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Abstract 

Businesses today are constantly seeking ways to use resources more efficiently, innovate, and 

grow. To do this, they increasingly look to the arts to see how adding artistic elements as part of 

everyday practice can transform the workplace and stimulate creativity. Most however, find it 

difficult to balance creativity with organizational realities as managerial practices prioritize 

predictability and control. As organizational research continues to look to the arts and to the field 

of entrepreneurship for successful examples of innovation, and entrepreneurship studies can be 

furthered by looking at unique examples in the form of cases, this thesis will explore the Artist 

Entrepreneur using the case study of Danish recycling sculpture artist Thomas Dambo. 

 

This thesis aims to answer two research questions: 1. What does the creative process of the 

Artist Entrepreneur involve? 2. What role does storytelling play for the Artist Entrepreneur? To 

answer these research questions, qualitative primary research in the form of interviews with 

Thomas Dambo and his staff were conducted, along with observations in his workshop, and a 

review of online interviews, videos and social media.  

 

The findings of this thesis suggest that in the case of Danish sculpture Artist Thomas Dambo, 

the Artist Entrepreneur uses the creative processes of effectuation, bricolage, and embodied 

intuition to effectively utilize resources at hand, maintain flexibility, and be open to inspiration. It 

demonstrates that underpinning Thomas’ creative work, is storytelling, a practice central to our 

human nature and critical to the Artist Entrepreneur to describe his entrepreneurial journey, 

establish identity and legitimacy as an artist, and to act as a bridge enabling him to extend his 

vision, promote his work, connect on an emotional level, and to frame, legitimize, and rationalize 

potential opportunities. 
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1. Introduction  

Artists and creative thinkers have the ability to invent and reinvent worlds. They excel at telling 

stories, passing on traditions, expressing universal emotions, unearthing truths to illuminate 

what lies hidden, creating new understandings, capturing beauty and ugliness, offering hope, 

and recording and preserving history. Artists have the power to connect and divide us, create 

communities, and provide joy, interaction, and inspiration. They also critique our political, 

economic and social systems pushing us to engage more thoughtfully and make steps toward 

social progress. Artists have the ability to build other representations of the world, and are 

experts at asking ‘why?’ In these ways, artists are a catalyst for innovation. 

 

As organizations today are constantly seeking to use resources more efficiently, innovate, and 

grow, they increasingly look to the arts in order to stimulate creativity, and to see how adding 

artistic elements as part of everyday practices can transform the workplace by creating a more 

open and playful space within the established organizational order (Hjorth, 2005; Stein & Lopez-

Remiro, 2010; Austin & Devin, 2004; Reckhenrich et al., 2009). It has been said that “to 

construct life differently, one must destroy the framework in which we normally live (Bureau & 

Zander, 2014:127)” and indeed innovative workplaces like the high tech companies of Silicon 

Valley have long been known for both their unconventional and playful work environments that 

are thought to inspire creativity. Most organizations however, find it difficult to balance creativity 

with organizational realities. Managerial practices prioritize predictability and control, and under 

these mechanisms, elements such as risk, play, desire and adventure are lost, and creativity is 

crowded out when possibility is prescribed by the governing practices of management (Hjorth, 

2005). 

 

As organizational research continues to look to the field of entrepreneurship for successful 

examples of innovation, and entrepreneurship studies themselves are furthered by looking at 

unique examples in the form of cases, this thesis will investigate the Artist Entrepreneur using 

the case study of Danish recycling sculpture artist Thomas Dambo to obtain an understanding 

of his creative processes, and the role that storytelling plays. This will be examined through an 
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interpretation of primary empirical data in the form of interviews and observations, and the 

analysis of online secondary sources. The aim of this thesis is not to find a universal conclusion 

on what the creative processes of the Artist Entrepreneur involve, or the role that storytelling 

plays, but to obtain further in-depth knowledge using this specific case. To do so, I will focus on 

the stories and narratives I gathered and interpreted through face to face interviews, my own 

observations, and online secondary sources to construct an understanding and a narrative 

about the creative process of Artist Entrepreneur Thomas Dambo, and how he uses storytelling.  

1.1 Case Description   

Thomas Dambo is a self-described recycled art activist, and rapper who creates sculptures, 

installations, and events, out of reclaimed materials in Denmark and around the world. Thomas 

is most widely known for his large scale, interactive, troll sculptures made entirely out of 

recycled wood, immersed within nature and constructed with the help of local volunteers. 

