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Abstract 

Cultural institutions such as the Royal Danish Theater in Copenhagen face a paradox. On the one hand, they 

are creative organizations inhabited by artistically gifted people. On the other, they are embedded in a dense 

set of structures and traditions that inhibit creativity and innovation. I examine a leadership initiative 

undertaken by the former artistic director at the Royal Danish Theater that was designed to address this 

problem. The Red Room was the scene for the evolution from a transformational and directive leadership 

style, to an integrating creative leadership. The whole creation and decision-making process became flatter 

on the one hand, where all the stakeholders have equal authority, but on the other hand more linked to the 

individuals’ expertise, with a final decision-making belonging to one legitimate stakeholder. This integrating 

creative leadership approach is an element in the success of the Red Room meeting both its artistic and 

economic goals, in line with the Royal Theater’s new guideline of providing quality performances to a wider 

range of the population. This new type of leadership is embedded in a time when many cultural institutions 

in Europe have started integrating collaboration, flexibility, and ownership in their approach. These societies 

are experiencing a need for change in creative participation and decision-making process, affecting theaters, 

embedded in these societal concerns.  
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Chapter 1 – Introduction 

“Because it worked so well. Because you would be stupid if you threw it away. Because it worked so 

fucking well.” – Maria Rossing, 2016. 

This answer illustrates both Maria Rossing and Mikkel Arndt’s perception of the Red Room. The 

project was started in 2012 at the Royal Danish Theater in Copenhagen, Denmark, as an initiative from the 

artistic director at the time, Emmet Feigenberg. The context of Rossing’s statement is interesting, because it 

illustrates not only the Red Room, but many situations in the theatrical field characterized by a tradition of 

status-quo. The interview led us to talk about the frame developed in the Red Room. The actors’ 

responsibility in the overall production had increased, giving them the opportunity to provide input in the 

creative and decision-making process. This new task added to their usual workload as actors brought them 

to a state of fatigue which inhibited their creativity. The interviewee was thus asked why this frame was not 

changed when they realized that this approach was becoming unsustainable, to which she answered the 

quoted response.  

The new leadership approach developed in this project is integrating creative leadership 

(Mainemelis, Kark, & Epitropaki, 2015). Leaders and followers have different roles in this approach compared 

to more traditional styles such as transformational leadership. While the latter is leader-centered, where the 

leader has the highest decision-making but also creative power, the integrating creative leadership is more 

dynamic, there are more exchanges between the participants. The followers’ creative contribution is 

increased, which gives them more responsibility but also more authority in the overall production process. 

The Red Room was thus embedded in this new type of leadership, which marks a radical change compared 

to the traditional dynamics in large institutions such as the Royal Theater. 

The Red Room was both an artistic and economic success. High-quality theater was produced in the 

Royal Theater, while attracting a larger and more diverse audience than similar productions. All the internal 

and external stakeholders evaluated this project to be a success, its participants as well as the Royal Theater, 

the media, and the audience. The motivation developed in the Red Room helped limiting the fatigue 

generated by the amount of work required by all the members. However, some of the participants were 

more challenged by their new roles than others, as Rossing’s quote illustrates. The artists found this 

experience draining but also highly educative. Overall, the stakeholders pursued a goal they had set 

themselves, which gave them the motivation and responsibility to fulfil this vision they had developed of 

theater. 
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This type of difficult working conditions generated by unconditional motivation in the theater and 

more generally the art sector is illustrated in the Red Room, but is a recurring issue. Artists live their work as 

a vocation, which pushes them to accept unstable situations. Artistic leaders are aware of this state. This 

allows them to limit changes in the field, securing their role in leader-centered dynamics. Albane Guinet-

Ahrens points out that this status-quo is not only embedded in the Danish context, but throughout European 

societies. The art sector is thus a unique field, where leadership dynamics are both inflexible and 

untraditional. 

Expectations are high at other levels than the individuals in theaters. Artists and artistic leaders are 

not the only elements making the field a competitive and difficult environment to navigate in. The institutions 

also have a high expectation of the performances displayed on stage. Traditions, audiences and the 

governments are the root of this perspective on theaters, and especially on large and old institutions such as 

the Royal Theater. The organization’s mission statement is an element that demonstrates these expectations. 

The one-page long document states of the high quality the Royal Theater must offer to the audience. 

However, one element is salient in the theater’s mission, a change in the long-established perception of 

theaters. 

“The Royal Theatre must at all times provide excellent performing arts experiences - both tradition 

conscious and innovative, niche-oriented and broad appeal - and bring them out to as many people as 

possible.” – The Royal Danish Theater’s Mission Statement (“Organisation og økonomi | DET KGL. TEATER,” 

n.d.) (See Appendix A) 

The notion of diverse audiences is addressed here, and throughout the statement. High quality arts 

is now expected to reach a broader range of the population, to step away from the elite or bourgeoisie 

exclusivity. In order to implement this change, the Royal Theater founded the Red Room as an element of 

response. This initiative came from Emmet Feigenberg but it was embedded in a context which was open to 

such a project. The Red Room was intended to answer these two needs among others defined by Feigenberg. 

The project turned out to be a challenge. High quality theater was expected in a time when funding was 

unstable and tended to decrease. A limited budget was set as a non-negotiable frame. Meeting the conditions 

for this project was thus going to require an increased creativity, not only in the productions, but also in the 

processes surrounding them. The traditional leadership approach was challenged by the leader himself, 

creating an environment where the individuals present within the project but also in the overall institution 

of the Royal Theater would need to embrace their role and beyond. The project’s members were thus given 

an increased degree of creative contribution and decision-making power. However, this changed occurred 

on the overall processes, not only on their own individual role. This new leadership approach is an illustration 
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of integrating creative leadership (Mainemelis et al., 2015). The leadership evolved from a leader-centered 

or top-down process to a dynamic exchange between the leader and the followers. All the participants built 

this project together, its frame, its processes, and its productions. The Red Room became a collaborative 

project, which gave the members a strong sense of ownership. Since artists are vocation-driven people 

(Sutherland & Gosling, 2010), the sense of ownership and the values attached to the project became a 

motivating elements. This is the motivation that led to Rossing’s quote. Although this perception of the 

project has a negative overtone, the integrating creative leadership developed but also solved the fatigue 

issue Rossing refers to. This new approach is thus an element of the artistic and economic success of the Red 

Room. Adjusting to this dynamic created the challenge some members went through, but the better use of 

the flexibility and trust generated by the integrating creative leadership gave them the tools to solve the 

issues. 

 

1.1 Research Question 

The following research questions guide and structure my research project: 

 

 

 

 

 

 

1.2 Thesis Structure 

In order to answer my research questions, I structured this thesis project as follows: 

Chapter 1: Introduction of a problematic relevant in both the theater field but also in the performing 

arts in general. This defines why the Red Room is an interesting case, a response to a challenge many 

organizations are facing at the moment. I then highlight my research question, structure, and my motivation. 

Chapter 2: The methodological approach that was used in order to conduct my research project. I 

explain why critical realism is a pertinent method to study my case. Then, I go into details about my 

interviews, the sampling method, and the type of analysis used. The chapter is concluded with a discussion 

about the validity, reliability and limitations of this paper. 

How can theaters change their leadership approach in order to respond to challenges they are 

faced with? 

More specifically 

How did the Red Room meet both its artistic and economic goals through the evolution 

from a traditional transformational and directive creative leadership dynamic to an 

integrating creative leadership? 
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Chapter 3: I review the relevant literature existing in the four fields I am interested in, which will help 

me build my analysis through a theoretical background: culture and theater, creativity and creative people, 

leadership, and creative leadership. I define the many paradoxes embedded in theaters and creative work. 

The chapter ends with an overview of the current leadership approaches highlighted in the literature, in order 

to explain why I find the integrating creative leadership approach most relevant to the Red Room. 

Chapter 4: An introduction to my case is developed. I give a review of theater’s history in Denmark, 

the current situation of theaters in Denmark, the Royal Theater, the Red Room, and the international 

perspective through the Everyday Innovators report. This puts my main case – the Red Room – in context 

with both the external Danish environment, the Royal Theater, and the external international environment. 

Chapter 5: I analyze my empirical findings generated through interviews with the help of the 

theoretical background developed in Chapter 3. The analysis is made in a chronological order, starting with 

a study of the context before the Red Room, following with the project itself and its multiple stakeholders 

and dynamics, finishing with the outcome of the project. This is put in perspective with the cases from an 

international report on innovative initiatives. 

Chapter 6: I conclude this thesis by answering the research questions with the help of the previously 

developed theoretical and empirical findings, as well as my analysis. Suggestions for future research end this 

chapter. 

 

In this first chapter, I do not introduce theaters, the Royal Theater nor the Red Room in details. I 

believe that keeping this introduction closer to the analysis is more relevant, since internal and external 

context is crucial in the understanding of the leadership evolution. 

 

1.3 Motivation 

The case of the Red Room is interesting because it is unique in the theatrical field. Both theoretical 

and empirical contributions can be drawn from the analysis of this project. I decided to research this topic 

because of my interest in theaters, and the paradoxes they evolve in. Theaters are managed as businesses 

which employ people and have to meet budgets and expectations, but they do not seek for profit. Their goal 

is to provide culture to an audience, to entertain, interest, frustrate, and question individuals. However, 

despite the creativity they produce on stages, their processes are old and inflexible. Both artistic leaders and 

followers are creative people, but they do not use this creativity in anything else than their own role. I decided 
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to study the Red Room because it is an illustration of the shift between the traditional transformational and 

directive creative leadership to a more dynamic approach: the integrating creative leadership. 

This study proves that changes are possible in the theater, despite its lack of innovative processes. 

Also, I demonstrate the application of a shift in leadership dynamic supported by both the stakeholders and 

the context of the project. The analysis demonstrates that some elements of the leadership literature are 

still missing though. The creative leadership, and to a larger extent the integrating creative leadership lack a 

clear delimitation in the dynamics between the leader and the followers. I argue that the creation of distinct 

but dynamic collaborative and deciding spaces would add more precision to this branch of the literature. 
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Chapter 2 - Methodology 

I argue that a change in leadership dynamics in theaters, such as demonstrated in the Red Room, is 

an element of response to the challenges that theaters are currently facing. An environment offering more 

flexibility, collaboration, and ownership can provide better tools for a theater troupe to meet both its artistic 

and economic goals. The shift from a rather transformational and directing to an integrating creative 

leadership approach was an element to the success of this project in regard to all the stakeholders involved, 

as well as the audience. In this section I review the methodological approach I used in my research, placing 

critical realism at its heart. That method shows that leadership dynamics in theaters are in place, but that 

they are interpreted by individuals. Differences in social construction means that leadership approaches may 

be understood differently. This explains why both a change in a process and in the perception of that process 

is capital in order to see an evolution of leadership in theaters. 

 

2.1 Philosophical assumptions 

A research project is motivated by a set of “philosophical assumptions about the nature of reality” 

(Easterby-Smith, Thorpe, & Jackson, 2012, p.18). This ontology is a way of seeing reality which will direct and 

influence the researcher’s vision. Epistemology and ontology are strongly linked, but the former relates to 

the more practical approach of inquiring into the world and its nature (Easterby-Smith et al., 2012). 

Epistemological questions define valid knowledge, while ontology is interested in what constitutes reality. 

The former asks how we can obtain such knowledge, the latter how can we understand existence. 

The discipline in which the research is pursued is the first main differentiation of what 

epistemological approach researchers will use. I study a paradox in the theater industry: the imbalance 

between the creativity produced in theaters, and the lack of creative leadership in these institutions. This 

piece of research is embedded in the social science field. Also, the researcher’s view on truth and facts 

influences the frame of research. 

Positivism and interpretivism are the two leading epistemology approaches in research, the former 

believe in observable facts, the latter on social construction of reality (Bryman & Bell, 2015). Critical realism 

is a more dynamic approach. The concept has been developed over the last two decades, and acknowledges 

positivism and interpretivism can be brought together (Easterby-Smith et al., 2012). There can thus be both 

observable facts and a degree of social construction in their interpretation. 
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Bhaskar’s definition of critical realism shows that it is an appropriate approach to the study of 

leadership styles in theaters “We will only be able to understand – and so change – the social world if we 

identify the structures at work that generate those events and discourses. […] These structures are not 

spontaneously apparent in the observable patterns of events; they can only be identified through the 

practical and theoretical work of the social sciences” (Bhaskar, 2010, p.2). Leadership and creativity can be 

observed and reported as existing facts. However, they are part of a social process since they are anchored 

in human dynamics. In his paper, Wilson links creativity and critical realism as well, stating “Creativity is re-

defined in terms of our human potential to make discoveries about the world, and to bring these discoveries 

into being” (Wilson, 2008, p. 3-4). Research in theaters is thus a balance between positivism and 

interpretivism, a balance between facts and social construction. 

 

2.2 Research design 

In order to analyze leadership dynamics in theaters, two research approaches could have been 

appropriate: an ethnographic design, and a case study design. Although the former one would have given a 

more detailed and less biased vision of the situation – because witnessed directly by the researcher and not 

seen through other individual’s understanding framework, ethnographic approach requires a lot of 

resources, and the opportunity to follow this research design. Additionally, in order to get a full sense of the 

situations and social interaction, an understanding of the language is crucial. My main case is embedded in 

the Royal Theater in Copenhagen, an institution where Danish is the primary language. Since I do not speak 

Danish, I would have missed a lot of important details in the exchanges between the project’s members. The 

case study is another approach to studying a single event or situation in details (Bryman & Bell, 2015). This 

approach is mainly based on qualitative research as well, which provides the researcher with insights from 

many different individuals who have a role in the project (Easterby-Smith et al., 2012). Also, my main case is 

a process which occurred over a five-year period, which gives more legitimacy to the case study rather than 

an experimental or cross-section design. 

Some sources argue that case studies are context specific and do not provide a foundation from 

which to generalize findings (Easterby-Smith et al., 2012). However, Bryman & Bell argue that “the crucial 

question is not whether or not the findings can be generalized to a wider universe, but how well the 

researcher generates theory out of the findings” (Bryman & Bell, 2015, p.71). There is thus an interest in 

linking practice and theory. 

Case studies do not have to focus exclusively on one case, they can also integrate multi-case study 

designs (Bryman & Bell, 2015). In this piece of research, I am mainly focusing on one case, The Red Room, 
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but I also analyze a report summarizing several cases of innovative initiatives across Europe. This thesis is 

thus a multi-case study. 

 

2.3 Data collection  

In order to understand both the factual backbone of leadership and creativity in theaters, as well as 

the more dynamic interaction that they convey, the use of qualitative data seems more appropriate. This 

type of language data provides more insights in the organization’s social reality (Easterby-Smith et al., 2012). 

Qualitative data also takes the context into consideration, as well as individuals, interactions and processes 

(Bryman & Bell, 2015). All these elements are crucial in understanding leadership in theaters, which is why I 

decided to work with this type of primary data. 

As data collection method, I decided to conduct interviews in my case study since it provides accurate 

insights based on the interviewees’ personal experiences (Easterby-Smith et al., 2012). Leadership is a 

dynamic process which is perceived differently from person to person. By interviewing participants of the 

Red Room I tried to capture their different perceptions as well as their experiences and emotional reactions 

to the change in leadership style. The secondary data I used is built on interviews with cultural leaders, as 

well as the authors’ analysis. Thus, even though I did not conduct the interviews for this data myself, it uses 

similar research philosophy and methods and can therefore be put into perspective. 

 

In my interviewees selection process I made sure to include functions and hierarchy level of the 

participant as selection criteria. Here is the complete list of participants: 

- Emmet Feigenberg, former artistic director of the Royal Theater and initiator of the Red 

Room;  

- Eva Præstiin, former theatrical producer of the Red Room;  

- Rune David Grue, one of the directors of the Red Room; 

- Mikkel Arndt and Maria Rossing, actors in the project.  

Each stakeholder had a unique perception of the project, and a different role in the leadership 

dynamic. Emmet Feigenberg held the formal leadership position, while the other participants were 

positioned as followers, as defined in the leadership literature. I met Martin Havn, strategy analyst at the 

Royal Theater, in order to gather some data coming from the administrative side of the organization. I also 

interviewed Trine Bille Hansen, teacher at the Copenhagen Business School, who did some research about 

the Royal Theater (Hansen, 1997). 
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The other dataset I used in this research project was the report Everyday Innovators written by La 

Belle Ouvrage, and an interview with Albane Guinet-Ahrens, one of the authors. 

I offered all the interviewees the possibility to make their interviews confidential. None of the 

participants asked for confidentiality, which is why I am using their names in this thesis project. 

The research topic was decided in the fall of 2015, in discussion with both Emmet Feigenberg and 

Eric Guthey, in order to define the most interesting approach to the question. The literature research, data 

gathering and writing process started in January 2016, and finished in May 2016. My primary data was 

gathered during the whole period, allowing me to adjust my literature research and analysis when key 

elements were discovered. 

 

In quantitative research, the sampling method is crucial because it can either verify or dismiss one’s 

theory that another sample would have reacted differently to. In interviews, sampling is also essential but 

the results linked to the respondents’ answers can be more easily understood since the interviewer has the 

possibility to enquire more thoroughly when misunderstandings arise. However, since qualitative research is 

usually based on fewer, more thorough answers, it is important to prioritize quality of the interviews over 

quantity. To do so, I used a purposive sampling method, which is neither a random or convenience sampling  

(Bryman & Bell, 2015). “The goal of purposive sampling is to sample cases/participants in a strategic way, so 

that those sampled are relevant to the research questions that are being asked. Very often, the researcher 

will want to sample in order to ensure that there is a good deal of variety in the resulting sample, so that 

sample members differ from each other in terms of key characteristics relevant to the research question” 

(Bryman & Bell, 2015, p.49). The participants were indeed selected because they were stakeholders of the 

project, representing different angles in the leadership and creativity dynamics. To some extent, this 

sampling method was also a snowball sampling approach. Although I was intending to use a sample similar 

to the one you will find in this paper – a purposive sampling approach – it was through my first interview with 

Emmet Feigenberg that I was able to easily and quickly get access to the rest of the sample (Coleman, 1958). 

