence 

making preference change falling in between the two, possibly some of both. But at the same time recognizes that if a 

preference is threatening to our self-image – whether then abandoned at the spur of the moment or gradually - then we 

tend to assume that a person‟s choice is indicative of his/her actual preference, and not a SG change (Bovens, 1992). 

71  One does not have to reflect in praxis, but the preference should be of the nature that it would be endorsed if one 

were to reflect (Bruckner, 2007).  
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3.2.1. Strong Creative Identity in Organizational Setting – Rational or Irrational  

 

Hereby one could argue that, according to Bovens, it would not be rational or a source to subjective 

well-being to spend your live desiring or trying to attain something unattainable (Bovens, 1992), 

e.g. a desire for art for art sake conditions in an organizational setting, as we see it to a certain 

extend with the Arty creatives, arguing that it would be irrational not to acknowledge the situation 

they were in, as being an organizational setting with a commercial creative production. On the other 

hand, according to Bruckner, considering the salience of the creatives work in terms of the creatives 

identity and motivation, not adapting, even though one knows that the “art for art sake” battle is lost 

in advance, would be as rational as any other choice, if e.g. this state was considered necessary in 

order to uphold ones desired identity as creative and hence the passion and motivation for ones 

work / profession. I.e. a realistic assessment of the situation, at the same time giving reasons for 

action, also upon reflection (Bruckner, 2007). - As it would e.g. seem to be the case with the Arty. 

This could also indicate, that the reason we are not seeing this to the same degree with the other two 

roles, is simply because their creative identity is not made up of a self-concept with the same 

intensity of artistic values as we see it with the Arty creatives (Reeve, 2005). This can be supported 

by Diener (1999) stating that people react differently to the same circumstances depending on 

expectations, values, previous experience etc. and experience subjective wellbeing in situations 

which match their personality (Diener, 1999), here one could argue, from the perspective of 

Reeve‟s theoretical framework, a question of matching ones concept of self and identity.  

Hereby I am not recognizing Bruckner over Bovens, I am merely attempting to illustrate that there 

are several perspectives on what could be considered a rational preference, and that this is a relevant 

perspective in relation to e.g. as a manager, understanding creative employees, who do not 

necessarily have the same perspectives on the work done by the company, the way it is done etc., 

and in that relation could be motivated by different things than one might assume at first sight. – I 

will get back to this perspective later.   

 

3.2.2. CP & SG – Pulling vs. Pushing into Project-owner responsibility  

 

Due to CP involving a project of change, i.e. change in a specific part of one‟s mental life which is 

relevant to the preference in question, while SG. only involves one single adjustment (Bovens, 
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1992), I would argue that for a change in preferences to be stable from a long-term perspective, it 

must be a CP change, as this type of change, to a greater extend needs to be aligned with the 

„mental life‟ of the individual in question. In the contexts of the Structured creative‟s possible 

change in preferences towards the project-owner responsibility, if one then had a desire to make this 

change a CP change and not merely a SG change, should consider the identity and motivational 

characteristics of these creatives in order for the preference change to be a success. Being an 

example of how the management could utilize the above mentioned possibility of pulling, not 

pushing, this group of creatives into the project-owner responsibility. - Hence pushing an individual 

into a role would on the other hand most likely result in a SG change, if any, being a not very long-

term or stable change.  

In Mathieu‟s case, the pushing of women into the technology plus positions, despite the drop in 

status as described above, in some cases turn out to appear as pull, as a reaction to them already 

feeling „trapped‟ in doing many of the routine task, the opportunity to develop and „rise‟ by moving 

into the technology-plus position becomes attractive (Mathieu, 2006) I.e. one could argue that they 

developed a preferences for the technology-plus position, as a reaction to their situation in the 

company. This gives further thought to the issue with the project-owner responsibility at Designit, 

as some of the Structured creatives might feel that they always get the creative-plus task anyway, so 

they might as well go all the way and also get the recognition from the management which is 

included in officially taking on the project-owner role. – a recognition in the above suggested as a 

possible motivational factor to this role in relation to the shared characteristics with Hein‟s 

Extrovert Performance focused creative. But this does not eliminate the question of what type of 

preference adaption this would be, if it would be a CP or SG, and hence if it would be routed in the 

self of the designer (CP), or not (SG) and hence would clinch with her self-concept and identity and 

therefore not last.  