Thomas’ sculptures can be found in Denmark, Belgium, the USA, Puerto Rico, China, South 

Korea, and Australia. Thomas’ trolls have unique names, faces, postures, and a background 

story written in rhyme (A1). The sculptures belong to what Dambo calls the ‘Troll Universe’. In 

this world, the trolls are ancient guardians of the natural world who want to teach lessons to us 

‘little people’ about recycling, conservation and sustainability. Under the section entitled ‘our 

story’ on Dambo’s website1 it reads:  

Thomas Dambo is a Danish artist/musician with a master in design, who works to create 

art and useful things of old thrown away materials. He aims to involve his surroundings 

through workshops or by helping people make their own small part of the big projects 

that he is working at. By doing this he hopes to inspire others to play with the world's 

leftovers, see the possibilities and have fun. 

1.2 Motivation (My story) 

I chose the case of Artist Entrepreneur Thomas Dambo, not only due to the relevance to my 

Master’s program in Organizational Innovation and Entrepreneurship (OIE), but the case itself 

 
1 Thomasdambo.com 
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included so many of my own passions and interests like sculpture, nature, place-making, 

community engagement, sustainability, Danish culture, design, and stories. I thought the case 

would be rich and full of possible avenues for exploration. I found inspiration from classes in the 

OIE master’s program like Entrepreneurship in Context where we learned about the 

fundamental and underlying theories and scholars in entrepreneurship research, The Art of 

Innovation where we studied the contribution creative arts can make to entrepreneurship 

research, Making Social Science Matter where we examined case studies, and organizing 

within public spaces, as well as my elective courses in Creativity and Organization, Neuro 

Marketing, Open Innovation, and Managing Design. 

 

Throughout my Honours degree in Arts and Business, I enjoyed studying Art History and The 

Political Economy of Art and Architecture. For my undergraduate major research paper, I also 

chose a case study on large scale sculpture art, examining the National Gallery of Canada’s 

controversial purchase of Louise Bourgeois’ 30ft spider sculpture ‘Maman’, theorizing that the 

sculpture was being used as cultural capital (Bourdieu, 1977) by the Gallery to position 

themselves with the likes of other renowned art institutions around the world who also had a 

permanent or a temporary edition of the sculpture. Early in my career, I worked in sustainable 

transport planning in Melbourne, Australia where ‘place-making’- creating vibrant local spaces 

including parks, town squares, public art projects and neighbourhoods- played a large role in my 

effort to get people out of their cars to walk and cycle. While working in Melbourne, my 

colleagues and I looked to Copenhagen for examples of best practice sustainable infrastructure. 

 

I didn’t hear about Thomas Dambo’s sculptures until 2016 when they were featured on Visit 

Copenhagen’s webpage2. At that point I had never been to Denmark, and didn’t have any plans 

to visit, study or live there, but I found it fascinating that these giant sculptures- trolls that would 

normally be ugly and evoke fear were so beautiful, interactive, and embedded in nature. Once I 

relocated to Copenhagen for my master’s program in 2018, I finally had the chance to visit 

Thomas Dambo’s Forgotten Giants.  What I experienced wandering into the lush, green, outer 

 
2 www.visitcopenhagen.com 
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suburbs of Copenhagen (that I suspected many locals had not even visited due to the previous 

ill reputation of the area) was a playful, whimsical and moving experience. Following the hand 

drawn map to go on an open-air sculpture treasure hunt felt magical and inspiring as I arrived at 

each location to find each troll so large yet unassuming, and blending in perfectly into the 

natural setting as if they had been there from the beginning of time. 

 

From his beginnings as a rapping, scavenging, well-intentioned street artist, to a world-

renowned sculpture artist with (at the time of writing) 59 trolls and other projects in countries all 

over the world, the case of Thomas Dambo is fascinating. Thomas’ work is now commissioned 

on a global scale because people want to have a Thomas Dambo troll in their City, just as many 

global galleries wanted one of Bourgeois' giant Maman sculptures. Keeping all of these factors 

in mind, I couldn’t think of a more interesting and relevant case to study innovation and 

entrepreneurship.  