I could thus minimize the time spent in trying to contact many respondents, by focusing on approaching the 

right people with the right message. 

This kind of approach is only reliable for qualitative data, with the awareness that some degree of 

biases can emerge from snowball sampling. If the first member of the sample had been in a poor relationship 

or major disagreement with other members, he might have directed me to other people who could have had 

a different vision of the experience. Snowball sampling is thus not perfect, but because of the size of the 

project, the biases were less likely to occur. Thus, the limitations of the method did not apply here. 
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In my second dataset, the Everyday Innovators and interview with Albane Guinet-Ahrens, I used a 

convenience sampling method. Theaters and cultural institutions are organizations which are difficult to 

access if the researcher has no point of entry. I could thus use help in order to get in contact with the 

participants. Once this first point of contact established, I collaborated with the interviewee myself, without 

any more intermediary. 

 

The interview type was “almost totally unstructured interview” (Bryman & Bell, 2015, p.481), a very 

open approach with general topics and guidelines, but a high degree of freedom. This approach was chosen 

because listening is one of the most important elements in interviewing. A more structured interview would 

have left less room for the interviewees to express what they perceived as important. Since the research is 

focusing on leadership and creativity, a dynamic type of interview seemed more appropriate. 

The interviewees were made aware of the general research subject by email before the interview, 

but were not given much indication regarding the type of questions which would be asked. This was 

purposely conducted in order to leave space for their creativity and inspiration, as a more dynamic interview 

approach. Since the interest behind the interviews was to generate an understanding regarding the outcome 

of a more creative leadership and how it was conducted, standardization was not necessary, and no topic 

guide was made. 

The interviews regarding the Red Room were face-to-face talks which lasted approximately one hour 

each. Two interviews were conducted with Emmet Feigenberg since he was the pioneer of the project. Also, 

the Red Room project has been very little documented, which did not allow access to backup material. 

Interviews and conversations were the only possibility to access the required information. Although all the 

participants were Danish, all interviews were conducted in English since I do not speak Danish. 

The other interview with Guinet-Ahrens was conducted via Skype, since the respondent was located 

in France. The interviewee was French, so the interview was conducted in French in order to make her more 

comfortable, and not limit her line of thoughts to what she could talk about in English. I recognize that this is 

a bias, since some meaning may have been lost in the translation of concepts and quotes later in the process. 

The Everyday Innovators report was publically available online, both in French and in English. 
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2.4 Data analysis 

On average, the amount of unstructured data created by qualitative methods exceeds the amount 

created by similar quantitative studies. When I had completed the data collection process, I was indeed left 

with a large amount of transcribed pages, despite transcribing exclusively the parts relevant to the research. 

The interviews were transcribed along the way of the interviewing process, in order to sharpen my 

understanding of the cases and situation throughout the writing. A first analysis of the data showed 

consistent themes throughout all interviews (Fereday & Muir-Cochrane, 2006). Employing deductive 

reasoning I was able to link my theoretical concepts highlighted in the literature review with the findings 

from the interviews. Using a color-coding method to link the interviews with the literature frame gave more 

clarity to the data, and a way to approach the analysis. Structuring the data was fundamental in order to 

select only the relevant elements, and to reduce it to a more manageable size (Fereday & Muir-Cochrane, 

2006).  

The data coding was made with Excel, not with a coding software. I chose Microsoft Excel as my 

coding software because of its simplicity, its recognition as an effective coding tool by other researchers, and 

because I felt that more elaborate coding software would get in the way of my direct access to the data. 

When generating qualitative data, researchers often look for tools to analyze the large amount of data 

gathered. “Excel is often viewed as a number cruncher and is therefore associated with quantitative data 

analysis, but we have also found it useful as a qualitative tool. It can handle large amounts of data, provide 

multiple attributes, and allow for a variety of display techniques.” (Meyer & Avery, 2009, p.91). Using 

different columns to categorize different types of information allows a first coding into concepts and sub-

concepts. Some tools such as the filter mode when the data is organized in a table give a quick overview of 

these sub-concepts. Through formulas and filtering tools, it is possible to use Excel to automatically 

categorize and format some pieces of information (Meyer & Avery, 2009). This makes Excel an efficient tool 

for qualitative data analysis. 

  

2.5 Validity and reliability 

Validity in research is crucial as it is a reflection of whether the researcher has accurately represented 

their findings (Easterby-Smith et al., 2012). The critical realism epistemological approach recognizes that 

reality is made of facts, but that we interpret it through social construction. Thus, collecting and interpreting 

data considered as valid is crucial. 
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The internal validity concerns the link between the researcher’s observation and the theoretical 

background in relation with it (Bryman & Bell, 2015). In this thesis, I did not witness any major disagreement 

between my theory and the data gathered through the interviews. Although the interviewees did not have 

knowledge of the literature I was using, they confirmed the theoretical statements I had found relevant from 

the leadership and creativity literature. However, qualitative data tends to have a lower level of both external 

and internal validity because they are based, in parts, on individuals’ interpretations. Judgement and biases 

can thus interfere in the research, which I try to minimize in my thesis. 

External validity is a way of measuring whether it is possible to generalize the research findings to 

other organizations. In qualitative research, and especially case studies, generalizing is difficult due to the 

small sample size (Bryman & Bell, 2015), the complexity of leadership dynamics, and the context as an 

influencing factor on the participants’ answers. The external validity can thus be limited, although it can 

provide a base for further research by other authors in the same field. Using the Everyday Innovators report 

as a second dataset showed a pattern across Europe, increasing this thesis project’s external validity. 

Reliability is an element also divided in two parts, internal and external. The internal reliability relates 

to researches with multiple researchers, which is not the case here (Bryman & Bell, 2015). However, the 

external reliability questions whether repeating the research in a different environment would create the 

same results. The interview analysis and literature review used could give a direction for researchers to 

repeat this research. However, as stated earlier, the external environment is crucial in the theater industry, 

and the leadership and creativity dynamics vary from one theater to another. Keeping this in mind would be 

crucial in order to repeat the research. 

 

2.6 Limitations 

Although this thesis was conducted in a way to ensure the highest validity and reliability, following 

ethical guidelines and trying to deconstruct any possible biases, there are some limitations. Two resource-

related factors have influenced the quality of the research: time and geographical limitations. Furthermore, 

availability was also another challenge for my interviewees, since they had to find additional time for me in 

their already busy schedules. 

Another limitation is linked to the critical realism approach because of the nature of this philosophical 

assumption. Although it recognizes facts, critical realism also builds on social construction. Thus, my 

understanding of both the literature and data might have been biased to some extent. The frame of 

understanding I used was as limited as possible, but it is based on a social construction. 
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Finally, my research and analysis of the literature was thoroughly performed, but I could have missed 

or misinterpreted some pieces of information. Research in the field of integrating creative leadership has 

been limited so far, giving legitimacy to few authors. 

 

Summary 

In this thesis, I research the change in leadership dynamics toward more creative leadership in theaters. A 

critical realist epistemology was used throughout the research, coupled with primary qualitative data in the 

form of interviews and secondary data with the Everyday Innovators report. This piece of secondary data was 

researched by people who are experts in their field, which is why I preferred using this legitimate report 

rather than conduct my own research. The facts provided by my interview and this report were interpreted 

and analyzed through my frame of references, limiting the validity of the data. 
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Chapter 3 – Literature review 

 

In this research, I study the unique leadership approach conducted in the Red Room, a project at the 

Royal Danish Theater in Copenhagen. Theaters are creative organizations lacking creative leadership, 

preventing them from fully using the human resources potential they already have. This initiative’s 

integrating creative leadership style steps away from the usual transformational and directive approach 

followed in theaters. A more collaborative and flexible environment, providing the stakeholders with a 

stronger sense of ownership was thus a successful shift for all stakeholders of the Red Room. This project 

met both its economic and artistic goals, by providing high quality theaters to a large and diverse audience. 

In order to analyze the Red Room’s new approach in leadership dynamics, it is important to study 

the four elements which were the basis for this change. I will thus analyze the state of academic literature in 

four fields: cultural industries and theater, creativity, leadership, and creative leadership. This gives me 

theoretical knowledge on which to base my analysis. 

  

3.1 Culture and theater 

Culture is not only “the set of meanings shared by members of a human grouping which defines what 

is good and bad, right and wrong and consequently defines the appropriate ways for members of that group 

to think and behave” (Watson, 2006, p:81), it is also a feeling of belonging to a larger group of people, as well 

as a sector of the arts. I will only focus on culture in the latter sense, as an art sector. In this thesis, I am not 

studying culture in the sense that Watson characterizes it, as a set of norms and values which define people. 

I am interested in culture in the sense of an art, since I am investigating a project embedded in the Royal 

Theater. Culture is here a performing art, it places creativity at its core. 

 

Hirsch has defined cultural goods as "'nonmaterial' goods directed at a public of consumers for whom 

they generally serve as an aesthetic or expressive, rather than clearly utilitarian function" (1972, pp. 641- 

642). The cultural industries are composed of many different domains such as painting, sculpture, music, 

dance, opera, and theater (Jeffcutt & Pratt, 2002). They are all based on individual creativity. However, the 

link between the creative process and the success of its outcomes is still blurry. The dynamics between the 

artists and their environment remains poorly understood. 
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Over the centuries, the role of art and culture has been constant: offering the opportunity for the 

public to think, consider and question their environment. Historically, theater has had a strong position in 

pointing at status quo and putting into performances what could not be said out loud in society. An example 

of enriching theater play is the Imaginary Invalid, written by Moliere in the 17th century in order to criticize 

the bourgeoisie and their doctors. Enlightening the public’s mind, broadening their knowledge and giving 

them the tools for independent thinking were and are still crucial in our society. Cultural leaders are both 

advocating for culture and facilitating its approach. They believe that engagement in the arts would have a 

positive outcome for both the individuals and the society as a whole (Sutherland & Gosling, 2010). Jeffcutt & 

Pratt mention the importance of culture at the state level: “Over the last 20 years or so (in particular), the 

cultural or creative sector has also become seen as an instrument of community development and thus a 

focus of state investment, often around agendas of social inclusion. These understandings establish key 

separations between socio-cultural costs and sociocultural benefits.” (Sutherland & Gosling, 2010, p.5). The 

government interest in culture goes in line with current initiatives in cultural organizations, such as the Royal 

Theater through the Red Room, related to the broadening of audiences and a better accessibility for the 

whole population to the arts. 

  

Historically, theaters are institutions embedded in old traditions, limiting their change and innovation 

capacity. Since its birth more than 2,000 years ago, up until the 18th or 19th century in most European 

countries, theaters and performances were funded by wealthy families, mainly the countries’ monarchy. 

Some artists and directors were the kings’ and queens’ protégé, which gave them the possibility to develop 

their art under rather stable financial situations. Throughout the 18th and 19th century, democratization and 

the end of absolute monarchies saw the end of this era for the theater. Since then, the art’s funding is not 

provided by the kings and high classes anymore, but comes in majority from the government, through tax 

systems. 

Nowadays, two different main types of theaters exist: privately owned theaters, and partially 

publically funded theaters. While publically funded theaters have unconventional dynamics in the sense that 

they have a high dependency on the state in order to survive, private theaters are run in a different way, 

much closer to a ‘business’ with the goal of gaining profit from their performances. In this paper, I will not 

study privately owned institutions. From a leadership perspective, privately funded theaters are missing the 

rich complexity and interesting paradoxes that publically funded theaters have. From now on, I will refer to 

theses ‘partially publically funded theaters’ as ‘theaters’, in order to give more fluidity to my writing. 
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Although theaters are partly funded by the state in Europe, they also rely on their ticketing income. 

The importance of that income varies greatly between theaters, with ratio of public funding/ticketing income 

respectively averaging between 60/40 (for city theaters) and 80/20 – for national theaters, such as the Royal 

Theater in Copenhagen (Hansen, 1997). Theaters therefore need to attract audiences, while still serving the 

needs of the state. This is a major paradox that theaters and generally artistic institutions are facing: finding 

the balance between the practice of art for art’s sake, and the need of an audience in order to stay profitable 

(Eikhof & Haunschild, 2007). On the one hand, the role of theater, as pointed out earlier is to produce art and 

awake people’s consciousness and critical sense; on the other hand, producing art exclusively for art’s sake 

is likely to cater to a small portion of the population, which will not cover all the production costs. In order 

to broaden their horizons and secure the future of theaters, governments and cultural institutions work 

toward the increase in variety of audiences in theaters, by attracting publics which would not be part of the 

very restrained circle of theatergoers attending ‘high quality performances’. A wave of democratization has 

been going on for approximately two decades (Sutherland & Gosling, 2010). Opening to new publics is an 

opportunity for both theaters and the broad population, but it is also a risk: the risk to step away from the 

arts and fall under the entertainment category. This could increase the attendance in theaters, but would 

not fulfill the theater’s role anymore, and could disqualify them from government funding. Most artists want 

to create artistic performance, not entertainment, which could harm their creativity and motivation. Thus, 

there is a thin line in this paradox, which is an ongoing threat for artistic institutions (Lampel, Lant, & Shamsie, 

2000). 

Putting theater in an economical context is a challenge because of the nature of art. As stated before, 

the root of art is creativity. However, creativity and economic considerations are two opposing concepts, 

which are difficult to combine. Artists are people who do not perceive their work as a ‘job’ like other 

employees would (Sutherland & Gosling, 2010). They have a very deep passion for what they do, which allows 

them to work hard and for long periods of time for a limited income. Artists are passionate about what they 

do, and relate to their work as a vocation, something they were meant to do from a young age (Sutherland 

& Gosling, 2010). Having to take economic factors in consideration in their daily life can thus be considered 

as a threat, if they are insecure about their future and less likely to be creative. On the other hand, Newmann 

(1977) argued that business and art can indeed coexist, and even benefit from each other. He criticized the 

popular vision of artists playing in empty houses for the sake of art, highlighting that business and marketing 

knowledge can benefit the democratization of the arts. There should thus be a balance between the 

economization of the theater and art for art’s sake. According to Caves, this balance is based on three main 

pillars: the unknown linked to the outcome of creative performances, the potential sunk costs due to 

unsuccessful performances, and once again, art for art’s sake (Caves, 2003). 
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Also, unlike other industries where financial appeal can be a motivation to increase one’s 

performance and creativity, financial incentives is actually counterproductive in creative work, decreasing 

the creative capacity. This is a limitation to the type of leadership one can use in creative industries. Another 

limitation specific to these creative industries, and especially to the theater, is the degree of micro-

management leaders can have on artists. Here again, since artists perceive their work as vocational and more 

than just a job, they need to have freedom in order to express their creativity. As Eikhof and Haunschild 

(2007) pointed out, trying to manage creative people can be difficult or even impeding for their work. 

 

Although artistic work and business are not compatible for an artist, they have to face the paradox 

that their employment form usually requires indeed a deep understanding of business and self-marketing. 

Most actors are not part of permanent troupes in theaters, which would provide them with a safe and 

financially secure environment. They are either independently getting contracts from different sources, part 

of a fixed touring company, or both. This precarious situation forces them to be aware of the market, 

engaging them in both politics and business (Bauer, Viola, & Strauss, 2011; Caves, 2003; Eikhof & Haunschild, 

2006). Governments are funding theaters and troupes in order to avoid this paradox to the greatest extent, 

but artists and troupes cannot rely on these funds only in order to survive. The government’s aim to protect 

the creative industry from this market pressure is thus incomplete (Eikhof & Haunschild, 2007). 

Another paradox in the relationship between culture and business is the perception of leadership 

and hierarchy. Theaters are strongly hierarchical organizations, but do not perceive themselves this way – 

and least of all, do not want to be perceived as such (Eikhof & Haunschild, 2006; Sutherland & Gosling, 2010). 

The leaders themselves are – to some extent – aware of their position, but dislike the concept of ‘leader’. 

They tend to describe their work as influencing and suggesting others rather than directing. As well as artists, 

leaders in the arts see their work as a vocation, they want to participate to the greater good by providing 

artistic work to the population (Eikhof & Haunschild, 2006). This similar vision is due to the fact that most 

leaders in creative industries have an artistic background, they used to be artists and have the same drive for 

what they do as the ones who are still performing. The knowledge gathered during their own artistic career 

gives leaders a position that is unique in the artistic industry. Their hierarchical position is thus backed-up 

with deep knowledge in all areas of the creative process. Theater leaders possess an authority through their 

reputation. 

 

Cultural industries and theater are thus fields which are difficult to navigate in, mainly due to the 

many paradoxes they are made of. As stated before, the main constituency of artistic organizations is 
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creativity. This element is indivisible from people, since creativity is a deeply human characteristic. Thus, I 

will now assess some elements of the literature correlated to creativity and creative people. The Red Room 

is a project which is fully people-dependent, and constituted of creative people – artistic directors, actors, 

set and light designers. Hence, analyzing this project requires knowledge and understanding of these 

concepts. 

 

3.2 Creativity and creative people 

In the cultural industries, creativity and creative people are the two major pillars. Authors have been 

researching the field of creativity over the past few decades, defining it as “an outcome, focusing on the 

production of new and useful ideas concerning products, services, processes, and procedures“ (Shalley & 

Gilson, 2004, p:2). However, when people go to the theater, they do not purchase any goods nor services. 

They attend performances which are intangible, and they do not gain any knowledge or skills either. It has 

been recognized that the attendance to theater, over time, develops people’s capacity of understanding, 

their empathy, as well as their intelligence (Greene, Hitt, Kraybill, & Bogulski, 2015). Attendance to the 

theater and arts in general is thus a mix of reflective entertainment and long-term personal development. 