Baker & Faulkner (1991) deals with this issue in their work on „Role as resource‟ on filmmakers in 

the Hollywood film-industry, who adopt role combinations bridging the business and artistic 

domains, in consolidating capabilities regarding technical, organizational problems and creative 

performance 
72

. In this connection such a role becomes a resource because they can grant legitimacy 

and stake claims on various resources (Baker, 1991). Which could be associated with the desirable 

                                                           
72 The focus here is on temporary organizations, such as movie-production, but they state that the combinational 

problem exist in settings outside Hollywood too. (83 Baker, W.E. 1991) 
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operational autonomy over the creative processes (Austin, 2007), which could be a positive 

advantage / potential of the project-owner responsibility, and therefore a significant pull-factor. But 

at the same time, there is also an intrinsic dilemma of commercial vs. artistic values in such a dual 

commercial-creative position, in terms of the risk of losing legitimacy in the organization towards 

the other creatives (Baker, 1991), hence affecting a possible interest in the project-owner 

responsibilities, and thereby undermining the pull-factor of the operational autonomy.  

 

3.2.3. Loss of Creative Tasks Affecting Motivation? 

  

As mentioned above in relation to the creative identity and motivation of the Structured creatives, it 

is likely that they would perceive the pushing of them into the project-owner role, as negatively 

affecting their creative identity (Reeve, 2005) (Hein, 2009) (Amabile, 1996) (Eikhof, 2006), 

resulting in negative effects on their intrinsic motivation, which is likely to affect both their creative 

performance (Hein, 2009) and their overall performance as a whole (Amabile, 1996).  

The management could of course make a choice and choose such a „loss‟ on the creative front, on 

account of gaining a possibly good project-owner – If they could succeed in having creatives from 

this role take on the project-owner responsibility. But the question is more whether, if they 

succeeded in this, and hence dragging the Structured creatives even further away from the creative 

aspects of their work, it would be a risky plan from a long-term perspective, since it would risk 

taking away the intrinsic motivation from these creative, to perform not just the creatives tasks but 

overall. Considering this perspective on what effect the loss of the creative tasks will have on the 

overall motivation and hence the performance of the creative project-owners. Considering that the 

different impacts of extrinsic and/or intrinsic motivation can be seen as the difference between 

divided and undivided attention to the task itself and task relevant information, but also 

remembering that extrinsically motivated people will be less able – compared to intrinsically 

motivated people – to devote complete attention to the task and task-relevant aspects of the 

environment (Amabile, 1996), which would seem relevant in connection with the project-owner as 

a creativity-plus role, handling both deadlines, budget and client relations. 

On the other hand, it need not be necessary to be as black and white, as it is possible to combine 

intrinsic and extrinsic motivation in an additive fashion (Collins, 1999) (Amabile, 1996). This does 
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not change the fact that intrinsic motivation is primary when facilitating creativity, but under certain 

circumstances extrinsic motivation need not undermine intrinsic motivation and creativity, indeed, 

it appears possible that some roles of extrinsic motivation, defined as “synergistic extrinsic 

motivators”, may actually enhance creativity when combined with intrinsic motivation (Amabile, 

1996) (Collins, 1999). I.e. the loss of creative tasks would most likely have an effect on the intrinsic 

motivation of the Structured creatives, but it is also possible, that if they would adapt to the project-

owner role in a way, were what might be defined as extrinsic motivational factors for them before 

this point, could be considered synergistic motivational factors if they were pulled and not pushed 

into the role.   

As noted above in relation to the question of what could be defined as rational preferences, it is 

hence not given what people find motivating, and that some creative employees, such as some of 

those categorizes as Structured creatives, might surprise by being more motivated by project 

management responsibility than the stereo-type perception of creative employees would incline, 

while other, such as the Arty creatives, might lose their intrinsic motivation more easily as a result 

of having a stronger creative identity, making it of greater importance for them to show a distance 

towards the aspects of the  creative production of commercial value.  