1.3 Research Questions and Scope  

This thesis aims to answer two research questions: 1. What does the creative process of the 

Artist Entrepreneur involve? 2. What role does storytelling play for the Artist Entrepreneur? 

It is not my goal to propose a new theory, but to conduct an in-depth case study to reach a 

better understanding. In doing this, I will first provide a short background on the Artist 

Entrepreneur and outline how a case study of an artist is relevant to the discipline of 

entrepreneurship studies illustrating the general areas of overlap such as their roles of creator, 

opportunity realization, and economic and social contribution. Second, I will introduce relevant 

elements of the theoretical concepts of narrative analysis and sensemaking, and examine which 

parts of these tools are important in analyzing the practices of identity creation, legitimacy, and 

opportunity realization. Third, I will examine creative processes of effectuation, bricolage, and 

embodied intuition to see how they apply to the case, and then discuss how storytelling helps 

the Artist Entrepreneur bridge the process of creating art with organizing his business.  
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2. Theoretical Concepts 

In this chapter, I identify, explain and connect the theoretical concepts that will be used to 

analyze the case of Thomas Dambo. First, I provide a short background on the Artist 

Entrepreneur and outline how examining a case study of an Artist is relevant to the discipline of 

entrepreneurship studies illustrating the general areas of overlap such as the creator role, 

opportunity recognition, and economic and social contributions. Following this, I briefly introduce 

relevant elements of the theoretical foundation of narrative analysis and sensemaking, and 

demonstrate which parts of these tools I will use in analyzing the Artist Entrepreneur. Finally, I 

introduce the concepts of creative processes effectuation, bricolage, and embodied intuition.  

2.1 The Artist Entrepreneur  

Both the creation of art and the essence of entrepreneurial activity are genuinely creative 

processes that find their origins in highly subjective ideas whose viability is surrounded by 

uncertainty, and require interaction with external observers to ‘sell’ the novel idea and make it 

accessible to its intended audiences (Scherdin & Zander, 2011). Artistic processes, as distinct 

as they may be, are considered part of a larger family of entrepreneurial processes (Ibid:181). 

Artists are now entrepreneurs and it is common to have distance between the conceptualization 

of art, and the material shaping of artworks, as tasks in the creation process are delegated to 

teams of ‘invisible helpers’ or outsourced to workshops where the artist is not necessarily 

present. Artists have become employers and need to assign tasks, motivate others, and be 

supported by craftsmen and contractors in the production of their art. As entrepreneurs, artists 

can market their name and the symbolic capital accumulated within it which is largely composed 

in their reputation (Schulthesis, 2018:2-6).  

 

Many Artist Entrepreneurs however, still see themselves first and foremost as artists with many 

resenting the characterization of ‘entrepreneur’ and going so far as to prefer to use the term 

‘entrepreneurial behaviour’ to describe what they do, rather than being labeled ‘entrepreneurs’ 

(Coulson, 2012 in de Klerk, 2014). Even though these two figures are often seen more as 

opposites than doubles, there are many similarities (Lindqvist, 2011). The creative setting of 
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artistic work intersects with a number of phenomena found in traditional entrepreneurship 

literature with many areas of overlap between the two fields, including the categorization of both 

artists and entrepreneurs as ‘creators’, the ways in which they recognize opportunities, their 

economic contributions, and the way in which both artists and entrepreneurs challenge the 

prevailing norms often to the benefit of social development. The fields of art and 

entrepreneurship are defined by many connecting synergies. The following section will look at 

the creator role, opportunity recognition, and economic and social contributions of the Artist 

Entrepreneur to further outline the similarities to that of traditional entrepreneurship in 

reinforcing the importance of such a case study in contributing to the research field.  

2.1.1 Creator Role 

Unlike the resources of the industrial age, “creativity, cannot be exploited fully or used up and is 

thus tantamount to creation itself, enacting the incredible mirage of a never-ending prosperous 

modernity, supported by unimagined resources (Sørensen, 2008:91).” This unlimited resource 

of creativity is one reason why the study of Artist Entrepreneurs is so interesting. Schumpeter 

(1942, 1947) described the entrepreneurial role of creating new goods, production methods, 

markets, and forms of organization and supply as ‘creative destruction’ which Lindquivist also 

deemed a fundamental characteristic of the art world where the destruction of norms and 

tradition to create novelty is constantly in demand (2011:12). Both artists and entrepreneurs are 

known for challenging contemporary conventions and norms while balancing acceptance, and 

both are often rewarded for breaking rules within defined social spaces.  