 

A first distinction to make when talking about creativity is the difference between creativity and 

innovation. Although these two concept can be perceived as similar or even interchangeable, they define 

two different processes, or rather two stages of a process (Shalley & Gilson, 2004). Creativity has been 

defined as the production of an idea, the seed to further changes. Innovation is the application of that 

creative idea, the implementation stage. In order for organizations to innovate, they first need to be creative. 

Theaters are organizations which have a low innovation tendency, driven by the lack of creativity they allow 

in their processes. The focus of this research will thus largely be on creativity, since it is a first requirement 

for innovation to occur. 

 

One could perceive theater performances as a demonstration of creativity on a stage. This creativity 

is conveyed by artists, who are a difficult resource to lead. There is a paradox in working with artists: on the 

one hand, they need a lot of space and freedom in order to express their creativity, but on the other hand, 

they need a frame to work into (Boerner & Gebert, 2005). They need the authority of artistic directors, but 

they cannot be too closely managed (Shalley & Gilson, 2004). Leading creative people is thus a task which is 

very demanding, requiring a large set of skills. Andriopoulos (2003) highlighted six paradoxes that leaders of 
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creative organizations have to face – another set of elements showing the difficulty in that task. Although 

leaders should not exclusively qualify to their role through their personal trait, a high degree of field 

knowledge (Mumford, Scott, Gaddis, & Strange, 2002; Shalley & Gilson, 2004; Woodman, Sawyer, & Griffin, 

1993) and of emotional intelligence (Haag & Coget, 2010; Mumford et al., 2002) are capital in order to lead 

creative people. Through these two elements, leaders can assess the degree of support they need to provide 

artists with, which will foster their creativity. Leaders are not the only elements of a group, the other 

individuals are also crucial in the creativity dynamics. 

This tension between the importance of leadership and the danger of inhibiting creativity through 

micro management can be seen both as a threat (Thompson, Jones, & Warhurst, 2007) and an opportunity. 

The cultural industries are fields which do not rely on stable and safe grounds. Conflict, emotions, doubt, 

mistakes are elements of this tension which foster creativity and provide artists material to build on. Theater 

lacks studies in respect to tension-filled creativity, but jazz bands and especially improvisation jazz bands 

have been recognized for needing feelings and even tensions in order to perform and progress (Barrett, 

2002). Even some more classical ensembles such as the Medici String Quartet are dependent on this tensions 

in order to move away from the status quo of good ensemble to progress toward becoming ‘best string 

quartet in the world’ (Austin & O’Donnell, 2007). All these illustrations show that the creative process is both 

complex and paradoxical, as well as that the leadership dynamics in relation with creative people are difficult 

to define and implement. 

Another source of tension in the cultural industry is the paradox between art as a commerce and art 

as source of culture (DeFillippi, Grabher, & Jones, 2007). The creativity displayed on the theater stage is 

expected not only to attract people, but also to be different and convey an artistic message. This can be 

perceived, once again, as both a threat and an opportunity for creativity. Creativity can be harmed by the 

necessity to please an audience, because it might stop the artists from experimenting as much and as deeply 

as they would like to. However, by embracing this challenge, artists can use this tension and try to work 

toward a balance between the business side of art, and the purely artistic elements. 

 

Some creative organizations try to overcome the status quo through Schumpeter’s creative 

destruction: “The fundamental impulse that sets and keeps the capitalist engine in motion comes from the 

new consumers’ goods, the new methods of production or transportation, the new markets… [This process] 

incessantly revolutionizes the economic structure from within, incessantly destroying the old one, incessantly 

creating a new one. This process of Creative Destruction is the essential fact about capitalism” (Schumpeter, 

1942, p.83). Although this concept was embedded in a capitalist context, a continuity could be drawn to 
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different industries such as arts and theaters. This type of creativity provides the organization with a 

momentum, but does not capitalize on the long-term (Aghion & Howitt, 1990). Creative destruction has been 

much used in industrial and efficiency contexts, but it can also be transposed to creative projects – most 

theater projects are meant to be created, performed over a short period, and stop to leave space to new 

projects. 

Creativity can be found in most jobs, at all hierarchal levels of the organization. However, Shalley & 

Gilson (2004) have pointed out a preferred balance in order to maximize creativity. Strong field knowledge 

gives artists and directors the possibility to elaborate on their own experience among the organization. 

However, being too embedded in the organization can be narrowing since it might decrease one’s ability to 

be creative, to innovate, or to step away from what has always been done in the organization. The balance 

of these two elements shows thus another tension that artists and leaders have to face in their work. 

 

Creativity and artistic performances are elements which do not stand alone in an organization. They 

are surrounded by an environment, which can either foster or hinder this creativity. Although working 

environments vary greatly from one industry to another, as well as from one company to another, recent 

research has noted that a specific context is necessary for creativity to occur (Shalley & Gilson, 2004). Some 

elements are focusing on the organization itself, such as the culture of tolerance for failure, while others are 

more directed towards group dynamics, highlighting the importance of positive influences from group 

interaction (DeFillippi et al., 2007). This group dynamic is built on the diversity and the participation of all the 

individuals (Andriopoulos, 2003; DiMaggio, 2000). Although uniform groups might be preferred in some 

industries, they might lead to group thinking, which is the contrary of creativity. In most industries and most 

cultures, it has now been recognized that the creativity brought by diverse teams can be a competitive 

advantage (Woodman et al., 1993). These new sets of team composition can be more difficult to coordinate 

and lead (Boerner & Gebert, 2005), which proves that creative teams require specific types of leadership. 

The tolerance for failure pointed out is necessary at both the group level, but also at the individual 

level (Shalley & Gilson, 2004). Mumford et al. (2002) defined three central elements in organizational 

creativity: the participation in both the decision-making process and the implementation of both leaders and 

followers; the flexible environment while keeping a set frame in which the projects were to be conducted; 

and the supportive environment to new ideas, while bearing in mind that mistakes and failures are part of 

the creation process and learning experience. 
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A challenge for the cultural industry is that traditionally, leadership has never been involved in the 

creative process (Mumford et al., 2002). Leaders must thus find the right balance which will both keep 

creative people within a set frame, while encouraging them to develop their creativity. In the next section, I 

am therefore going to review some literature relating to leadership, and the different leadership styles which 

exist. Since my thesis relates to the change in leadership dynamics in theaters, reviewing the existing 

approaches is essential. 

 

3.3 Leadership  

Leadership is a concept which has, over the last century, attracted the attention of both scholars and 

practitioners. Many authors have and are still attempting to define this complex concept without succeeding 

to gather all the literature under one definition (Bolden, Hawkins, Gosling, & Taylor, 2011). A debate started 

arising though, raising the question of the importance of the definition itself over the practice behind it (Gill, 

2011). Over the last few years, some authors have tried to move the interest from theory to practice. 

 

An important distinction to make is the differentiation between management and leadership, 

especially in the context of creativity-dependent organizations. Although these two concepts are very closely 

related, and even interchangeable for many people, they convey two different approaches (Bolden et al., 

2011). Management is a word which can be used in different contexts, to designate different things. Watson 

(2006) found three dimension in management: a function, an action, and a formal role. There is thus a more 

defined way to describe this concept. On the other hand, as stated at the beginning of this section, leadership 

does not have a single definition because of its complexity and level of abstraction. A common agreement 

among contemporary authors is that leadership is perceived as a dynamic, as a set of exchanges and 

interactions between individuals in an environment. Leadership appears to take into account not only one’s 

function or role, but also the communication dynamics and the external environment. Nowadays, people 

prefer to perceive themselves as leaders rather than managers, also due to the fact that the concept of 

‘leader’ has a more positive connotation than ‘manager’. However, this differentiation has also been 

perceived as irrelevant, since the two definitions tend to overlap in many ways and both management and 

leadership can come from the same individual (Bolden et al., 2011). 

The concept of leadership implies a relationship between a leader and follower(s). This statement is 

valid for all kinds of traditional leadership styles, but what varies mainly from one style to another is the 

relationship between the leader and the followers. There are great differences in the degree of trust, 



29 

 

freedom, and participation that leaders can provide, which changes the overall dynamics. Over the years, the 

tendency has been an increase in followers’ power and decision-making responsibility (Jackson & Parry, 

2011). There has also been a decrease in the distance between leaders and followers, both spatial and 

psychological (Fletcher, Käufer, Pearce, & Conger, 2003; Gill, 2011; Murphy & Ensher, 2008). 

 

In the 19th and 20th century  many different types of leadership styles arose such as the trait theories 

(Jackson & Parry, 2011), theories of emergent leadership, and psychodynamic theory (Gill, 2011). These 

approaches only play minor roles today and are not relevant for my project research, so I will not discuss 

them further. 

Over the last few years, the concept of transformational leadership has gained more interest in the 

academic world. This new approach is embedded in a period when leaders are getting conscious that 

employees should not be micro-managed and left as followers only (Bolden et al., 2011). There is a general 

understanding that people who are happy at work, who feel engaged and meaningful will be more efficient 

and effective. The transformational approach is thus increasing the focus on the relationships and dynamics 

between followers and leaders, while creating a sense of working for a higher purpose (Gill, 2011). However, 

although this approach seems more aligned with today’s societal needs, it has been criticized. The main 

critique being raised is that although transformational leadership wants to better integrate the leader and 

the followers in common dynamics, it is still very focused on the leader (Gill, 2011). Followers saw the 

importance of their role increased, but the leader is still the main focus in the process. 

Closely related to transformational leadership is the concept of charismatic leadership. Some authors 

qualify it as a part of transformational leadership (Jackson & Parry, 2011). This concept has been mainly found 

in politics, where unique leaders have been recognized for achieving large changes. These leaders have the 

capacity to convince people of their ability to lead based on their morality and skill. They can also bring 

change in organizations through their vision, sensitivity to others’ needs and to the environment, and their 

willingness to deviate from the status quo (Murphy & Ensher, 2008). Like transformational leadership, 

charismatic leadership has been criticized for its focus on the leader (Pasternack, Williams, & Anderson, 

2001). Additionally, it has been recognized that leaders in these settings have only been able to reach their 

goals with the help of followers. Despite their name being known as the heroic leader who brought the 

change, charismatic leaders could not have reached their achievements alone. 

A different approach from transformational and charismatic leadership is distributed and shared 

leadership. They are processes which do not promote the leader as the main driver. These concepts bring 

followers and leaders together into a more integrated dynamic, a shared social process (Bolden, 2011; Bolden 
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et al., 2011; Uhl-Bien, 2006). The decision-making and implementation can come from both leaders and 

followers (Kramer & Crespy, 2011). This approach recognizes that followers also have valuable knowledge 

and can provide the organization with an expertise and creativity that leaders might lack (Reid & Karambayya, 

2009). Collaborative styles of leadership come from the belief that the environment is complex and ever-

changing, which implies that using exclusively top-down based leadership styles is not appropriate anymore 

for complex situations (Bennis, 1999; Gill, 2011). Besides, they allow and even encourage followers to be 

more involved in the processes. Giving employees precise guidelines on what they can participate to and 

increase communication are two major tools in distributed and shared leadership (Kramer & Crespy, 2011). 

Leadership in the arts is a challenge that some perceive as even more complex than in other 

industries (Gill, 2011). In many organizations, e.g. in theaters, leaders tend to be charismatic figures, leading 

in a transformational style (Kramer & Crespy, 2011). Theater is an industry where all players are 

knowledgeable about the field, which gives them authority. However, some authors see collaborative 

leadership styles as the key to a better outcome from artists and employees in that sector. This industry is 

characterized by individuals who have a lot of creativity, but for whom transformational or charismatic 

systems limit their full potential. Since collaborative models are constructed on communication, Kramer & 

Crespy (2011) point out that creativity could be increased through collaboration. However, fully collaborative 

leadership styles are not ideal either. Decision-making can be shared to a larger extent, but could lose much 

efficiency if exclusively shared or distributed. 

 

Many leadership styles have arisen over the past few decades, evolving around different definitions 

of leadership. The transformational, charismatic, and collaborative approaches all have new and interesting 

elements, but they focus either too much on the leader, or too much on the followers. In theaters, all 

stakeholders are equally important, and can have creativity input of equal importance. An integrating 

creative leadership approach seems thus more appropriate. 

 

3.4 Creative leadership 

As I have just argued in the previous sections, creativity is a major pillar of cultural industries, 

although it has received little attention in relation to leadership. Besides, leadership research has recently 

started to move away from traditional and then transformational leadership styles, recognizing the 

importance of followers, of collaboration, and of the dynamics in leadership (Mainemelis et al., 2015). A new 

concept of leadership has thus drawn interest over the past few years: creative leadership. 
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In creative organizations such as theater, a direct link between creative leadership and creative 

organizations can be assumed, but the hierarchical structure of theaters highlighted earlier has proven this 

assumption wrong. “We would point out that there is no magic ‘inoculation’ of innovation, to an organisation 

or individual, nor are cultural industries – in principle – any more or less creative than others; nor, are cultural 

businesses, just because they produce ‘creative’ products, a potential model that may be transferred 

elsewhere.” (Jeffcutt & Pratt, 2002, p.2). Cultural industries are thus not automatically entitled to creative 

processes. This link cannot be created on its own, it needs to be developed through leadership dynamics. 

The last decade has brought much change to the theater industry, with a decrease in public funding 

for many institutions, and increased expectations from the public and the government. In order to face these 

challenges, theaters need to adapt. Creative leadership can be perceived as a potential tool that theaters 

could use, since “creative leadership refers to leading others toward the attainment of a creative outcome” 

(Mainemelis et al., 2015). 

 

Creative leadership requires certain contextual factors in order to develop and flourish such as: a 

shared vision, a positive climate, the possibility to learn from mistakes and experience, and where individuals 

commit to ideas will be fertile ground for creative leadership to grow (Rickards & Moger, 2000). Another 

important aspect is a flexible organization (Basadur, 2004). The role of leaders and followers also have to be 

redefined. While most leadership styles separate them and see dynamics as either going top-down or as back 

and forth, creative leadership decreases the importance of these predetermined roles, and focuses rather on 

exchange and collaborative dynamics. Followers acquire thus more responsibility, increasing their 

participation and involvement, while leaders are more able to both delegate and work side-by-side with the 

followers, getting more involved and leading task implementation (Basadur, 2004). 

Creative leadership is a recent concept which has thus not been researched as extensively as other 

forms of leadership. The literature is even more restricted regarding the more practical dynamics and the 

different applications of creative leadership. A paper published by Mainemelis, Kark & Epitropaki in 2015 

does a thorough analysis of the existing literature and of their own project research, resulting in both a 

theoretical and practical piece of literature. This paper is especially interesting in the context of my research 

since it illustrates my main business case with theoretical background. Moreover, it is only focused on 

creativity in group context, not in individual creativity, which is more important for the theaters as 

organizations. 

Mainemelis et al. find that there are three different types of creative leadership, depending on the 

degree of creative contributions of the leader and the followers. The first type is the facilitating role, where 
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the leader is giving the opportunity to the followers to express their creativity. Followers are the main drivers 

for creativity, while the leader is working in fostering it in the organization, mainly contributing creatively in 

the idea evaluation and idea implementation (Mainemelis et al., 2015). 

The second type is the directing role. This branch of creative leadership can be considered as the 

opposite of the facilitating role. Here, the leader is the main driver in the creative contribution, while the 

followers execute his vision with minor creative inputs. However, the dependency on followers is high, the 

leader needs their collaboration in order to achieve the organization’s goals. This type is more leader-

centered. The integration, participation and importance of followers is however more important than in 

other leadership styles. A perquisite for this type of leadership is the competence and qualification of the 

followers (Mainemelis et al., 2015). 

Lastly, there is the integrating leadership type. This role is situated between the facilitating and the 

directing role. The same amount of creative contribution is taken from both the leader and followers, making 

the process very dynamic, and more collaborative. However, each individual has a more defined expertise, 

making the outcome of their work both unified and differentiable. 

Although all three types of creative leadership could be interesting in the theater context, I will focus 

on the two latter ones. As noted earlier, theaters tend to be hierarchical and top-down oriented organization, 

so the facilitating approach is not applicable in the Red Room. However, directive creative leadership “tends 

to be enacted in work contexts where creativity is often a defining and sine-qua-non element of 

organizational activity“ (Mainemelis et al., 2015, p:46). This element is central to the theater industry, and 

leaders are often behaving as the main sources of creativity. The Red Room showed an increase in followers’ 

creative contributions, an element which defines the integrating style. The integrating creative leadership 

was the main approach in that project, as well as in the Everyday Innovators cases. 
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Chapter 4 – Case 

 

In this thesis, I am studying the changes in leadership dynamics in theater, with a main focus on the 

Red Room, a project conducted at the Royal Theater in Copenhagen. The leadership style in this project was 

a more integrating creative leadership, instead of the usual transformational-directive dynamics occurring in 

theaters. More ownership was given to all stakeholders, as well as an increased flexibility and collaboration, 

elements which are part of the project’s success. In order to analyze this change and its consequences, I first 

need to give an introduction on the case, and the different elements surrounding it. Theaters are institutions 

which are highly integrated in the society, where both the external – the governments, the audience – and 

the internal stakeholders have to be taken into consideration when studying their changes. I also introduce 

the Everyday Innovators report, a research project focusing on innovative cultural organizations across 

Europe. This comparison and second perspective will give my analysis more depth. 