 

3.3. Cognitive Dissonance and Adaptive Preferences 
 

As mentioned in the previous section on the” Motivational Properties of the Creative Self-concept 

and Identity” discrepancies can occur between the established self-concept and the feedback a 

person receives from ones surroundings on the perceived identity. This can cause an experience of 

cognitive dissonance with the individual, resulting in an attempt to reduce this dissonance by 

achieving consistency between their beliefs, attitudes, values, and behavior, i.e. their self-concept 

and their identity as perceived by their surroundings. According to Reeve (2005) a cognitive 

dissonance can be reduced by (1) Removing the dissonant belief, (2) Reducing the importance of 

the dissonant belief, (3) Add a new consonant belief, (4) Increase the importance of the consonant 

belief (Reeve, 2005).  

In our case an example of this could be a person with as strong creative self-scheme (as we have 

defined both the Arty and the Structured creatives as having) who beliefs that she works to create 
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great design, and therefore it is very important for her to have autonomy over her work, to maintain 

these values in her daily behavior – and this could be expressed by e.g. her attitude towards the 

management, as perceived as attempting to limit her creative autonomy for the sake of commercial 

reasons (Hackley, 2007). Then, if such a creative is asked to take on a new responsibility area in the 

organization as project-owner, this could lead to cognitive dissonance and tension, resulting in her 

losing her intrinsic motivation – because what intrinsically motivates her is found in her creative 

self-schemes (Reeve, 2005). 

In the example of this employee being an Arty creative, she would probably attempt to remove the 

dissonant belief (1), being that she should have some sort of immediate competences for the project-

owner responsibility, by increasing the importance of the consonant believe (4), being that she is a 

very creative person who do not wish to apply to the structures and norms of a professional 

organization, and who is only there for „art‟s sake‟, and as mentioned earlier, seeing the 

organizational setting as nothing more than the scene and the context in which it is possible for her 

to practice her creativity (Eikhof, 2007), (Hackley, 2007) (Caves, 2002) – Which she could do by 

acting against management or simply behaving as people would expect a „real creative‟ to behave, 

e.g. coming up with a lot of ideas and not having any interest in participating in the structuring and 

planning of the creative production, incl. perceiving the clients as nothing but „in the way‟ for her 

creative expression etc (Hackley, 2007).  

Now if this employee instead could be characterized is a Structured creative, she might not wish to 

remove the dissonant belief (1), being that she is somewhat interested in the project-owner tasks, 

and even if she did, she might not be able to because her surrounding, being both management and 

the other creatives, have an idea that she has the practical capabilities or competence and perhaps 

even interest in taking on the role. Then she can instead attempt to reduce the importance of the 

dissonant belief (2), by viewing the project-owner responsibility as being a way to gain operational 

autonomy in the creative process. I.e. a way to release the tension by making the shift in roles more 

aligned with her beliefs, attitudes and values (Reeve, 2005). Or if she truly is interest in the project-

owner responsibilities or if she is given no choice and forced into the role, she could add a new 

consonant belief (3), being an actual preference toward the project-owner responsibility.   

From this one could argue whether this would be a rational worthy or an irrational unworthy 

preference change. Even if she is pushed into the project-owner responsibility and the preference 

change would somewhat clinch with her self-concept and identity (Reeve, 2005), and hence by 
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Bovens defined as a SG change (Bovens, 1992), it is possible that it could be a rational and worthy 

preference change as defined by Bruckner. This would be the case if she has considered her feasible 

options and reached the conclusion, that either she can leave or she can stay in the company and 

still be involved in the creative production, now merely as both designer and project-owner, and 

possibly eventually only as project-owner / project manager, and upon reflecting on this conclusion, 

decided that she will benefit the most from choosing the later and then does so (Bruckner, 2007). 