 

Anderson & Warren (2011) argue that entrepreneurs are empowered to bring about creative 

destruction due to ‘entrepreneurial discourse’. In their theory, entrepreneurial discourse helps to 

create identity which positions entrepreneurs in a particular trajectory to legitimate their actions. 

These identity performances are an example of creative destruction in practice (p.605). Being 

identified as ‘entrepreneurial’, privileges certain actions and functions as a license to challenge 

the status quo and power of established elites, to be an architect of creative destruction, and 



 

10 
 

bring about entrepreneurial change (Ibid:591/593) a role that historically Artists have also had in 

society.  

 

Following Schumpeter (1947), Lindquivist describes how the entrepreneur at certain points has 

taken on a somewhat “mythological dimension in economic thinking, especially as a saviour of 

stagnant industries (2011:14).” Just like the successful entrepreneurs of today, artists were seen 

as visionaries with almost mystical talent in making use of their intuition and imaginations, and 

having the ability to see new ways of doing things before others (Ibid:14).  Just as the 

entrepreneur has taken a social turn away from the notion of the individual genius (Gartner, 

1988; Baumol,1990;  Steyaert and Hjorth, 2006), the creation of the Artist Entrepreneur’s work 

has now come to be recognized as more social and collective (Lindquivist, 2011:15), with many 

people now involved in the creation process.    

2.1.2 Opportunity Realization  

As there are opposing theories on entrepreneurial opportunities and how they are realized, it is 

valuable to investigate the Artist Entrepreneur and how they realize opportunities in order to 

gain further insight. Scherdin (2011) uses an autoethnographic case to illustrate how both artists 

and entrepreneurs don’t necessarily recognize opportunities, but that opportunities emerge 

through an internal, embodied process. In this view, part of the artist’s creative process is to 

follow their ‘gut feelings' to inspired action guided by the intuition of what feels right to them in 

an active and spontaneous, rather than researched and structured way of recognizing 

opportunities. An opposing view of entrepreneurial opportunity realization is that of Shane & 

Venkataraman’s (2000) which views opportunities as fixed objective phenomena that exist and 

are ‘out there’ waiting to be discovered. This view holds that people tend to have different 

beliefs about the value of existing resources, and because information is not equally distributed, 

opportunities are discovered, evaluated and then exploited (Ibid). An alternative perspective, 

sees entrepreneurial opportunity as a process rather than an event or an object. In this view, 

Popp & Holt (2013) draw on Shackle’s (1966) work to state that entrepreneurial origins emerge 

from “imaginative work set within a constantly unfolding flow of time in which the future is neither 
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set nor known... (2013:24).” Here, a combination of opportunity and context moves away from 

the idea of a unitary moment of enlightenment by a person of specific traits, or the outcome of 

structural forces, and opportunity recognition is seen as the constant interplay of individual, 

becoming and place, set within the experiential flow of history (Ibid:10).  Popp & Holt (2013) call 

this cause of origin ‘making present’ emphasizing the active component of the entrepreneur’s 

involvement. In this view, entrepreneurs are the ones writing history, not just turning the pages 

of a book already written like in Shane and Venkataraman’s (2000) theory.  

 

Sarasvathy (2001) also views entrepreneurial opportunities as created, not discovered. In her 

constructionist theory of opportunity called effectuation, entrepreneurs don’t just identify or 

pursue opportunities, they ‘act to know’. With effectuation, an entrepreneur’s set of means is 

taken as being set, and there is a focus on selecting between possible effects that can be 

created with that set of means (p.245). The process of effectuation allows the entrepreneur to 

create one or more several possible effects regardless of the general end goal (Ibid:247). This 

allows for decision makers to make use of, seize and exploit contingencies and change and 

construct their goals over time. Gartner et al., (1992) also suggests that entrepreneurial 

opportunities are enacted more than they are discovered, calling entrepreneurship a process of 

emergence. This is why it is important to look at people’s behaviour, particularly in case studies 

to examine what people in organizations are doing, and what their motivation for doing so is, as 

we know that people do things that aren't necessarily rational, and they do them for their own 

specific and idiosyncratic reasons, in their own way. Due to this, Gartner says, “we need to be 

more realistic and humanistic, and have a larger, broader framework for paying attention to how 

people are (emphasis added, Gartner in Chalmers article, 2017).”  