 

4.1 History of theater  

Knowing the origins of modern theater is important in order to understand its current state. Theater 

in Denmark only appeared in the late 17th century, and the first royal theater was built in 1748. In 1849, the 

monarchy went from being total to constitutional, allowing other theaters to be open. It was also at this 

period that government funding started (Rubin, Nagy, & Rouyer, 2001). In 1955, the state decided to put an 

emphasis on culture, increasing significantly government funding (Duelund, 2001). Increase in public funds 

and interest in cultural politics have been part of an ongoing process in the 1960s and 1970s. This gave the 

possibility for a higher portion of the population to attend performances than in the past. After this 

democratization period, two decades of decentralization started, in the 1970s and 1980s. An emphasis was 

put on everyday culture throughout the country (Duelund, 2001). More recently, in 2011, new agreements 

with the ministry of culture were made. The general guideline is now to modernize the theaters’ structure, 

which would give the opportunity to the entire Danish community to attend to the theater – regardless of 

income, ethnical background and age – and increase the attendance of the general population to cultural 

institutions (Council of Europe, n.d.). 

In Denmark, the cheapest ticket at the Royal Theater is now approximately half an hour worth of 

wage, while it used to be worth a day of labour for a skilled worker in 1748 – when the royal theater started 

(Rubin et al., 2001). This change in the proportion of available income turned toward leisure showcases both 

a new perspective in the government’s agenda, and a general understanding of the importance of the arts. 
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The heavy public subsidizing was here the tool used to democratize culture. Theaters are thus heavy and 

bureaucratic institutions which have existed for over 250 years, and as such, the implementation of changes 

in such a traditional setting is difficult. 

 

4.2 Current situation of theaters in Denmark  

In order to talk about the Red Room, it is first important to know the environment this project is 

evolving in. Both in terms of direct environment within the Royal Theater, but also the current Danish 

theaters’ landscape. In Denmark, there are theaters in each large city, as well as in many other smaller towns 

(Trine Bille, 2016). As stated in section 3.1, I will not take private theaters into consideration in this research, 

since their function, funding and artistic goal is not in the same line as public theaters. In Copenhagen, besides 

the Royal Theater, there are five main theaters, each of them focusing on a different area of the theater field: 

- Folk teatret: it is the largest one among these five theaters, with a wide touring activity. Its 

broad profile aims at attracting all sorts of audiences.  

- Betty Nansen teatret: this theater holds both classical and modern productions. 

- Republik: the productions are more experimental, including international co-productions. 

- Nørrebro Teater: its performances are turned toward comedy. 

- Østre Gasværk Teater: a theater with a mixed profile. 

Although these theaters are prominent in the cultural landscape in Copenhagen, they are smaller, 

and receive a lower amount of government funds than the Royal Theater. 

When talking about the Red Room, it is important to know what context it is framed in. Although this 

type of leadership initiative has been going on in smaller organizations, placing the Red Room in the context 

of the Royal Theater is crucial. “The Red Room is not a revolutionary idea that has never been tried before. Of 

course it has. It’s actually, if anything is innovative about it, the combination of Troupe Theater and that 

ideology of the understanding of your own role. Combining that with a heavy institution as the Royal Theater” 

(Emmet Feigenberg, 2016). The structure of the Royal Theater is both a challenge and an opportunity for the 

Red Room. The amount and quality of knowledge housed in this organization – both human resources and 

technical resources – is one of the elements which allowed the project to be so successful for such a limited 

budget. As Præstiin points out, “We were in a big institution, some of us knew the institution very well, so we 

knew where to go, who to talk to, and we could get a lot of resource which you can't see in the budget, but 

it’s sort of human resource, you can get some knowledge” (Eva Præstiin, 2016). However, the Royal Theater 

is a heavy institution, with an established past, and high expectations from both the audiences and the 
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government. This tension between a skilled and rich environment, and a hierarchical and old institution 

makes the environment for such a project very unique. As stated earlier, such an initiative – the change of 

leadership and a more collaborative approach to production - would not be considered creative in a small 

theater, since it is already a reality. The real source of creativity and the real innovation in this project is the 

establishment of a project such as the Red Room, but in a very large institution, the Royal Theater. 

 

4.3 The Royal Theater 

The Royal Theater was opened in 1874. It is the largest cultural organization in Denmark, since it 

gathers three artistic fields which are usually separate institutions: theater, opera, and ballet. Having these 

three fields under one roof gives the Royal Theater a unique status in Danish cultural politics (Trine Bille, 

2016). Feigenberg evaluated that theaters are usually funded by the government and municipalities at 60%, 

the remaining 40% coming from private funds and ticket sales (Council of Europe, n.d.). In comparison, the 

Royal Theater is publically funded at 80%, with only 20% of its budget coming from private funds and ticket 

sales (Emmet Feigenberg, 2015). This shows that the Royal Theater has a unique role in cultural policies in 

Denmark. 

However, along many other public institutions such as universities, the new Danish government has 

set up cuts over the next four years for the Royal Theater. From the start of this new policy in 2015, the 

budget for cultural institutions is to be cut by 2% every year for the next four years (Trine Bille, 2016). This 

financial impact pushes these institutions to become more creative, by either cutting their costs or improving 

their processes. The Red Room’s innovative processes is thus in line with societal considerations. 

  

4.4 The Red Room 

The Red Room was created in 2012, at the initiative of Emmet Feigenberg. At the time, he was the 

artistic director of the Royal Theater. He had been creating and directing performances during his whole 

career. This project came in a period of change in the theatrical field, as well as at a time of new expectations 

from the Danish government. In many European countries, the economic crisis and unstable environment 

has brought states to decrease the amount of funds granted to cultural institutions, including theaters. At 

the same time, the government issued a new agreement with the Royal Theater on November 16th, 2011 

(Council of Europe, n.d.). This agreement focused mainly on increasing audience diversity, while providing 

high quality performances. On the other hand, government funds decreased from 546.5 million DKK in 2012 

to 520 million DKK in 2015 (Council of Europe, n.d.). There is thus a paradox: a decrease in budget with a 
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demand of high quality performances. Although these two elements seem to be conflicting, they can be the 

basis for renewal and creativity. 

The Red Room was thus created at a time when cultural institutions were encouraged to be creative 

in their processes. Although not mentioned by Feigenberg when he was asked the reasons why he created 

the Red Room for, it may be a component he built his project on. He defines the origin of the Red Room being 

a mix of several elements: 

- The need for a stable base: the permanent troupe at the Royal Theater had been getting smaller and 

smaller over the past few years, “it was no longer really a company, it was of course people with 

permanent contract, but since I all the time had to re-plan with guest performers, it didn’t function 

the way a permanent theater company works” (Emmet Feigenberg, 2015). 

- An artistic motivation: he wanted to create high quality theater, while focusing on attracting new 

audiences. “Audiences that usually wouldn’t identify with the Danish Royal Theater.” (Emmet 

Feigenberg, 2015).  

- For art’s sake: many theaters had started to try to please audiences. Theater should be performed 

and attended with passion.  

- A need for renewal: Most performances were produced for the bourgeoisie, creating little 

excitement and intellectual debate. “It looked like, in my worst nightmare, something one could do 

without […]. It was important to be courageous enough to do something that might not work with 

the public” (Emmet Feigenberg, 2015).  

These four elements were the basis for creating the Red Room. He also knew that he had limited 

possibilities: he could make a permanent ensemble, but a small one; the budget used on the project, which 

would be non-negotiable, was to be the same as the one used for the same stage previously – now renamed 

the Red Room. Moreover, there had to be at least two productions every year, and 100 performances. This 

was made clear with the members of the Red Room from the beginning, giving them a transparent frame. 

The team was allocated the medium stage, holding up to 250 seats. The project was thus given a 

room which could welcome a large amount of people, without being the main stage. Although there was a 

wish to renew a part of the Royal Theater, making this project on the main stage or even on the whole Royal 

Theater “would have been suicidal” (Emmet Feigenberg, 2015). Changes in major cultural institutions can be 

of large scale, but it is still important to preserve the essence of the organization, and to implement changes 

gradually. Besides, if the Red Room was to fail, it wouldn’t be a loss which would endanger the Royal Theater. 

Prices were lowered, compared to performances on the big stage, in order to make it accessible to a larger 

range of the population – 195DKK for normal price, half price when under 26. 
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The Red Room was composed of eleven people: seven actors, two directors, one light designer, and 

one set designer. Emmet Feigenberg first picked the two directors, Rune David Grue and Elisa Kragerup. Then, 

they picked the rest of the team together. They were all people who were both talented, but who also 

seemed to fit the idea behind the Red Room: a collaborative working environment, a lot of personal 

involvement, the willingness to spend much more time working than on usual productions, and a long-term 

engagement – the project was supposed to last at least two years. Eva Præstiin, the theatrical producer – 

bridge between the directors and the administrator – was also working with the Red Room. 

The Red Room has been perceived as a success by both the team, the theater, the audience, and the 

press. From the beginning, this project attracted much attention and was very present in the media. 

 

4.5 Everyday Innovators – International Perspective 

The Royal Theater in Copenhagen is an interesting case, but putting the Red Room in an international 

perspective gives more authority to my argument. Theaters are embedded in a unique local and national 

context, making the comparison of projects between several countries difficult. Cultural, political and 

economic factors influence the perception and importance of cultural institutions. A national theater in 

Denmark will thus not have the same tools or goals than one in Poland or the United-Kingdom. However, 

despite the institutional differences, it is possible to study the leadership approach in these organizations. 

The report written by La Belle Ouvrage was ordered by the IETM – a network of performing art organizations, 

in 2012. La Belle Ouvrage is an institution interested in the working relationships in cultural industries. The 

IETM is an institution recognized worldwide in that field, which gives Everyday Innovators authority in 

theaters. 

This report studies innovative dynamics conducted in performing arts organizations. The authors 

examine 13 cases of innovative processes in nine European countries: Belgium, Denmark, Spain, Poland, 

France, the Czech Republic, Germany, the United Kingdom and Austria. The diversity of countries taken here 

is interesting, because they are all embedded in different contexts. The solutions found by the cultural 

leaders are thus not only similar because of the external environment, but also because they are enclosed in 

common societal considerations. 

The 13 cases are grouped under six types of solutions. Since I am interested in putting the Red Room 

in perspective with Everyday Innovators, all the problematics are not relevant. Four of the cases are most 

interesting, because they are related to collaborative work and responsibility sharing. However, the other 

cases also bring some leadership insights in innovative initiatives. 
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“We have tried to look for innovative practices. […] Sometimes very small examples, a little simple, 

such as having a team lunch once a week” (Guinet-Ahrens 1). The cases in the report are thus not 

revolutionary innovations, but ideas to make everyday work better in a cultural organization. These simple 

changes answer a lack of well-being La Belle Ouvrage had witnessed. “An analysis which showed that there 

were many situations of suffering at work in the field. There were feedbacks that people were overwhelmed, 

in bad working conditions, facing difficulties in their teams. […] Wondering whether there wasn’t a gap 

between the cultural projects’ values and the way things actually happened” (Guinet-Ahrens 1). This 

realization showed that some changes were necessary, even if they came from simple initiatives. 
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Chapter 5 – Analysis 

 

Throughout the previous sections, I have presented the method I conducted my research project 

with, the literature I estimated to be in relation to my topic, and a background description of my case. I will 

now analyze my results, linking the theoretical findings with the interviews I conducted. The change in 

leadership style from a transformational-directive approach to an integrating creative leadership was thus 

performed in the Red Room. This new dynamic brought more collaboration, flexibility, and increased the 

feeling of ownership of all the team members. The project was considered a success by all the internal and 

external stakeholders – the team, the Royal Theater, the media, and the audience. This leadership change is 

a key element in the Red Room’s success. Implementing a more creative and collaborative process in 

theaters’ leaderships can thus be a solution to the challenges they are facing, both on an artistic and 

economic point of view. 

This analysis will be developed in a chronological order. I will first evaluate the situation at the Royal 

Theater before the Red Room, which led to the development of this project. Then, the analysis will focus on 

the key aspects and stakeholders of the project, from the beginning of its creation until now. Finally, I will 

define a number of takeaways that the interviewees pointed out. This will be the ground for my 

recommendations in the last section of this research project. 

The analysis of the Red Room will be put in perspective with both ‘normal productions’, and another 

research project conducted by La Belle Ouvrage – an analysis of innovative leadership dynamics in cultural 

institutions. This comparison will show both the usual top-down flow, and the example of what organizations 

in different environments can do. Both projects are linked by their choices in leadership approach. 

I will frequently use the terms ‘normal production’ and ‘normal leadership’. This designates 

productions and leadership approaches which are usually used in theaters. I put an emphasis here, to show 

that the Red Room was not a ‘normal production’ but a unique project. 

 

5.1 Before the Red Room 

In the previous section, I have defined the background context of this case, including the Royal 

Theater, and the recent evolution in cultural politics. Since I am organizing this section in a chronological 

order, I will analyze the situation before the Red Room first. Emmet Feigenberg was the founder of this 

project, so he was the interviewee providing me with the most relevant pieces of information in that regard. 
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5.1.1 What is the need? 

As I mentioned in section 4.4, the Red Room originates from several needs: a stable base with a 

permanent troupe, high quality theater, art performed with passion, and audience renewal. A permanent 

troupe is a setting which governments funding are supposed to secure (Eikhof & Haunschild, 2007). By 

granting theaters enough resources, the institutions and creative people working in them were not expected 

to face financial challenges. However, these funds are not enough for theaters to function, they still need to 

find resources through ticket sales. Permanent troupes are then a fixed cost which is difficult for theaters to 

assume. At the Royal Theater, the troupe had decreased to a number of people too small to be independent 

enough to function. “It was quite small, and over the years it had become an entity of good actors but with 

no obvious common artistic goal. They were just a handful of very good actors, permanently employed by the 

Royal Theater” (Emmet Feigenberg, 2016). There was thus an urgency to adapt to the need to create a new 

permanent troupe, while lacking government funds to do so. 

This permanent troupe is not only important because of its unquestioned availability, but it also has 

an artistic justification, as Feigenberg states in the previous quote. The recent cultural democratization has 

opened theaters to new audiences (Sutherland & Gosling, 2010). Lowering prices and changing the type of 

performances presented attracted more people, from more diverse groups. However, according to 

Feigenberg, “lots of the theater people had gone too far in pleasing audiences, in trying to become accepted, 

to become popular, to get full-house” (Emmet Feigenberg, 2015). The artistic passion which should be the 

drive for both artists and audiences had been put aside. This is a paradox defined by Lampel, Lant & Shamsie 

(2010), where the thin line between art and entertainment has been crossed by some institutions. Although 

one of the elements behind the creation of the Red Room was indeed the audience renewal, this was to be 

pursued through high quality theater and not by replacing art with entertainment. 

These needs of renewal are important in all sorts of fields, but they are major in the cultural 

industries. Since art is driven by creativity, this element ought to be stimulated. Creative destruction seems 

to characterize artistic processes. “It really needed a boost […] it had become a boring conventional 

entertainment for the bourgeoisie. Always the same kind of people. Always the same debate in the media. It 

didn’t create enough excitement, intellectual debate” (Emmet Feigenberg, 2015). The status then was 

attracting people, but it had become a static artistic success: it was good, but not exceptional. “The Royal 

Theater needed some renewal. It needed to renew its audience, it needed to reach segments of the population 

that we were not reaching or not a lot, particularly in terms of age, a younger audience. But also in terms of 

the curious conscious part of the public, of the audiences, those who wouldn’t care to come seeing the good 
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old classic in the good old fashioned way, but something which is cutting-edge, something new, exciting” 

(Emmet Feigenberg, 2016). 

 

5.1.2 Convincing people 

After realizing the need, Feigenberg had to start the project. To do so, he needed both formal and 

informal approval. He was the artistic director of the Royal Theater, but he was not the director of the whole 

institution. “I wasn’t the boss of the whole Royal Theater, I was the boss of the drama department. I would 

collaborate with the production factory, with the communication department, with the technical department, 

and they do not take orders from me. I would have to win them over, they would have to understand that this 

is good for the theaters and for them even though it is troublesome” (Emmet Feigenberg, 2016). His artistic 

expertise and experienced knowledge was thus not enough. He had to be able to convince all the relevant 

stakeholders in order to make sure this project would be approved, but also would be respected and pursued 

by all. Since the Red Room was to be granted the same budget as the former budget allocated to that stage 

– which performed two productions a year, compared to an average of six with the Red Room – they were 

going to need the collaboration of many people indirectly involved in the process. “You have to be really 

careful that you can speak about it. That you can explain in few and clear words, what is the value, what are 

the needs, the demands. Because you have to win people over” (Emmet Feigenberg, 2016). Artistic leaders 

must be able to market their creative ideas, or it will never be produced or seen. The involvement of creative 

people in business and politics may be harmful for their creativity though. This is where the paradox between 

art and business lies. Resources in theaters are scarce, individuals need to be self-marketers in order to be 

able to practice their art. Business and politics are elements prior to creativity, they have to be understood 

and used in order to be granted resources to perform. This is here a paradox which might slow down creative 

process and innovation. A permanent troupe setting is an element of answer to this type of gatekeepers. The 

Red Room is a setting where business and politics are even less important than in other permanent troupes, 

since the decision-making is highly collaborative, and is only performed internally by the members of the Red 

Room. The only people who still had to convince external stakeholders, and thus not only focus on artistic 

questions were Feigenberg and Præstiin. 

 

5.1.3 Who? 

Theaters are completely human-dependent, since the individuals are the ones performing on stage. 

Choosing the appropriate participants of a project is crucial for its success. The Red Room was to be a creative 



42 

 

and unique project. The change in leadership approach intended relied on the members working on the new 

dynamics, toward an integrating creative leadership. Putting the right team together was thus a major 

challenge. 