Additionally leading to a higher degree of well-being and intrinsic motivation, due to the perception 

of this being an autonomous decision (Diener, 1999). Hereby arguing, according to Reeve, that 

cognitive dissonance does not have to be a negative thing, it can be used to accomplish productive 

social goals too, e.g. job competence, as a result of an individual deciding to develop preferences 

and hence possibly develop competences for a given area which is perceived as valuable by her 

surroundings (Reeve, 2005). Again, as mentioned above, there exist several perspectives on what 

could be considered a rational preference (Bovens, 1992) (Bruckner, 2007). 

Another example where cognitive dissonance could be considered as a positive mechanism could be 

in relation to the entry-level creatives. It is possible that if individuals in this role have already 

developed a strong creative identity, through e.g. their education or other involvements with 

creative environments, or simply because they perceive themselves a creative (Bilton, 2007) 

(Nickerson, 1999),  they will experience cognitive dissonance as a reaction to being perceived as 

Basic creatives, and hence will do what they can to remove this dissonant belief, i.e. change this 

perception of them, by behaving more in the lines of what would be expected of the other two 

creative roles, and then hopefully in time be perceived as such. In which case the cognitive 

dissonance could be perceived as working as a mechanism for the individual to accomplish a 

desired social goal (Reeve, 2005).   

In this context, it could be argued that the psychological mechanism of cognitive dissonance could 

be related to the social mechanism of internalization, where an individual transforms a formerly 

external organizational prescribed way of behaving or valuing into an internal one (Reeve, 2005). In 

which connection Reeve also argues, that if you want a person to develop into a certain direction, 

placing them in a culture where such a role is valued, and they will very likely make this part of 

their identity (Reeve, 2005) Hereby emphasizing the power of cognitive dissonance in the 

organizations favor. Though, as elaborated on in connection with the significance of creative 

professional identity and the motivational aspects related to this, it would seem that one, e.g. as 
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manager of creative employees, should not underestimate these factors, but rather be aware of their 

existence and acknowledge their significance.  Otherwise it is just as possible, as stated above, that 

the individuals will react against the internalization, by changing their behavior in the opposite 

direction or even choosing to leave, dependent on what creative type or role we are dealing with. - 

Again underlining the importance of being aware of the motivational differences in the creative 

roles of the organization, for the sake of managing these according to their characteristics and 

hereby utilizing the diverse strengths of the different roles.  
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Chapter V - Conclusion & Further Research 

This chapter presents the overall conclusion of the thesis and reflections for further research.  

1. Conclusion 
 

Based on the analysis and discussion on „how the intensity in creative identity influence the 

motivational characteristics and hereby the posibilities and challenges of delegating responsibility-

areas of commercial value to differing creative roles‟, I can conclude the following. 

The creative organization can be perceived as a setting, where the traditional business perspectives 

and concepts of organization overlap with the creative field, and thus where both commercial and 

artistic logics of practice are at work, which I argue entails a dual value-set of seemingly opposing 

creative and commercial logics and values. In this case the project-owner responsibility at Designit 

represents the commercial values and logics. Hence investigating the challenges and possibilities of 

delegating this responsibility has provided an insight into how to manage the creative production, 

where these opposing values will inevitably be present. I.e. how management should understand 

and acknowledge the social dynamics of such opposing values and their connection to the identity 

and motivation of the creative employees, in order to achieve an overall successful creative 

production, where structure and planning meets thriving creativity. 

In the analysis I found that the intensity in creative identity can be perceived as equaling the 

presence of artistic values found in the self-concept, as being a fundamental part of the individual‟s 

identity and the source of their motivational characteristics. In the light of the above, it therefore 

becomes interesting, how the different creative roles at Designit differ on creative self-concept, 

identity and motivational characteristics. In that connection the following characteristics became 

evident throughout the analysis.  