2.1.3 From Enterprise to Social Production of the Possible 

Although the artist Joseph Beuys called creativity the “true capital of human beings 

(Reckhenrich et al., 2009),” ultimately, in both business and the arts, it is the market and market 

forces that define the success of both the artist and the entrepreneur. No matter how creative 

they are, entrepreneurial offers need to be consumed in order to be appreciated. In the same 
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way, it can also be said that artwork is only complete in its consumption moment (Lindqvist, 

2011:15). While the consumption of artwork is different from the consumption of goods, another 

similarity is that many artworks are not ‘complete’ without the ‘consumption’ or presence of 

visitors and spectators. This is especially the case with interactive art. But, while for traditional 

entrepreneurs, the purpose of creation is to be useful in the marketplace, for artists, the ‘new’ is 

often of value in and of itself. 

 

While traditionally, entrepreneurship literature has been concerned with the recognition and 

pursuit of new business opportunities through enterprise creation to gain individual wealth 

(Shane & Venkataraman, 2000; Gartner, 1988),  Hjorth & Holt (2016) challenge this association 

of enterprise and entrepreneurship using an illustrative case of artist Ai Weiwei to argue that 

entrepreneurship doesn’t always have to be tied to commerce, and that it can also be equated 

with a ‘social production of the possible’. Many artists and entrepreneurs are not initially 

motivated by profit, and are driven by motivators beyond the financial to see their ideas turned 

into the actual, have creative freedom, or to see changes in the world. Hjorth & Holt (2016) 

define entrepreneurship as “the generous production and handing over of things that creates in 

others and producers alike a widened and richer sense of possibility, nothing more (p.530).” It is 

this generosity and willingness to step back from outcomes that they say differentiates the 

entrepreneurial from pure enterprise; wherein enterprise exploits, but entrepreneurship creates. 

The authors say that the creation process of entrepreneurship opens up new possibilities for 

living, making it possible for others to move beyond present limits (Hjorth & Holt, 2016). In their 

study of Artist Entrepreneur Ai Weiwei, Hjorth & Holt note how in a classic sense, Ai Weiwei is 

enterprising, but his work has transformative power beyond economics as its impact “effectively 

multiplies into social, political, aesthetic, and cultural processes, all needed to make social 

change happen, and which also spill back into the productive economy (Ibid:52).” The authors 

argue that this expansion of social capacity - the action of opening up possibility with unscripted 

ends- is a distinctive feature of the entrepreneurial as illustrated by the Artist Entrepreneur.  
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Artists and entrepreneurs are similar in many ways. They are both creators known for their 

abilities to both recognize novel opportunities and then sell those ideas by making them 

accessible to intended audiences. Both artists and entrepreneurs make economic contributions, 

but it could be argued that beyond this, they make social contributions as well. And while it is 

interesting to look to at the different theories of entrepreneurial opportunity recognition, to see 

how they might apply to the Artist Entrepreneur, it seems that due to the active components 

present in the theories, that opportunity recognition may be closely tied with the creative 

processes of the Artist Entrepreneur which will be examined more fully later in this chapter.  

2.2 Conceptual Tools: Sensemaking and Narrative Analysis   

In this section I will briefly introduce sensemaking and narrative analysis and demonstrate how 

both of these conceptual tools are relevant on two levels: not only for my own analysis of the 

Artist Entrepreneur, but also, for Artist Entrepreneurs themselves to use in organizing. It is worth 

noting that the scope of the bodies of literature on both narrative analysis and sensemaking are 

enormous areas of research, and I will only touch on the portions of these large bodies of work 

as they pertain to the scope of my area of study.  

2.2.1 Sensemaking 

Sensemaking was introduced to Organizational Studies by Karl Weick in the 1970s as the 

process by which people give meaning to their collective experiences through "the ongoing 

retrospective development of plausible images that rationalize what people are doing" (Weick, et 

al., 2005:409). Sensemaking is a process of social construction and interpretation of how we 

enact our reality by the way we label, categorize, create stories and rationalize retrospectively 

through cognitively processing information in our environment (Weick, 1995; Weick et al., 2005). 