Artists are people who see their work as a vocation (Sutherland & Gosling, 2010). They do not 

consider this work as a job, which gives them strength to work long hours, at different times of the day. They 

have a passion for what they do, which financial considerations can be harmful to, as stated before. Despite 

this passion, artists do need to work, which might force them to adapt, and inhibit their creativity. On the 

other hand, being part of a permanent troupe is a safer setting. The Red Room being part of the Royal 

Theater, the attraction for being part of the project was even greater. “Getting an offer from the Royal 

Theater is still, in these days, a very attractive thing. So it could be very tempting for anybody I called, just to 

say ‘yes of course I’ll do it’” (Emmet Feigenberg, 2016). The Red Room was not going to be a usual project 

though, Feigenberg had to be sure that they believed in it, because it would require a lot from them. “But 

then we had to sit down and say ‘you have to realize what it is we’re asking you […] whatever time we decide, 

you’re committed. If you get an exciting offer to make a film, or a television, you have to say no! Because 

you’re here, and you will not have time for anything else. And it’s going to be a lot of work, frustrating 

sometimes, and it’s going to be exciting to have a lot of responsibility, but it’s a burden too.’ They had to sort 

of realize it, and want it, and want to do it together” (Emmet Feigenberg, 2016). From that point on, all 

processes were going to be collaborative, which is why Feigenberg insists that they would do it together. The 

implementation of the integrating creative leadership would have been either unsuccessful or much harder 

if the participants had not been committed to the idea and to the values behind it. Besides, artists are most 

of the time not money-driven, they do not work for a salary, but for their passion. Defining the right reason 

why people would like to participate to this project was an important element. 

The directors, David Grue and Kragerup, were chosen first by Feigenberg. He was the founder of the 

project, so he made this decision himself. However, from then on, choices about the actors were made 

collaboratively. They had decided on seven actors. They had to choose their gender, age, and experience. 

“All this was discussed, and nobody could feel that they hadn’t been heard in these matters” (Emmet 

Feigenberg, 2016). In a normal production, the theater’s artistic directors calls directors to work on one 

production only. They have already decided which play to present as well as some other elements that the 

director has to agree with from the start, with a low flexibility in these pre-defined elements. “We would 

start to talk about which actors would be in it, and then perhaps there are already some things which are 

decided. ‘I have decided that this and this should be in it’” (Rune David Grue, 2016). There is thus a degree of 

collaboration between the artistic director and the director, but very limited. 



43 

 

Seven actors were thus picked through that process. After the project’s five years running time, two 

of these seven actors are remaining. The first one to leave left after a year, as it appeared he was not a good 

fit in the process despite being artistically qualified. 

 

5.1.4 The leader 

Although the leadership approach highlighted in this piece of research is not leader-centered, since 

it is based on integrating creative leadership, the leader is still an existing role. Compared to other 

approaches, this role is not less important, but it is different. In this project, Feigenberg is the main leader – 

although the directors took on that responsibility at times. 

Artistic leaders are people who used to be artists themselves. They have the same drive, the same 

passion for their work as defined earlier. The concept of ‘leader’ itself is not used in theaters as much as in 

other fields, and is disliked if used (Eikhof & Haunschild, 2006). Præstiin mentions “[…] the ‘CEO’ or what you 

call Emmet ‘artistic director […]’” (Eva Præstiin, 2016). Feigenberg also says “[…] as a leader, as an executive 

‘CEO’ […]” (Emmet Feigenberg, 2016). Both of them are talking about the same person: the leader. However, 

they are both unsure of the term to use when designating him with ‘business words’. Even when Feigenberg 

talks about himself, he says ‘leader’ and ‘CEO’ while moving his fingers as to make an oral quotation mark. 

This shows that the usual concept of leader does not fit theaters the way it does to other fields. Yet, the 

leadership role does exist in theaters, the hierarchy is still very strong. 

The Red Room was a solution to change this hierarchy, defining the leadership dynamic differently. 

On the one hand, the leadership became flatter. Decisions were made collaboratively, in a much more 

democratic way than it used to be. Stakeholders were able to give suggestions and take decisions in areas 

they usually do not have access to. On the other hand, Feigenberg was still the final decision-maker. “He’s 

still the boss” (Eva Præstiin, 2016). 

 

Summary 

This section has analyzed the situation both external and internal to the Royal Theater before the 

creation of the Red Room. It highlighted what the needs were, the importance of convincing people, who 

was part of the project, and defined the leader. All these elements were the basis for a profound change in 

leadership style. Without them, the evolution would have been more difficult, if not impossible. They all 

pointed in the same direction, the necessity to evolve from a transformational-directive approach, to a more 

integrating and dynamic leadership style. A crucial element of that change is that it happened in the structure 
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of the Royal Theater. Innovation in heavy institutions of that type is slow and difficult to initiate. Feigenberg 

was able to use his knowledge of the field, of the organization, and of the people in order to start this project. 
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5.2 The change in leadership approach 

I will now analyze leadership dynamics in normal productions, and then the integrating creative 

leadership style in the Red Room. There was a profound change in creative and collaborative processes, the 

leader’s and the followers’ role, and in the leadership dynamic. While a normal production has a top-down 

decision-making flow and a transformational-directive leadership style, the Red Room was an ongoing 

circulating flow between all stakeholders. This was an element of success in that project, giving them the 

tools and the creativity to meet both their artistic and economic goals. The Everyday Innovators report also 

showcases leadership dynamics pointing toward more dynamic exchanges between the leaders and 

followers, as well as an interest in collaborative approaches. 

 

5.2.1 Normal productions 

As pointed out earlier, although creative businesses are qualified as ‘creative’, they do not 

automatically have much creativity in their processes (Jeffcutt & Pratt, 2002). They sell a creative product, 

they are built by and employ creative people, but theaters are not “[…] any more or less creative than others” 

(Jeffcutt & Pratt, 2002, p.2). This statement is even more applicable in old and large institutions, such as the 

Royal Theater. “The Red Room is part of an organization, the Royal Theater, which is and remains top-down” 

(Emmet Feigenberg, 2016). National theaters are embedded in a paradox, where governments and audiences 

expect both a high degree of creativity, but do not want to see these institutions change too fast. This paradox 

can be found in two of Feigenberg’s statements: “We had just moved to the new building in the waterfront, 

and there was just general expectations that it would not be just another piece of architecture, but that 

something would happen. You know, the old-fashion notion of La Comédie Française, would change into 

something, or develop in new directions” (Emmet Feigenberg, 2016), while saying in the previous interview 

“[…] if I had done it with the whole of the Royal Theater, that would have been suicidal, ‘come on, that’s too 

dangerous’” (Emmet Feigenberg, 2015). There is thus a gap, a fear, a need of balance between renewing too 

little, and renewing too much. The leader found an element of solution by creating the Red Room, a project 

large enough to demonstrate a change in the Royal Theater, but small enough to keep a part of tradition 

which characterizes the institution. 

Working with artists, and a fortiori leading artists is a difficult task. Most productions are made with 

troupes which are not permanent, which means that the artists have to balance several projects at the same 

time. They have to define priorities, both artistic and economic: although many would rather perform 

exclusively in theaters, a role in a cinematic or televised production is very attractive because it would be 
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financially more viable. Even theaters which have permanent troupes often have to hire external artists since 

these troupes have gotten smaller over time. “Over the years, the royal theater had shrunk to so few people 

that it was no longer really a company, […] I all the time had to re-plan with guest performers, it didn’t function 

the way a permanent theater company works” (Emmet Feigenberg, 2015). 

The degree of creativity in normal productions is, once again, paradoxical. Artists want to perform 

and produce the best they can, conveying an artistic message they believe in. At the same time, they have to 

ensure that the audience will attend the performance, since they need to sell tickets to be financially stable. 

“Here in Republik, we play on the big stage 3 big performances a year. […] [They] have to sell at least 10.000 

tickets, so we can’t make a failure. We have to be very sure. Sometimes you sit and you think ‘it would be 

interesting to go down this lane, but it would be too risky because we haven’t tried it before, we hire the 

people we normally work with to be very sure that this is maybe not gonna be fantastic but that it is gonna 

be great’” (Eva Præstiin, 2016). The creative frame they can work in is rigid. A certain degree of creativity is 

allowed and even demanded, but economic needs limit potentials in order to meet a better safety. One of 

the foundations of the Red Room was to avoid this limitation, in order to allow a higher degree of creativity 

from the participants. 

 

5.2.1.1 The Leader 

In normal productions, roles within the leadership dynamics are precisely defined. Each individual is 

only entitled to a portion of creativity and decision-making. There are inflexible figurative gatekeepers, 

granting responsibility to only one stakeholder at a time. Collaboration, exchanges and communication flows 

are very limited. “There are so many people that don’t have the whole picture! They just sit with their own 

little [thing], ‘I know this part, I have to do hats for this, so I know all the hats, but I don’t know what they are 

doing with the hats’” (Rune David Grue, 2016). This example illustrates the cornered processes in theatres. 

The leader is usually the only person who has the overall vision, who knows all the details of the production. 

This gives them a decision-making advantage, acknowledging their role as leader. Feigenberg pointed out 

that artistic directors are perceived as leaders, although the organization is technically flat. Other 

stakeholders do see them as leaders though, as decision-makers. “He [Emmet Feigenberg] would definitely 

decide what’s to be played, the repertoire. He would definitely decide” (Eva Præstiin, 2016). “[…] the other 

places I’ve been, there’s been a leader in the theater who’s been controlling quite a lot. What’s going on, and 

deciding what to play, and so on” (Mikkel Arndt, 2016). 

As pointed out earlier, being a leader or a decision-maker in theaters is a role, but it is not well 

perceived. Despite this prejudice, both the followers and the leader himself agree on the characteristics of 
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the role, if not on the word. “So my role as, how should I put this, the one who carries the torch of the idea of 

the artistic notion was much more obvious on the other two stages. Those people working on that would say 

‘Emmet asked me to do this, Emmet wants me to do this’. I would be sort of the incarnation of the program” 

(Emmet Feigenberg, 2016). The leader is the individual with the authority, leaving little responsibility to the 

other participants, as well as limiting their sense of ownership. 

Theaters are thus organizations where the leader has a dominating role. They are the overall 

decision-maker, handing out little responsibility to other stakeholders in the process. Their field knowledge 

acquired through many years of follower’s role in production gives them the authority for their judgement. 

The learning process is also essentially top-down. 

 

5.2.1.2 The Followers 

Since the leader’s role is strongly defined in theaters, the followers’ roles are also set. Some of the 

positions in a theaters are: director, actor, set designer, light designer, etc. In normal productions, these 

individuals know their role very well, they are skilled at what they do. They are able – and expected – to be 

creative in their field. However, they have little responsibility about the overall production. As quoted earlier, 

Feigenberg would be pointed at if a performance was to be unsuccessful. This is a situation one can consider 

as less stressful for the followers, but their lack of knowledge of the bigger picture might limit their own 

creativity and even performance. 

Artists are bound to their role, and are not involved in the decision process related to the 

performance to play, nor the way it should be played. “In a normal production, their responsibility is to do 

the show and the characters that they are playing. They have no responsibility to the overall concept, because 

they haven’t had a chance to say something about it, because they were only presented on the first day […] 

their creativity is about the acting together with their colleagues and so on. There is a lot of creativity in that, 

but not in the concept, not in the idea. Not in how it’s done and why it’s done” (Rune David Grue, 2016). 

However artists are not the only ones who have to face this boundary. The artistic director is the person 

deciding on which show to play, but further decisions are mainly handled by the director and set designer. 

“[…] the set designer and I would be given freedom to find our concept […]. And then usually the things that 

are discussed are basically about economy. I have never tried that a theater director says ‘I don’t like your 

idea’, although he could and sometimes I think he should ask questions, artistic questions, but usually they 

don’t” (Rune David Grue, 2016). Followers are thus also involved in decision processes, but they are 

segmented. They always relate to their direct area of expertise. 
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Collaboration is not only cut between the leader and the followers, it is also limited between the 

followers themselves. “In traditional productions, it’s the first time they see what the set is going to look like, 

what costumes are going to look like, the first time we talk about it together. And then, on day number two, 

we start rehearsing” (Rune David Grue, 2016). Directors do not involve actors with anything else than them 

playing their role in the play. 

Jackson & Parry (2011) highlighted a change in the followership tendency recently. They argue that 

followers’ roles have been evolving, giving them more and more responsibility. Their authority in the 

decision-making process has increased. However, this change may not have occurred in theaters, as 

illustrated above, especially in large institutions such as the Royal Theater.  

 

5.2.1.3 Leadership Dynamics 

The leader’s and followers’ roles defined and illustrated give a sense of what characterizes leadership 

dynamics in normal productions. The exchange is of a hierarchical type, led by top-down processes. However, 

as analyzed earlier, the followers also have their own area of action, which neither the leader nor the other 

followers would interfere with.  

 

Figure 1: Decision-making power of major stakeholders. Source: the author 

This figure represents the major stakeholders’ decision-making power. The larger the circle, the 

bigger the power in the decision-making process. The higher the circle on the Y axis, the more responsibility 
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stakeholders have in the overall production. Participants are thus linked and cannot work without each other, 

but their responsibilities are segregated to their knowledge area.  

“[…] from the moment a director takes over and accepts the job, say ‘alright I’ll do [it]’, she did not 

expect me to discuss with me how to do it. I would be the same, if I were hired by a theater […] to do this one 

production. I would say ‘since you asked me, I suppose you trust me’ […] ‘Don’t tell me how to direct’. It’s very 

personal, these productions – it’s old in that sense” (Emmet Feigenberg, 2016). Even the leader, who has been 

in the follower’s position for many years, acknowledges that once the decision of who should direct the play 

has been made, the artistic director is not expected to give any more input. Artistic directors are officially 

always the final decision-makers, but tradition stops them from interfering with the director’s decision-

making. 

 

Figure 2: Creative Process. Source: the author. 

This second figures is complementary to the first one, highlighting here the creative process of the 

main stakeholders. Once again, the process is segmented. The red lines illustrate the gatekeepers. 

Participants’ creativity is only relevant in their field, and do not overlap with the other’s. Within these frames, 

individuals have a very high degree of flexibility and creativity though. “On the artistic side of it, I get a lot of 

freedom as [a] director” (Rune David Grue, 2016). Once the artistic director has chosen the director, he can 

fully express his creativity. The director has almost no limitations, except from the details agreed upon with 

the artistic director at the beginning. “[…] the outer frames are given by Emmet, but we kind of still decided 

a lot of things ourselves. […] The flexibility starts at the first rehearsal day, not before that, in the ordinary 

way of producing of course, which is different from the Red Room” (Maria Rossing, 2016). The artists also 

perceived that they do have an important role in the creative process, but that this role only starts on the 

day of rehearsal. Although they feel they have a say in decisions which have been taken before the beginning 

of their involvement, creative inputs are not – or rarely – taken into consideration. “Usually when actors ask 

these questions, when you have begun rehearsal, it’s already too late. So you get a bit stressed as a director, 
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because you are asking questions about the set that was decided half a year ago! [It’s already built], the 

money is already spent” (Rune David Grue, 2016). Since the decision-making process is segmented, the 

creative process is also automatically segmented the same way. Productions are short-term projects with 

limited budgets, which means that all decisions must be as permanent as possible once taken. The creative 

and decision-making gatekeepers are frames which provide the artists with a known setting to work in. 

However, since there is little collaboration in this work, misunderstandings and disagreements can arise, 

making the frame unsustainable and harmful than its intended helpfulness. 

Normal productions are thus embedded in unique leadership dynamics. A transformational 

leadership approach can be recognized, when we analyze the leader’s and followers’ role and the exchanges 

between them. This model is based on the increase of followers’ power, and the acknowledgment that 

engaging employees in their work will give them more satisfaction, and thus more efficiency (Gill, 2011). 

Transformational leadership also recognizes the need to work for a higher purpose, which is very present in 

theater as highlighted earlier. Theater leaders have recognized that the other stakeholders are crucial to 

productions, but they still place themselves in the center of both the decision-making and creative process. 

However, the followers’ role is decisive enough to question whether the transformational approach qualifies 

the best theaters. They are individuals who execute the leader’s vision, but it is only through their high 

qualification and their deep knowledge of the field that they can meet the expectations. A more appropriate 

approach can thus be the directive creative leadership. This model has many similarities with 

transformational leadership, but the followers have a more capital role. Their creative input and decision-

making power are still limited, but the leader is strongly relying on them to achieve their goals (Mainemelis 

et al., 2015). In theaters, artists have an expertise in their field that allows leaders to design productions. The 

leader is still the main figure, but his dependence on the followers’ qualification is larger than in the 

transformational leadership approach.  

Directive creative leadership is part of the broader creative leadership concept, defined by 

Mainemelis, Kark, & Epitropaki (2015). This approach focuses on the dynamics between different 

stakeholders, and contextual characteristics. Theaters’ dynamics can thus be cautiously qualified by the 

directive branch of creative leadership. Yet, “Directive creative leaders are primary creators who materialize 

their creative vision through other people’s work” (Mainemelis et al., 2015, p.35). In theaters, followers are 

limited in the overall creative process, but they are almost completely free within their own specific frame. 

Directive creative leadership recognizes that followers can indeed have responsibility in that process, but in 

a more overall integrated dynamic than in theaters.  
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The leadership style in normal production thus partly comes from transformational leadership, and 

partly from directive creative leadership. The lack of a clear approach is an obstacle to leading creative 

people. As highlighted earlier, this task is difficult, and missing a well-adapted approach can harm the whole 

creative process. If a leadership dynamic appropriate to theaters was defined, more resources and energy 

would be available for creative processes, which are the roots of art. 

 

5.2.2 The Red Room – An integrating creative leadership 

The last sections have analyzed the contextual background of the Red Room, as well as normal 

productions’ characteristics. This shows that the current status of leadership in theaters is not sustainable in 

today’s environment. Theaters are institutions embedded in old traditions, they tend to lack change and 

innovation. National theaters such as the Royal Theater are even less inclined to new processes than smaller, 

more flexible institutions. Yet, the project of the Red Room has proven that different approaches could be 

implemented. A change in leadership dynamics toward integrating creative leadership has allowed a new 

collaborative process to arise, overall creative inputs to be better shared, and a renewed integration to the 

external environment. 