The creative group defined as the Arty creatives have a very strong creative identity with a strong 

presence of artistic values, meaning that they are very motivated by an art for art sake perspective, 

autonomy and creative challenge on their work. This group of creatives has a very solid creative 

self-efficacy, and hence is very independent in their behavior, which is aligned with it being more 

important for them to be creative for art sake, than for the sake of impressing management and 
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clients. The group defined as the basic creative does not have a strong creative identity, related to 

them not having the same creative ambition or need for creative challenge, as the other two creative 

roles. Just as they do not perceive the creative profession as part of their self-concept along the lines 

of the other two, hence their creative identity is very socially based and not especially founded in 

the self-concept or with any significant presence of artistic values. The structured creatives have a 

strong creative identity, but with the presence of both artistic and commercial values, in terms of 

them recognize the commercial aspects of the creative production and having somewhat of an 

interest in these areas, which could be linked to them being defined as motivated by not only 

creative ambition in itself, as in art for art sake, but also by recognition from their surroundings, 

being both the other creatives, the management and clients.  

The analysis also proved group dynamics as relevant social structures in terms of understanding the 

differing roles and the underlying mechanisms of the self-concept and creative identity. E.g. in 

connection with the Arty creatives who describes the Basic creatives as not really creative, as an 

example of intergroup discrimination, where the Arty enhance their own social identity as the „real 

creatives‟, while emphasizing the Basic creatives as being somewhat of a subordinate role.  Just as 

the basic creatives would seem to be motivated by performing creatively merely to the degree it 

takes for them to be perceived as creative and hence be part of the creative group identity. Another 

example would be the Structured creatives, who up until now have been pushed into the project-

owner role, because the others either do not have the immediate competence, or simply avoid it, e.g. 

by emphasizing their value on the creative areas, as seen with the Arty creatives. At the same time 

though, they have somewhat of an interest in this area of responsibility, and hence they could 

develop preferences for the project-owner role, due to the autonomy and professional challenge it 

could entail, which would be aligned with their creative identity. Nevertheless would also entail a 

risk of losing creative social status 

The findings presented above, combined with the perspectives of adaptive preferences gave 

additional insight into the possibility of delegating the project-owner responsibility to the different 

creative roles, in terms of the push and pull possibilities in considering the mechanisms of adaptive 

preferences in  relation to the intensity of the creative identity with the different roles. As in, if the 

creative identity is very intense with the presence of a strong artistic value-set, it is very unlikely 

that they will adapt to a managerial attempt to either push or pull them into positions of commercial 

value such as the project-owner role, since this would be perceived as very much against their 
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creative identity – as seen with the Arty creatives. But if their creative identity is not intense and 

strong to that degree, and also embrace the commercial values of the creative production, then it is 

possible that they can be pulled into responsibility areas of commercial value, such as the project-

owner role. Hence understanding the underlying mechanisms of identity and motivation combined 

with an insight into the social dynamics of adaptive preferences should support the management in 

an attempt to pull rather than push when delegating tasks or responsibility areas of commercial 

value and logic – hence focus on those aspects of the individual‟s identity and motivational factors 

which could be positively related to the given task or responsibility – as e.g. the elements of 

autonomy and challenge in the case of the structured creative.  

In conclusion I therefore emphasize a managerial perspective on the creative production, where the 

underlying dynamics of creative identity and motivation within differing creative roles, are 

acknowledged and taken into consideration. -  Viewing the apparent practical differences in these 

roles as an indicator of the differing characteristics in the underlying dynamics of identity and 

motivation. – And hereby getting a step closer to a successful balance between the somewhat 

opposing logics and values of the creative production.  

 

2. Reflections for Further Research 
 

In continuation of the conclusion above it would be of relevance to further investigate, to what 

degree the different roles could be considered as „static‟, beyond the point which can be illuminated 

by the perspectives of adaptive preferences and cognitive dissonance. Just as it would be relevant to 

conduct further research on which roles the different creative employees have in other social 

settings, in terms of whether these would be compatible with the self-concept and identity by which 

I characterized these different roles. – opening up for an interesting discussion on the division 

between work-life and privet-life self within creative employees.   

It would also be interesting to conduct further research in detail on, when changes in roles do occur, 

the interaction between the social dynamics and individually based psychological dynamics. - And 

in this connection to conduct additional research on the concept of „the creative personality‟, as in 

whether such could be determined, and if so, whether it is something you are born with or it is to be 

developed throughout life. 
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