The theory of sensemaking states that organizational actors give meaning to, and make sense 

of, their collective actions and experiences retrospectively, rather than acting based on causal 

rationality or predetermined goals. Sensemaking occurs when organizational situations are 

turned into words and categories, embodied into written and spoken texts, and individuals’ 

behavior is then shaped following this.  

 

https://en.wikipedia.org/wiki/Semantics
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A recent article by Sandberg & Tsoukas (2020) acknowledges that sensemaking is not singular, 

but that it is a variable phenomenon and there is a great need to reshape and reconfigure 

existing sensemaking research to provide a more integrative conceptualization of sensemaking. 

The authors explain that sensemaking is typically looked at in terms of a cognitive approach, 

where “sensemaking is a process of interpreting stimuli and constructing cognitive frames and 

mental schemata,” or a constructionist approach, where “sensemaking is a language-mediated 

process of interpreting others’ accounts and negotiating shared understandings (Sandberg & 

Tsoukas, 2020).” To this they propose existential phenomenology to overcome the limitations of 

the traditional approaches and to explain how subjects instantly respond to evolving situations 

that they are facing through a bodily constituted immersion within their world. Viewing 

sensemaking in this way overcomes the limitations imposed by the subject-object split between 

people and the world within the existing sensemaking research and achieves a broader 

understanding of how sensemaking is connected with organizing (Ibid). The concept of 

existential phenomenology will be revisited and slightly furthered in the creative processes 

section of the literature review through the concept of embodied intuition.  

 

Sandberg and Tsoukas (2020) also highlight that sensemaking takes place within specific 

practice worlds of both primary and secondary sensemaking. In primary practice worlds, actors 

in organizations accomplish organizational activities related to the primary task of their 

organization, where secondary practice worlds are the setting for members of inquiry such as 

researchers who are representing, reflecting on, thinking about, and explaining the 

accomplishment of organizational activities that are part of the primary practice of the 

organization in focus. In evaluating the Artist Entrepreneur, it is valuable to acknowledge that 

my analysis includes a multi-layered view from both practice worlds in examining interviews 

from the Artist’s perspective from inside his primary practice world, to observe how sense is 

created using particular tools, especially language. As I am the one conducting the research, my 

perspective in putting primary and secondary sources together comes from the secondary 

practice world, and my analysis makes representational sense of the activities from within the 

primary practice (Sandberg & Tsoukas, 2020). 
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2.2.2 Sensemaking and Entrepreneurship 

Cornelissen & Clarke (2010) relate sensemaking to entrepreneurship arguing that entrepreneurs 

create new ventures by imagining opportunities, refining their ideas and justifying their ventures 

to relevant others to gain support and legitimacy. They say that sensemaking is the process in 

which the inner thoughts and imaginations of entrepreneurs are brought to speech to allow them 

to make their imagined future opportunities understood by others, which affects the construction 

of meaning around new ventures. Entrepreneurs often use analogies or metaphors to convey 

relationships to concepts already understood, and reference existing domains of experience to 

guide thinking, familiarize others, create understanding and aid in the construction of meaning 

and social acceptance of new ventures (Cornelissen & Clarke, 2010:544). This is what makes 

sensemaking in combination with storytelling such important tools for artists and entrepreneurs 

to use in their interactions with others, to construct and convey meaning around their new ideas.  

2.2.3 Narrative Analysis  

Narrative analysis is a form of qualitative research that plays an important role for analysis in the 

humanities and social sciences, and recently, organizational and management studies. A 

narrative or ‘story’ can be defined as an account of a real or fictitious connected sequence of 

events or experiences containing a plot and characters, recounted by a narrator from a specific 

point of view, to an audience.  Narrative analysis can be used to acquire a deeper 

understanding of the ways in which individuals organize and derive meaning from events. 

The purpose of narrative enquiry is to reveal meanings about individuals' experiences which are 

subjective and embedded in context. The following section will examine the various approaches 

to narrative analysis, followed by the link between storytelling and entrepreneurial sensemaking, 

and how storytelling helps to create entrepreneurial identity, legitimacy, and opportunities. 