 

5.2.2.1 An Environment for Creativity 

All the stakeholders had an understanding of what the need was since it was thoroughly discussed at 

the beginning. “When we started, we had options, we had meetings where we talked about what we wanted 

to do with this possibility. Because there were no strings attached. […] It was more ‘So now, what do you want 

to use this privilege for?’” (Maria Rossing, 2016). Before even starting producing, they created a unique 

environment. All participants were allowed and even expected to build this new vision which would be their 

frame of production. Work contexts are crucial in creative processes (Shalley & Gilson, 2004). Collaboratively 

designing this context gave the opportunity for all stakeholders to be involved, and break with the decision-

making and creativity segmentation.  

Many contexts can be fertile for creativity to emerge and flourish, but some factors are key to 

success. Rickards & Moger (2000) defined five major elements: a shared vision, a positive climate, a learning 

environment where mistakes are an option, and the commitment to ideas. Conducting a project in this type 

of context increases likelihood of fostering creativity. “So we talked, had meetings, seminars. We talked about 

what theater we liked to watch, had impressed us the most, what we dreamt of. Then we tried to do that” 

(Maria Rossing, 2016). “[We] did have some shows that didn’t sell. I think you would call them, at least 
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financially, a failure. […] Sometimes it went well, sometimes something happened and it didn’t turn out the 

way we expected. […] Also the fact that it was ok to make mistakes made it very successful” (Eva Præstiin, 

2016). These two quotes illustrates the type of environment the Red Room was built in. It meets the elements 

Rickards & Moger mentioned, proving that from the beginning, the Red Room’s context had a positive ground 

for creativity and change. 

The Red Room was embedded in a frame. Not only was it part of the Royal Theater, but it was 

assigned the medium stage from the beginning, with very clear specifications. The budget was set and non-

negotiable, the amount of human and technical resources were allocated, and the minimum amount of 

expected productions agreed on. “That high degree of independence was matched with economic and 

practical frames which were very clear” (Emmet Feigenberg, 2015). Having a frame in artistic projects is 

crucial (Boerner & Gebert, 2005). “[You] get that amount of money, and you get this amount of technical 

crew, hours of workshop. And actually, the money and the technical hours of workshop, and the technical 

crew, that was a very small amount of people” (Eva Præstiin, 2016). The frame was constraining because the 

resources allocated were limited, more limited than what productions of this size would normally have 

expected. However, having such constraints was also a motivation for the participants to be more creative. 

They had to collaborate not only internally, but also with other people from the theater, taking advantage of 

being in an institution like the Royal Theater. “I think we also really wanted to work collectively, to work from 

bottom-up, but it was also a very big necessity. We had to ask everybody how to make this happen. If you just 

looked at it on the paper, [...] you couldn’t do it. So we just really had to ask everybody. ‘If we really want this 

to happen’, and they say ‘no no, that can’t happen’ and we said ‘but if we want it to happen, what do we 

need?’ ‘No but you can't make sets, you can only have walls, and you can take the wall up, and take the wall 

out. Put them on wheels’. We said ok, and made only walls” (Eva Præstiin, 2016). The tight frame they were 

working in forced them to question the status-quo, to go beyond what is normally done in theaters. Creative 

processes were crucial in order to achieve their goals.  

The whole environment of the Red Room, both internal and external was thus pointing toward 

change and collaboration. All the participants’ roles had to be thought through again, since the new context 

conveyed different dynamics.  

 

5.2.2.2 The Leader 

In the Red Room, Feigenberg was the main leader. The directors also took that role from time to 

time, but they remained followers most of the time. All the stakeholders had a different relationship with 
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him, since they had different roles in the production. The change in the leader’s approach occurred at several 

levels. 

First of all, he became the protector of the Red Room against the rest of the organization. Feigenberg 

was the founder of the Red Room, the person who put up the project and convinced the other relevant 

stakeholders. This project was intended to have a different decision-making and creation process. The leader 

was thus going to have to justify their new methods in order to avoid the artists’ creativity to be harmed by 

bureaucracy and status-quo. “‘We do it like this, so better learn that this is how we do it’. I would have to 

abolish that, say ‘we don’t do it like this anymore, with the Red Room we do it differently’. And that was part 

of my role, was to take them from these dangerous attacks of the organization. So that was a very important 

part of what I did all along. Particularly of course in the beginning” (Emmet Feigenberg, 2016). The Red Room 

was not only innovative in its productions, but also in all sorts of processes. The Royal Theater is segmented 

in departments which the artistic director does not have any control over, making every existing condition a 

new challenge. He had to convince that this experiment had both an artistic and economic sense. He passed 

gates that the artists would not have the authority on. “[…] making sure that the rest of the organization 

understood that it’s fine if they want to make their own Facebook page, let them do it. We need this 

experiment and maybe the great institution can learn something from it” (Eva Præstiin, 2016).  

The second part of his new leadership role was to be a partner, someone to talk to. The concept of 

‘leader’ was not appropriate anymore. “I became an advisor, I became a mentor maybe, I became just 

somebody to talk to” (Emmet Feigenberg, 2016). This role was important for all the participants because of 

his experience and knowledge. As stated before, theater leaders used to be followers themselves before, 

when they were artists. For the directors, this new dynamic gave them the chance to be more creative, while 

always having someone to refer to in order to stay on track. “[he wasn’t] not critical. He raised some great 

questions often, and we often had many discussions, but it was in the spirit of giving us the freedom. He has 

never said no to anything, but he has sometimes made me choose not to go with an idea. Because he raised 

good questions about it like ‘what are the reasons you want to do this play, really, basically?’ What made me 

talk a bit about it. And then made me realize myself ‘I’m doing this for the wrong reasons’” (Rune David Grue, 

2016). The actors also perceived Feigenberg as a partner. They did not see him as often as the directors since 

he did not attend many rehearsals, but his physical presence was not key. “We saw him very rarely actually. 

We maybe saw him once a month, every second month maybe. He would come to the first audience 

performances, and make critiques, help us […]” (Maria Rossing, 2016). His availability for everyone to come 

and talk if necessary was perceived as both unique and capital. All the stakeholders were aware of his open-

door policy. The decrease in physical and psychological distance is a current concern in leadership dynamics 

(Fletcher et al., 2003; Gill, 2011). Feigenberg was able to apply this change to the Red Room, moving away 
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from the top-down flow. “He was always there. You always felt that you could go in there and talk, share 

something if there was something. I could see really clearly that he decided to stay out of it. That was a 

decision that he took” (Mikkel Arndt, 2016). This new type of relationship between the leader and the 

followers breaks with the usual hierarchical top-down dynamics in normal productions. Although there can 

be exchanges in these normal settings, the leader stays away from day-to-day concerns, focusing exclusively 

on the overall picture. In the Red Room, Feigenberg changed his role by encouraging inputs from all 

participants, either related to the production or personal concerns. 

 

5.2.2.3 The Followers 

The changes in the stakeholders’ role did not only occur for the leader, but also for the followers. As 

analyzed by Jackson & Parry (2011), there is a tendency in increasing the followers’ decision-making power 

and degree of responsibility. However, theaters had always been adverse to this type of changes, mainly 

because of the tradition and hierarchy linked to large institutions such as the Royal Theater. In the Red Room, 

all participants’ roles evolved, stepping away from the usual followers’ expectations and requirements. 

The decision-making process changed from being almost exclusively the leader’s to be mostly the 

followers’. Since Feigenberg’s role became more of an advisor, the followers were left with most of the 

responsibility. “In the Red Room it was quite the opposite, they made all the decision, about what they wanted 

to do, who was going to direct it, which actors were to play which part. Of course they would have to get it 

accepted by me […] I could say no, I don’t like the idea, but I never did it […] they talked to me all the time, 

had lots of exchanges about it. But the weight of the responsibility was theirs” (Emmet Feigenberg, 2015). 

This new responsibility was the ground for a renewed creativity. Since the decision was mainly the followers’, 

a stronger sense of ownership arose. “That’s also very different, because when the artists have the freedom 

to go home and think ‘what do I want to say to the world, which piece’. […] The original ideas weren’t Emmet’s 

ideas, it was the artists’” (Eva Præstiin, 2016). The decision-making and creative dynamics were thus moved 

from the leader’s role onto the followers.  

Moreover, the relationship between followers also evolved. They had a higher degree of 

responsibility, but they were supposed to work more collaboratively. Each stakeholder was thus expert in 

one area, making them the final decision-maker in that field, but all decisions had to be discussed 

beforehand. Exchanges between followers became more democratic. Even questions such as budget – which 

usually do not concern some participants such as the actors – were addressed and agreed upon. “So I could 

decide whether I wanted to use it all in one project, or how I wanted to split it up. Of course I decided with the 

group, because we have this dialogue about where do we want to use the money this year, do we have 
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something specific that we want to investigate or make some sort of artistic research and take some of the 

money on a course” (Eva Præstiin, 2016). Processes in the Red Room were more dynamic than in normal 

productions, pushing the participants further in artistic considerations. The deeper trust between all the 

followers gave them the opportunity to both question what they were doing, and how they were doing it. 

They did not have to only receive a piece and then play the way it was supposed to be played. They had the 

possibility – and were expected – to push their reasoning further, understanding the performances and their 

underlying reasons better. This gave them more material and certainty to perform and be creative. “In the 

Red Room that’s completely different. We have this dialogue [...] back and forth, discussing often why are we 

doing this, what is important about it […]” (Rune David Grue, 2016).  

The followers’ role and their surrounding dynamics changed thus a lot in the Red Room compared to 

normal productions. Both the leader-followers and follower-follower relationships evolved toward a more 

balanced dynamic. This change in the followers’ decision-making and creative inputs are elements of the new 

leadership approach, the integrating creative leadership. 

 

5.2.2.4 Leadership Dynamics 

The new environment framed for creativity, the changes in the leader’s role, and the new increased 

power and responsibility of the followers show that leadership dynamics have evolved. As pointed out earlier, 

theaters are mostly embedded in the crossing between transformational leadership and directive creative 

leadership. These two approaches are strongly leader-centered when it comes to decision-making and 

creative inputs. The Red Room shifted this approach by increasing the followers’ degree of responsibility. 

However, the leadership style has not become completely collaborative, since stakeholders have more 

decision-making power in some areas of their own field.  
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Figure 3: Decision-making power of major stakeholders. Source: the author 

This figure shows the change in decision-making dynamics and responsibility in productions. The 

original responsibility is shown here in order to understand the shift. The orange arrows mark these 

evolutions. The size of the blue sphere still represents the size of stakeholders’ decision-making power.  

The artistic director, directors, and actors experienced changes with the new integrating creative 

leadership. The artistic director and the directors both gained and lost responsibility in the production. Since 

processes became more collaborative, all stakeholders had a saying regarding the plays and how they should 

be played. Some responsibilities which used to be exclusively Feigenberg’s or exclusively the directors’ where 

now discussed between all participants. However, some of the final responsibilities became the artistic 

director’s or the directors’, which they did not have in the past. Illustrating this change with quotes from the 

interviewees will make the dynamics more comprehensible. 

 

The Artistic Director 

As stated earlier, the constant exchange between the leader and the followers was rather based on 

advising and mentoring than directing. The collaborative perspective of the Red Room gave – to some extent 

– equal responsibility to all stakeholders. The directors and actors where thus taking decision which would 

have been the artistic director’s authority in normal productions. “Of course they would have to get it 

accepted by me […] I could say no, I don’t like the idea, but I never did it. […] They talked to me all the time, 
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had lots of exchanges about it. But the weight of the responsibility was theirs” (Emmet Feigenberg, 2015). 

The leader’s decision-making power and degree of responsibility was thus equal to the other stakeholders’ 

in most situations.  

On the other hand, when external directors are hired by the Royal Theater, the artistic director has 

little responsibility in the rest of the process. He is the one giving the general guidelines, but does not 

interfere once the director starts working. In the Red Room, he did not participate to the day-to-day decision-

making process, but he regularly had exchanges with the directors. “So in a way he was more involved, but 

in a way there was also more freedom” (Rune David Grue, 2016). Also, since he was the founder of the 

project, his opinion and his values were conveyed by the followers. He had chosen people who see theater 

the same way as he did. So indirectly, his degree of responsibility in the Red Room was higher than in other 

projects. “[It was] maybe more different for them than for me in a sense, it was mine anyway. I didn’t find the 

play, but I found you. So for me it was not that different, although it was of course” (Emmet Feigenberg, 

2016). This explains the top left sphere in the figure, the increase in responsibility in productions. 

 

The Directors 

In the new leadership approach, the directors’ responsibility and decision-making power changed in 

the same way as for the artistic director. On the one hand, they were much freer, they could be far more 

creative than in normal productions. The Royal Theater’s heavy bureaucracy was not in the way anymore, 

they could try new types of productions. “[…] in the Red Room is, for instance right now we are doing a show 

based on a book by the philosopher Schopenhauer, which is about the art of winning a discussion. All I came 

with was this book. ‘I would like to do something with this book’. I didn’t have a script, I couldn’t describe 

how. That wouldn’t be enough in a traditional production. They would need to know more. […] So in the first 

steps of the process, I, in the Red Room, have a completely different kind of freedom” (Rune David Grue, 

2016). The leadership dynamic between the artistic director and the director was thus different in the Red 

Room, based much more on the exchange. At that stage, the artists were also involved in the process – a role 

they would not have in normal productions. That new dynamic is illustrated by the three spheres of equal 

size at the same responsibility level in Figure 3.  

Nonetheless, the directors’ degree of responsibility also increased to some extent. Even though the 

collaboration with the other stakeholders increased, they took decisions in the Red Room which would not 

have been of their authority in normal productions. The leader was still the final decision-maker, “He could 

say ‘no I don’t want that piece’” (Eva Præstiin, 2016), but the directors were never declined any initiative. 

Feigenberg had conversations with them after which they may have changed their opinion, but this process 
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was still internal to the directors’. Furthermore, the follower-follower dynamic was more collaborative than 

in normal productions but “it is not a completely flat structure, in the end it was me and Elisa deciding ‘ok it’s 

going to be this’. Doing that, but at the same time really listening to what is being said, not just pretending, 

but really listen” (Rune David Grue, 2016). The creative inputs gathered in the group process were thus taken 

in consideration when decisions were taken. “There are parts of the process that don’t include everybody […] 

where it’s important to not have everybody around the table, because then I go crazy” (Rune David Grue, 

2016). Their creativity was not limited by neither the leader nor the institution, and their decision-making 

power strongly increased. This explains the directors’ increase in responsibility in the figure.  

 

The Actors 

“I’ve been experiencing a lot of directors who aren’t that interested in the pointy model of the 

hierarchy. But are more interested in the flat structure where you really are depending on what the actors 

bring to the table. […] I always think I have a very big saying, if I have something to say of course” (Maria 

Rossing, 2016). This was one of Maria’s first statements, she did not feel that the leadership dynamic was so 

different in the Red Room compared to other productions. She added afterward, as already quoted earlier 

“The flexibility starts at the first rehearsal day, not before that, in the ordinary way of producing of course, 

which is different from the Red Room” (Maria Rossing, 2016). This latter quote contradicts the former one. 

The actors seem to have perceived a smaller change in their role in the Red Room, a smaller increase in their 

responsibility and decision-making power. However, in normal productions, they would have the possibility 

to give creative inputs, but this would not necessarily be heard by the director. As David Grue points out, 

most of the time when they do comment about the production or the set design, everything had already 

been decided months ago, and the money is already spent. Their involvement in the Red Room was thus 

much more important than in normal productions.  

The actors’ new position in the leadership dynamic is not the same as the artistic director’s and the 

directors’. These stakeholders did not see their responsibility increase on the one hand and decrease on the 

other, but it only increased. Their overall authority in the productions was equal to the other stakeholders’. 

They were expected to take part in the decision-making regarding both artistic questions and other 

processes. In normal productions, they would have only played their parts inside a frame designed by the 

director or artistic director beforehand. In this frame, their creativity was important though, but not in other 

areas of the production. “In the Red Room, they wouldn’t say ‘Emmet wants’, they would say ‘Elisa wants to 

do this’, ‘Rune wants to do that’, and ‘What do we want to do’” (Emmet Feigenberg, 2016). The equal degree 

of responsibility of all the participants decreased the hierarchy, and gave them a stronger sense of ownership.  
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The actors were part of the decision-making and creative process, at the same level as the artistic 

director and directors – as showed in the figure. “We had a lot of ideas in the beginning” (Mikkel Arndt, 2016). 

Yet, two elements came in the way of them being consistently equally involved in the dynamics: actors are 

not trained to think and create as directors, and the high amount of work put in their role kept them from 

generating new ideas. “Maybe I would say, this ideal situation kind of vanished because we got so tired along 

the way, because we worked so incredibly much. And maybe here and there, there were really these fantastic 

moments, and then there was more ordinary experiences along the way, because we were too tired to get 

the brilliant ideas” (Maria Rossing, 2016).  “And also we are not used in thinking [like that]. I’m starting to 

think that I’m an actor for a reason actually! I’m not very strong in this idea phase” (Maria Rossing, 2016). 

Their creativity was supposed to be improved through this leadership dynamic, but it became more harmful 

than beneficial in some situations. Despite these difficulties, they both agreed that the overall experience 

was more interesting and profitable than they phrased it in the interview. 

 

Integrating Creative Leadership 

The analysis and illustration of the changes in the leadership dynamics in the Red Room show how 

this project moved away from the traditional transformational-directive leadership approach, to an 

integrating creative leadership. In their research project, Mainemelis, Kark & Epitropaki (2015) designed a 

figure in order to clarify the different creative leadership types.  
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Figure 4: A Multi-Context Framework of Creative Leadership. Source: Mainemelis, Kark & Epitropaki, 2015 

The change of responsibility between the Red Room’s stakeholders is linked to the increase in the 

followers’ creative contributions. The leader is not the central decision-maker nor creative contributors, 

collaboration between the participants is increased. The actors and directors have more authority in the 

overall production, not only related to their original role. They are expected and even demanded to be more 

creative and more proactive in the processes. The leader is not the only one who has a vision he wants to see 

materialized, the whole team builds together a vision. The stakeholders have different areas of expertise, but 

they benefit from each other and go beyond the addition of individual creativity. The new flexibility and 

degree of trust in the group gives the opportunity to the team to take their creativity further, to a point they 

would not have been able to attain without this new leadership dynamics. “[…] we have developed a way of 

working together, so we can make things happen that really should be impossible” (Rune David Grue, 2016). 

The change of leadership approach toward integrating creative leadership was thus a tool which 

changed the way creativity was used. While normal productions exclusively use it to build and improve the 

individuals’ roles – producing their own hats without knowing why, as David Grue illustrates it – the Red 

Room integrated it to the whole exchange dynamics, creation process, and collaborative work. 
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5.2.2.5 Creative Process 

As analyzed in the previous section, the leadership dynamic in the Red Room changed to an 

integrating creative leadership. This system came along with a new creative approach. The processes are 

segmented in normal productions, while it was much more collaborative in this project.  

Figure 3 illustrates that all stakeholders had – to some extent – equal responsibility in the production 

process. The three spheres of equal size at a level place on the responsibility scale show that creativity was 

expected to be shared between all participants. They all had the possibility and authority to give input and 

make decisions in the production.  

The involvement of all the participants from the beginning of the production was one of the major 

change in the creative process. As stated before, in normal productions, the actors are only involved from 

the first day of rehearsal. Before that, they had never heard any details about the piece. The artistic director 

does not have authority anymore either, since he has hired a director and given him the lead. In the Red 

Room however, this segmented process is deconstructed. All the participants are involved in the production 

from the beginning. The actors are more able to participate in the overall decision-making, because details 

are not yet set when they are presented the show. This democratic and collaborative process is more time-

consuming, since it needs to be discussed in more detail than when the director is solely responsible for the 

production. However, since all participants are involved in the process from the beginning on, less 

misunderstandings are likely to occur during rehearsals. Questions, suggestions and disagreements are 

addressed ahead. “[When] we start a production with the Red Room, these questions have been asked much 

before. So everybody knows. And it’s not always that everyone agrees, but everybody knows ‘we are doing it 

this way, and we made this choice’” (Rune David Grue, 2016). This flexibility is not only time saving during 

the rehearsal process, it also provides the participants with an environment more prone to creativity. The 

actors have the possibility to give inputs in the overall creative process and become decision-makers. The 

director is also more understood by the other members. All stakeholders have a higher degree of creativity. 

“[When] the Nordic Feather show was developed, we started half a year ago where I came to the 

actors and told ‘I don’t know anything. We have a book, a documentary book about this thing, which is 

impossible to translate to theater because it’s complex’ […] ‘How should we do it?’ and I just said ‘I don’t 

know!’ […] Together we investigated these questions on the stage, and found some answers, some very 

radical answers also. For instance that in our show, the boss, which is the most important character, […] was 

going to be a loud speaker. […] That’s a very radical decision, it’s like making Hamlet without Hamlet. We 

knew that everyone would be like ‘What? Are you doing it like that?” But because we had decided, it was my 

idea but they knew very early. […] It was beautiful, because if that was more a normal production, if I said 
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that on the first of rehearsal my heart would just be ‘huuuuu, I’m going to tell them!’ What if people were 

saying ‘you are crazy, why are we doing it like this?’ […] But here everyone knew! So when we started half a 

year later, everyone knew we had taken this radical decision, it came from me but everyone knew why it 

came. That’s different than a normal process” (Rune David Grue, 2016). This quote from one of the directors 

is long, but it illustrates well the whole collaborative creative process in the Red Room described earlier, 

compared to normal productions. The mutual trust between all the participants was a pillar for creativity 

development.  

The creative process driven by the integrating creative leadership is a major element for the artistic 

and economic success of the Red Room. Flexibility, trust, and collaboration are time-saving and add fertility 

for unexplored creative depth. This environment where creativity was more expected gave more material 

and more possibilities to work with. There was also less stress generated by the fear that some participants 

might question ideas, since the decisions were discussed and taken collaboratively. 

 

5.2.3 Everyday Innovators – International Perspective 

As defined earlier, the Everyday Innovators report gathers 13 different innovative leadership 

initiatives in nine European countries. They are not all directly related to the Red Room, but they address 

common leadership questions. Four of the cases have a stronger affiliation to the Red Room, I will thus make 

a short analysis of these relevant cases. I will also link these examples with the analysis of the Red Room 

made earlier. 

Sharing a weekly lunch with all the team members is the first case. Judith Knight initiated this at the 

Artsadmin in London. She aimed to decrease the stakeholders’ isolation, and increase communication 

between them. The meal shared is symbolic, it is a tool to bring all the participants together in a setting which 

is less formal than normal meetings. During these lunches, a different person every week is in charge of the 

talks, which gives a voice to each member. The followers’ responsibility and inputs are thus more shared, 

creating more dialogue between the individuals. The leadership dynamic is less leader-centered and tends 

to become an integrating creative leadership as well. The Red Room also created a weekly meeting where 

participants did not work on their role or rehearse, but had time to talk about any relevant subject. 

The second case is the setup of a yearly weekend seminar away from the office, in the countryside. 

This was conducted at the Ponec Theater in Prague. The leader initiated this seminar in order to generate 

creative spaces. The participants are inspired by change and new contexts, while building a team spirit. This 

weekend is the opportunity for them to discuss deeper concerns which are not part of the day-to-day work, 
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but impact their daily life. This project, in the same line as the previous one, aims at increasing collaboration, 

by giving the opportunity to all the participants to express their concerns. The renewed motivation and trust 

built is then beneficial for the organization. Leadership dynamics are also shifted to increase the followers’ 

overall responsibility.  

The next project is the creation of groups of three people to develop artistic initiatives in Orléan, 

France. The Culture O Centre gathered people with different expertise in order to address issues that 

someone with general knowledge would not have been aware of. The leader, Sibylle Arlet, developed 

collaborations between these different people in order to foster teamwork. Decisions were discussed 

collaboratively, but the field’s expert was the final decision-maker. This new leadership dynamic is similar to 

the Red Room’s since the participants’ overall responsibility was shared, but one stakeholder always had the 

final authority.  

The fourth case happened in Gant, Belgium, at the Vooruit. Luc Dewaele decided to change the way 

the artistic plan was made. The leader was not the only person in charge of the planning anymore, but made 

this artistic decision a shared process between all the employees. This dynamic increased the time spent on 

the decision-making, and gave authority to some individuals who did not use to have that type of role. In the 

Red Room, this type of planning agreement was also made, increasing the sense of ownership and decreasing 

misunderstandings and long term disagreements. 

Everyday Innovators features many different types of innovative leadership initiative. They are all 

small changes in the organizations’ routines, but they bring an increased sense of ownership, collaborative 

work, and a deeper understanding of the everyday work. The four cases detailed here were especially 

relevant because they showcase changes similar to the ones in the Red Room. In a sense, the Royal Theater’s 

project was of a larger scale than the Everyday Innovators, because it possessed several elements across the 

report’s cases. Size and resources of the Royal Theater may be defined as the reasons for the greater scale 

of innovation in the Red Room. 

 

Summary 

The Red Room showcases a change in the leadership dynamic in theaters. The approach evolved from 

a transformational-directive leadership style, to an integrating creative leadership. The environment was 

fertile for participants to thrive and embrace this opportunity. The leader changed his role to become a 

protector of the project, but also a mentor and an advisor. The followers increased their responsibility in both 

the decision-making and creative process. The exchanges and processes were still embedded in a leader-
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followers dynamic though. The Red Room was not a collaborative leadership since there were final decision-

maker roles. However, these final decisions were always made after extensive discussions, giving more 

authority to the agreement. The integrating creative leadership approach was a tool for the project to achieve 

the economic and artistic goals. Moreover, the international perspective given by the Everyday Innovators 

cases shows that this type of new leadership dynamic is not only a concern in the Danish context. Throughout 

Europe, cultural institutions are starting to change toward a more integrating creative leadership. 
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5.3 Outcomes of the project 

The two latter sections have put the Red Room – both its context before it started and its realization 

– into perspective with existing pieces of literature. I have analyzed the change in leadership dynamic, from 

a transformational-directive approach to an integrating creative leadership. This evolution is an element of 

the success of the Red Room in meeting its artistic and economic goals. 

The project of the Red Room affected all the participants differently, leaving them with a unique 

experience. In this last section, I analyze the outcomes of this initiative from the main stakeholders’ 

perspective, as well as the new dynamics and processes. Finally, I put the outcome of this project in 

perspective with Everyday Innovators, demonstrating that a more profound societal issue was raised. Many 

cultural institutions are experiencing similar changes but at different scales. 

 

5.3.1 The leader 

The leader’s role in the Red Room evolved with the new leadership approach. As defined earlier, the 

followers gained more responsibility and decision-making power, including elements which would have been 

under the artistic director’s authority in normal productions. However, the increase in collaboration also gave 

a new field of influence to the leader. “You might even say, and that could seem paradoxical, but there is 

nothing wrong with paradoxes, you might even say that my – this is dangerous ground but I’ll try anyways - 

that my involvement in the making of the productions in the Red Room, even though I had given away the 

responsibility of making the choice to the Red Room, it was still rather big and important, whereas, in the big 

stage, the directors I hired to do things there, they would be maybe more sensitive to the boss mixing in. […] 

[There] was also room for me” (Emmet Feigenberg, 2016). He is hesitant in this statement in saying that his 

influence actually grew through this collaborative approach. The Red Room was intended to decrease the 

leader’s decision-making and creative power, which is likely to be the reason for his hesitation. However, the 

integrating creative leadership approach recognizes that there is still a leader, despite this role being more 

dynamic than in normal production. Theaters should not move from leader-centered leadership dynamics to 

approaches without a leader. This role is still crucial in these organizations, although a different approach 

seem to be beneficial. 

When asked whether he had learned a lot from this experience, Feigenberg explained that the Red 

Room had confirmed what he believed more than anything. This project had thus answered the needs he 

had perceived at the beginning. He was able to assess them for both the organization, the artists, the 

audience, and the cultural landscape in Denmark. Artistic leaders require knowledge and expertise about 
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their field in order to address the right challenge at the right time. Feigenberg was able to do that with the 

Red Room. 

 

5.3.2 The followers 

The followers were part of different dynamics within the Red Room. Although there were outcomes 

they could take out of the initiative which are individual, some of the learnings are common to all of them. 

They needed to be more proactive, to collaborate together, but also with the external environment. “I knew 

the institution very well. And I also had many great relations to people at the workshop, at the stage, sound 

technicians. So I was the one going out to everyone asking ‘how can we make this happen’, listening, ‘ok so 

you say we can only make one lighting plan, we can't move the light. Ok so you need to talk to my light 

designer, figure out how to do this” (Eva Præstiin, 2016). Their knowledge of both the field but also of the 

institution was crucial. The Red Room was not a ‘satellite’, as Feigenberg and Præstiin explain; it was 

integrated into the Royal Theater. This was a challenge because of the weight and bureaucracy of the 

institution, but it was also an opportunity because of the human resources available. If the participants had 

only stayed focused on their own small part, the way they would have in normal production, the Red Room 

would not have met its creative aspiration nor been viable. The knowledge and expertise of the Red Room 

members and of the Royal Theater gave them the possibility to ‘do the impossible’. 

Some of the stakeholders faced a challenge that other participants did not. The artists ran into a 

fatigue crisis. They had more responsibilities and were demanded to be more creative in their acting at the 

same time. Some elements of their new role were also new to them, including the participation to the 

creative process. “The workload was simply such that it would demand more of them. More hours, more 

clarity, responsibility, than it would of an actor doing this art and then rehearsing for the next play […]. They 

also had other activities than just doing the plays: meetings with audiences, introducing the plays, lots and 

lots of things” (Emmet Feigenberg, 2016). After the first two-and-a-half to three years, the weight of this 

extra work became too much for some actors. From then, they decided to adjust some processes in order to 

focus on the long term, and to put an end to the exhaustion that was accumulating. The dynamic between 

the followers was unique here, because they worked as a team and not only a sum of individuals. The new 

nature of the work made the human dynamics more collaborative as well. 

 



67 

 

5.3.3 Leadership Dynamics 

As analyzed before, the traditional leadership approach changed to an integrating creative 

leadership. One of the main elements in this evolution is the increase in creative contributions coming from 

the followers. Their degree of responsibility in the overall production and their decision-making power 

expanded as well.  

An outcome of this new dynamic which was brought by several of the interviewees is the renewed 

sense of ownership. Since both the followers and the leader had more authority on all the important 

decisions made in the productions, the participants felt that they were not only doing their own role, they 

were part of a greater project, something they built and they believed in. “You can save a lot of time, and 

you can create a lot of ownership within everybody working, which is especially important when you are 

pushing people quite hard, as we are in the Red Room. […] everyone around the project is proud of it, I think 

that’s actually the most important thing. Then, people work better!” (Rune David Grue, 2016). This new sense 

of ownership was not only important at a personal level, it was also contributing to their high commitment. 

The artists were fulfilling their vocation, which is their own motivation. The limited amount of resources the 

participants had was balanced by their long working hours. The depth of creativity they wanted – and were 

expected – to provide was rewarded by the artistic success and sense of ownership. “[…] we decided that we 

wanted rain, so when we were standing in the rain and three out of seven had a [pneumonia], or something 

like that, there was no one complaining about it. Because we actually asked for it. […] Understanding the 

foundation of the show you’re going to make is extremely important” (Maria Rossing, 2016). 

Theaters are institutions where changes are difficult to implement, even more in the case of old 

theaters such as the Royal Theater. Achieving the right balance in the leadership dynamic was thus a difficult 

process that took time for the participants of the Red Room. “I think we are at a place right now where 

everyone is so happy, because everyone knows how we work together. It feels very easy. Actually this year, 

the projects that I have made have been more opened than any others I’ve made in the Red Room” (Rune 

David Grue, 2016). The participants all know how the project works and what are their responsibilities. This 

was only possible because of the long-term perspective of the project. This achievement gave the participants 

even more freedom and trust to be creative. Several of the interviewees agreed that the show Metamorfoser 

was one of their best artistic successes. The show was produced in 2014, during the third year of the Red 

Room. Developing a new leadership dynamic requires time.  

Despite the Red Room’s artistic and economic success, some of the processes were troublesome. 

Theoretically, the actors’ degree of responsibility increased, but their exhaustion might have undermined 

this change. Not only were they not able to be more creative and provide inputs in the decision-making 
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process, but even in their normal roles as actors, their fatigue became a threat. The quality of their work was 

not impacted, but if they had not decreased the original amount of work they had, they might have had to 

stop the project. In a sense, they were pushed too far. Also, the collaborative approach to the project allowed 

all the stakeholders to be part of the decision-making process, but it also created personal frustration and 

time-consuming discussions. “It can also be stressful, because democracy is stressful. […] So the process of 

this ping-pong thing. Top-down is also easy, because it’s like this person makes the decision here and that’s 

over. Now we can move down here. The other is like back and forth, and that can also be tiring” (Rune David 

Grue, 2016). However, both issues highlighted here were solved to some extent throughout the project, 

helped by the high degree of trust in the members and in the project. 

 

5.3.4 Creative destruction 

The Red Room has now been running for five years. At the end of this season – summer 2016 – the 

project will stop. The cultural industries lack innovation in their processes, but they tend to regularly renew 

their projects. Despite the Red Room’s success, a new initiative will start from the beginning of the next 

season of the Royal Theater. There is thus a strong process of creative destruction in theaters. Projects are 

built, pursued, and stopped in order to be leave space for something new (Schumpeter, 1942). 

“[…] after two and a half or three years, I also began to think about renewing it” (Emmet Feigenberg, 

2015). Within the Red Room, there were some minor creative destructions throughout the five years. They 

helped the participants regain strength and motivation. New elements were added to the project. Creative 

destruction can also happen at the individual level. “There is a time when you think you can make a 

contribution and then you need to go. This project was so successful, I think I would always be standing in the 

corner saying ‘no we didn’t do it this way’” (Eva Præstiin, 2016). Also, artists are driven by their work, it is a 

vocation for them. They tend to question status-quo, and look for other challenges, “[…] otherwise it’s kind 

of too easy, then it’s not funny anymore” (Eva Præstiin, 2016). 

Creative destruction can be the ground for a renewed creativity, but may also destroy deeper 

processes. The Red Room ran for five years, which has given the trust and flexibility necessary to develop 

productions more creative than ever. This destruction is also difficult for some people, unsettling, and 

requires more involvement. The known and settled state of the Red Room was also perceived as an 

advantage by the directors and actors, because it provided them with a stable base they could work on. The 

success of this approach did not need to go through the creative destruction phase again. Opinions on this 

question seem to be divided, Præstiin and Feigenberg were more inclined to conduct the creatrive 

destruction process than the directors and actors. 
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5.3.5 The audience 

This project research will have been focused on the internal process of the Red Room, in the context 

of the Royal Theater. However, I have not considered the external outcomes of the Red Room. Although 

artists are strongly driven by art for art’s sake, this initiative was not only embedded in artistic but also in 

economic considerations. They need to reach audiences in order to provide budget for further development 

of the institution and of the people. “[…] when we talk about theater, it’s more important than anywhere 

else, or at least when you talk about performing arts. It’s more important than any art form because there is 

no way that you can save it for later. […] You can talk about Van Gogh and his paintings, he had no idea that 

he would be among the most expensive paintings in the world 100 years later. […] This is not possible in the 

theater, if you don’t have success now, you’re dead. It’s lost. So you need to be very careful to reach the 

balance you speak about. The public and business side develops along with the artistic intentions and 

experimentations” (Emmet Feigenberg, 2016).  

A way to measure the success of a production, according to Martin Havn – Strategy Analyst at the 

Royal Theater, is to look at the ratio of sold seats. One has to keep in mind that this method can be considered 

as biased, since the productions take place in rooms of different sizes. At the Royal Theater, there are three 

different stages: 

- The small stage (Lille Scene): 100 seats 

- The Red Room (Røde Rum): 250 seats 

- The main stage (Store Scene): approximately 650 seats  

 

Although it might seem misleading to compare ratio of sold seats because of the size difference of 

the stages, the number of performances for each production is linked with the capacity of the stage.  

Looking at the yearly report published publically by the Royal Theater allowed me to compare these 

ratios between stages, for each year from 2012 until 2015. During all four years, the Red Room was operating 

in the stage of the same name. The 2011 yearly report is interesting to look at too, since it is based on the 

year previous to the start of the Red Room, when the stage was still called Portscenen. I do not make a 

detailed quantitative analysis of this data, since the focus of this research is on leadership dynamics and 

qualitative analysis, but a look at a small sample of data can still be interesting.  

I only compare the Red Room and the Big Stage, since the Small Stage only welcomes zero to two 

production per year, which does not give enough data to draw conclusions.  
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Figure 5: Ration of sold seats during the Red Room – 2012 to 2015. Source: the author 

From 2012 until 2015, the Red Room and the Big Stage always have the same amount of productions, 

six or seven (except from 2014, where the Red Room only had 5). In 2012, 2013 and 2015, the Red Room had 

a number of productions reaching a ratio of sold seats equal or above 85%, at least twice as high as the Big 

Stage. 2014 is the only exception, the Big Stage had more productions with a ratio equal or above 85% than 

the Red Room0.  

 

Figure 6: Ratio of sold seats before the Red Room – 2011. Source: the author 

L: Small Stage 

P: The Portscen 

S: Big Stage 

         : 85% ratio 

L: Small Stage 

RR: The Red Room 

S: Big Stage 

         : 85% ratio 
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In comparison, in 2011, the Portscen only had two productions out of five with a ratio of sold seats 

higher than 85%. This number is lower that the Big Stage for the same year, and lower than any year when 

the Red Room was in place.  

This short analysis demonstrates that the Red Room was generally perceived as more successful than 

other types of productions. Since this analysis occurs over a four year period, I can deduce that there is a 

pattern, an element in this project different from the other stages. The difference of leadership style, 

generating a more creative environment, may be one of the elements of this success. 

 

5.3.6 International perspective 

The Everyday Innovators report highlighted a common set of considerations in the performing arts 

throughout Europe. Cultural institutions are facing challenges related to political, economic, and societal 

changes. Governments have decided to respond to the difficult economic landscape by cutting funds from 

public institutions, including theaters. Albane Guinet-Ahrens points out that cultural leaders also have to 

become better politicians in order to defend their funding, and convince the government of the importance 

of culture. 

The external environment is thus threatening cultural institutions, but internal dynamics are also 

challenging. As quoted earlier, many artists showed great signs of fatigue and were engaged in conflicts. 

Working conditions are difficult in that field, but the artistic sector stays nonetheless very attractive. People 

are motivated by what they do, which helps them accept precarious situations. “That doesn’t push leaders 

to change” (Albane Guinet-Ahrens, 2016). There are nowadays a greater number of independent artists than 

ever, both because people who were part of the start of independent theater in the 1980s are still working, 

but also because of international mobility. However, leaders are starting to feel that there is a need for 

change. The unstable environment and societal evolutions are elements of that evolution. “The question 

about these preoccupation is a deeper societal phenomenon. In that sense, the cultural sector is not very 

ahead of its time, but the cultural sector is in a society which is asking these questions nowadays. Those 

questions of flat management, collaborative space, contribution […] in the decision-making process” (Albane 

Guinet-Ahrens, 2016). The Everyday Innovators cases are reflections of these changes, they show that leaders 

across Europe are realizing that the current leader-centered model is not sustainable anymore.  

The cultural industries are not the only fields where a change of leadership dynamic is occurring. 

Organizations have tended to seek better productivity in both their processes and in the people they employ. 

“We are in contact with general work specialist, not people who work in the cultural sector, but work specialist 
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who express how important it is, in teamwork for anyone, to have common spaces to talk about work. Times 

when we look together at what we have to do, we talk, we evaluate what would be best. Work has to be 

talked through. […] We need these spaces. […] It is important to re-establish them” (Albane Guinet-Ahrens, 

2016). This lack of time to seek a deeper meaning to work pushes people to look for more radical answers, 

such as collaborative leadership approaches. In the Everyday Innovators’ cases, the leadership dynamics are 

more collaborative, but there is still a leader-followers relationship, with a final decision-maker. In the Red 

Room, most choices are made collaboratively, but some participants have the final authority in their field of 

expertise. Collaborative leadership is thus more a utopia coming from a deep unease state. It is a reactive 

answer to the traditional leader-centered approaches. “People put their hopes in collaborative models which 

have to be well implemented. One of the challenges is to not mistake those space, the collaborative space, 

and the decision-making space” (Albane Guinet-Ahrens, 2016). The integrating creative leadership is an 

answer to that concern. This approach notes that followers should be more involved in the creative and 

decision-making processes, but it still recognizes a leadership role, a final decision-maker. As quoted from 

David Grue earlier, there needs to be a time when the responsible stakeholder listens to the other 

participants’ suggestions, and a time when he can be alone, and decide on his own. 

Although the integrating creative leadership implies that there are these two collaborating and 

decided spaces, these elements are not defined in Mainemelis, Kark, & Epitropaki’s paper (2015). They 

analyze that followers should have more creative contributions in the processes, but they do not specify 

where the limit of this contribution should stand. In order to make good use of this approach, leaders have 

to be “very clear about the perimeter” (Albane Guinet-Ahrens, 2016). Even the concept of hierarchy does not 

have to be patronized, despite the aversion for concepts such as ‘leader’ in theaters. Hierarchy does not 

mean that we cannot have collaborative spaces, and then make a decision outside this space. Decisions 

should be taken with “more acuteness, because we have heard more people, because there were dynamics, 

a flowing collective interest, a realization of the need in the decision” (Albane Guinet-Ahrens, 2016). The 

integration of these different but complementary spaces could thus be added to the integrating creative 

leadership. The Everyday Innovators’ cases were of small scale, they were small changes in the dynamics, but 

they recognized both collaborative work and leadership role. The Red Room was of larger scale. The two 

types of spaces also existed in that project, since Feigenberg, David Grue, and other stakeholders were the 

final decision-makers in their field of expertise. Despite that, decisions were made after long discussions with 

the other participants, leaving space for all voices to be heard. This dynamic has a long-term outcome of 

increased degree of creativity, trust, flexibility, and sense of ownership. 
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Summary 

The Red Room brought changes in the leader’s and followers’ roles, as well as in the leadership 

dynamics and creative process. Although the project met both its artistic and economic goals, some of its 

elements were challenging for the participants. The long term perspective of the project allowed the 

difficulties to be solved, characterising the Red Room as a successful project. The changes in leadership 

dynamics it experienced are similar to other initiatives in cases reported by the Everyday Innovators. There 

is thus a trend throughout European cultural institutions to increase collaborative process, pointing toward 

an integrating creative leadership. 
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Chapter 6 - Conclusion 

In this research project, I study the leadership dynamics in theaters. They have traditionally been a 

combination between transformational and directive creative leadership. Yet, despite the lack of innovation 

in these institutions, economic, artistic and societal elements are pushing theaters to change. Artistic leaders 

are creative individuals, but they have always evolved in uncreative processes. The Red Room as well as the 

other cases drawn from Everyday Innovators prove that a change is possible, beneficial, but also necessary 

in order to adapt to the changing environment. A leadership approach evolution toward integrating creative 

leadership can be a tool to meet these new needs. Mainemelis, Kark, & Epitropaki (2015) developed this 

concept, which seems to be the type of leadership experienced in the cases presented. This new approach 

was successful in the projects, providing more flexibility, collaboration, and sense of ownership to the 

members. The trust developed also helped to increase the creativity in both the productions and processes. 

These finds will now be helpful in order to answer my research questions which have structured my 

thesis:  

 

 

 

 

 

 

 

The answer to my research questions is divided in three elements: a fertile context, a good 

implementation of change, and reflective and dynamic outcomes. 

In order to change a leadership approach, theaters need a fertile context and environment to do so, 

both internally and externally. Stakeholders of the projects, institutions, governments and audiences have to 

be open to this evolution. As stated in the analysis, theaters are embedded in the society. Although they tend 

to lack innovation, some societal changes are occurring, encouraging artistic leaders to follow these 

evolutions. Creative people are difficult to lead, since they consider their work as a vocation and not as a job. 

Also, there are many paradoxes embedded in creative work and theaters, increasing the challenging nature 

of innovation in these institutions. Shalley & Gilson (2004) confirm this empirical observation with theoretical 

How can theaters change their leadership approach in order to respond to challenges they are 

faced with? 

More specifically 

How did the Red Room meet both its artistic and economic goals through the evolution 

from a traditional transformational and directive creative leadership dynamic to an 

integrating creative leadership? 
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research in the creativity field. In order for creativity to occur, a fertile context is required. In the Red Room, 

creativity was not only demanded at the individual level, but also at the production and decision-making 

level. Emmet Feigenberg was the initiator of the Red Room, he managed to assess and evaluate the internal 

and external environment of the Royal Theater in order to create a project that would fulfill the needs 

perceived. He integrated this initiative to not only his personal artistic wish, but to a broader economic, 

artistic, and societal context. He understood that leadership dynamics could be different from the traditional 

leader-centered approaches, and could foster the creativity and expertise coming from both the members 

and the institution. The leader was crucial in initiating the project, but the other members also needed to be 

compatible with the new dynamic. They did not only sign for another traditional production, but chose to 

join a project driven by certain values they all shared. The project’s frame is also an important element here, 

because it was both a challenge and an opportunity. The budget allocated to the Red Room was small, which 

encouraged them to be creative in their production process if they wanted to be creative in their productions. 

Feigenberg’s initiative was thus embedded in an internal and external context where changes could occur, 

he found participants who would be driven by its values, and he set a frame that would foster creative 

thinking. All these elements created a fertile context for a change in leadership approach, and an increase in 

overall creativity. 

Changes in organization often occur in the right context, but a bad implementation can damage or 

even put an end to these changes. Both the leader, the followers and the external stakeholders need to be 

part or accepting of the implementation phase. As analyzed earlier, the Red Room’s members saw their role 

evolving with the increase of followers’ creative contribution to the overall production process. Their 

decision-making power and authority increased in comparison with normal productions. This new leadership 

dynamic also gave more responsibility to both the leader and the follower to implement the changes. The 

collaborative nature of the project encouraged the members to actively pursue this leadership change and 

their new values both within the project and in relation to the rest of the Royal Theater. Within the project, 

three elements were key to a successful change: trust, the right to make mistakes, and a long-term 

perspective. These three components are strongly linked. The long-term vision of the project gave the 

members more flexibility and the possibility to adapt. They knew they could experiment more since failing 

would not be perceived as an actual failure but as a learning process. This new dynamic as well as the 

collaborative environment they had built fostered trust, which encouraged them to be more creative. 

Externally to the project, at the Royal Theater, the change implementation was also successful. The role of 

the leader in that achievement is crucial, since he was the initiator of the project. He did not only create the 

Red Room, but he also helped the followers by protecting them from the organization’s traditions and 

bureaucracy. The involvement of the leader was thus not only visible, but it was also crucial. The 
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implementation of the integrating creative leadership was thus successfully conducted through the 

members’ involvement, as well as internal and external dynamics. This new approach allowed the Red Room 

to pursue its vision and values. 

Finally, the Red Room’s change in leadership dynamics was an element in the success of the project 

meeting its economic and artistic goals since this approach was more flexible and adapted to a changing 

environment. Since all the members had participated in the establishment of the project, all the voices were 

heard when the processes were discussed. The leader was not the only decision-maker and creative 

contributor, but shared that responsibility with the followers. Also, the implementation of the integrating 

creative leadership was an interesting process, because this approach is a virtuous circle. The implementation 

of this leadership dynamic came with the implementation of trust, flexibility and creativity in the processes. 

The better the implementation, the more trust, flexibility and creativity arose from this initiative. The Red 

Room was an encouraging learning environment, which allowed processes to be discussed, and changed 

when necessary. 

Putting the cases from Everyday Innovators in perspective gave more depth to my research project, 

since it showed that the challenges and solutions experienced in the Red Room are also experienced in other 

projects, in other contexts. Despite theaters being very affected in their day-to-day life by these different 

contexts, a deeper need for change was analyzed here. 

 

6.1 Recommendations 

A thorough analysis of the literature and of my empirical findings allowed me to draw conclusions 

from this research project. I will now provide recommendations, inspired from the articles read and the 

people interviewed. 

All of the Red Room’s participants saw their role evolving a lot. The interviewees defined some of the 

strength and weaknesses of the project, which help me to define recommendations. The artistic director – 

the leader in that project – defined a more collaborative environment, providing both the followers and the 

leader decision-making power in all the levels of the production and creative processes, as a good leadership 

tool. Setting a frame around that flexibility is crucial though, in order to set bearings for the members. 

Involving the actors earlier in the production is beneficial for both the director and for the actors themselves. 

This increases the participants’ sense of ownership, while decreasing misunderstanding further during the 

rehearsals. The possibility for artists to raise questions, doubts, and express their disagreement with the 

other members or the processes is also crucial. Creativity is a difficult element to foster, since it is sensitive 
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to many aspects of the context. An increase in trust allows the actors to focus on their creative work and 

avoid being distracted by conflicts and fatigue. Finally, the implementation of integrating creative leadership 

should be done along the creation of distinct but dynamic collaborative and decision-making spaces. This 

allows projects members to work in a transparent yet contributive frame. 

 

6.2 Future Work 

In this thesis, I have studied the evolution of leadership approach from a transformational and 

directive creative leadership to an integrating creative leadership in theaters. I took the Red Room as my 

main case, because of its unique situation within a larger organization such as the Royal Theater, of the size 

of the change, and of its context in the European society. Further work could be done by changing one or 

more of these three elements. Studying a project which includes more participants would give a perspective 

on leadership changes in larger groups. An institution which would implement changes on the whole 

organization would question whether theaters are too embedded in their traditions or if they are ready for 

deeper changes. Analyzing cases in other non-European countries would show if the economic, artistic and 

societal challenges faced are different from the ones related to European theaters. 

Finally, I was interested in the performing arts and especially theaters. A research project on other 

types of arts or other non-profit driven organizations could define potential future challenges and already 

existing solutions institutions experienced. 
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Appendices  

Appendix A: The Royal Theater’s Mission statement 

Værdigrundlag 

Det Kongelige Teater - hvor mennesker, kunst og drømme mødes 

Alle har vi brug for at møde det ypperste. Det er dér, vi som mennesker bliver opløftede, inspirerede og får 

en fornemmelse af, at verden og vi selv rummer mere, end det allerede erfarede. 

På Det Kongelige Teater er det vores opgave at stræbe efter netop dét – det excellente – i alt, hvad vi 

foretager os, og at sørge for, at det excellente kommer indenfor rækkevidde af enhver. 

Fra den garvede teatergænger til den, der møder teatret for allerførste gang, skal oplevelsen af Det Kongelige 

Teater være i særklasse – på scenen og udenfor. Det Kongelige Teater skal være vedkommende, attraktivt og 

nemt at vælge til. 

Som hele Danmarks teater og med et repertoire og sceniske fortolkninger, der taler til et mangfoldigt, 

nutidigt publikum, og med tilhørende aktiviteter og formidling, der rækker ud og inviterer, skal teatret være 

til inspiration og glæde for så mange som overhovedet muligt. 

Hvad enten det er opera, ballet, skuespil eller musik, der er på plakaten, om stilen er klassisk eller moderne, 

romantisk eller kontroversiel, om mødestedet er Operaen, Skuespilhuset, Gamle Scene eller som optrædener 

rundt om i landet, så er det ét samlet teater, der inviterer og står sammen om ét fælles mål: At levere det 

absolut bedste indenfor scenekunsten. 

Det gør vi ved at sætte høje standarder i alt, hvad vi laver. Det gør vi ved at være opsøgende. Det gør vi ved 

at stille store krav til os selv om relevans i alt fra kunsten til formidlingen af den. Det gør vi ved at sikre, at 

oplevelsen af teatret i alle kontaktpunkter med publikum er imødekommende og vedkommende. Det gør vi 

ved at forny os og udfordre grænserne for, hvad scenekunsten kan og skal i dag – og i dyb forståelse for for 

hvad den moderne kulturbruger efterspørger. 

Mission 

Det Kongelige Teater skal til enhver tid skabe excellente scenekunstoplevelser – både traditionsbevidst og 

fornyende, nicheorienteret og bredt appellerende – og bringe dem ud til så mange som muligt. 

Vision 

Publikum skal over de næste fire år opleve, at tilbuddene fra Det Kongelige Teater har en mere relevant og 

attraktiv appel end andre konkurrerende tilbud. 
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Strategisk retning 

Det Kongelige Teater vil over de næste fire år bevæge sig fra at være en driftsorganisation til at være en 

udviklingsorganisation. 

Strategiske temaer 

Disse 5 temaer understøtter den strategiske retning: 

• Det inviterende – vi rækker ud 

• Det udvidede – vi skaber unikke helhedsoplevelser 

• Det relevante – vi er vedkommende 

• Det excellente – vi leverer det ypperste i alle led 

• Det nytænkende – vi driver innovation 
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Appendix B: Interview recordings 

See the enclosed audio file. 

 