 

Vaara et al., say that there are three approaches that researchers use in organizational 

narrative analysis: a realist approach where narratives are used as representations or data, an 

interpretive approach that concentrates on people’s constructions of phenomena in 

organizations, which is linked with sensemaking (Weick, 1979), and a post-structuralist 
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approach focusing on the deconstruction of dominant narrative representations (2016:497). A 

post structuralist approach takes on a critical perspective and aims to uncover the complexity of 

narrative representations including examining and critiquing underlying assumptions, or 

examining what marginalized voices might say (Ibid). Boje’s (2001) concept of antenarrative fits 

into this category and describes narrative that has not yet become widely shared, but has the 

potential to become one of a number of alternative discourses (Vaara et al., 2016:507). 

Antenarratives highlight “the pluralism of the narrative form- the fact that there are multiple ways 

of interpreting a story- to uncover suppressed or hidden stories about, and to present alternative 

and often critical interpretations of conventional storylines of a particular company, 

spokesperson, or message (O’Connor, 2002:38).” It is important to recognize that a story is 

never the whole story and is always embedded in a context which involves recognizing when 

and where the story was written, who is telling the story, why is it being told, and what 

information is omitted (Gartner, 2007:620).  

 

Larty & Hamilton (2011) call attention to the fact that narrative analysis is an extremely broad 

area encompassing many different theoretical perspectives, positions and methods (p.231). 

This often leaves researchers confused not only how to begin their analyses, but also, in which 

way to approach them. To address these challenges, the authors suggest using a multi-stage 

framework with a structuralist approach. Because traditional analysis of narrative structure 

primarily investigates the plot and the main characters, how events are pieced together, the role 

of the narrator and characters, and the purpose of the story, to capture more contemporary 

thoughts on entrepreneurship such as entrepreneurial identity, power relations, and 

entrepreneurial learnings, a secondary stage is needed (Ibid:226). In this second stage, 

researchers should consider the contextual nature of narrative production and use this 

contextualization to identify areas worthy of further more critical analysis (Ibid:230).  

 

To Vaara et al., (2016) narratives are “temporal, discursive constructions that provide a means 

for individual, social, and organizational sensemaking and sensegiving (p.496)”, demonstrating 

the close tie between sensemaking and storytelling. Here, storytelling, is described as the way 
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in which narratives are mobilized and the fundamental way in which people compose meaning, 

connect and relate to each other (p.496). It is important to recognize that narratives are always 

situated and contextualized in relation to ‘larger voices’, stories, and ideas, through multiple, 

local, cultural, and historical texts (Gartner, 2007:614; Hoskin & Hjorth, 2004:265) and created 

by individuals drawing on cultural resources embedded in their social, political and historical 

context. It is these intertextual linkages with other stories and broader unfolding discourses that 

make stories coherent and resonate (Garud et al., 2014:1481). Fletcher (2007) refers to the 

characteristic of narrative relationality with her concept of ‘stretchiness’ in describing how stories 

can reach or ‘stretch out’ beyond the author’s own telling into a larger social construction of the 

social, political, philosophical and relational context of the story. Stories stretch out across 

cultural boundaries, create connections and reduce distances between selves and others to 

create legitimacy which persuades listeners to ‘pull in’ to then internalize and make their own 

personal meanings and attachments (Fletcher 2007:665).  

2.2.4 Narrative and Entrepreneurship 

Narratives have become increasingly important in understanding entrepreneurship, as stories 

play a key role in the description of the entrepreneurial experience or ‘journey’ to success, the 

formation of an entrepreneur’s identity, and in the construction of their legitimacy, which is 

ultimately tied to their ability to acquire resources (Vaara et al., 2016). Following Weick (1979), 

O’Connor (2002) argued that a key competence of entrepreneurial founders is that of narrative 

sensemaking or having narrative competence across what she calls personal, generic, and 

situational categories, to ensure intertextuality. Personal narratives address the history that 

qualifies the founder to call himself an entrepreneur and their inspiration that transformed their 

ideas into a company. These narratives build credibility, establish common ground for 

communicating with a variety of audiences, and validate the value proposition. Generic 

narratives include key strategic and marketing documents, while situational narratives are the 

broader temporal and spatial storylines or context in which the company is located (O’Connor, 

2002:41). O’Connor stated that it is imperative that entrepreneurs develop credible stories 

across all dimensions and have the intertextual competence to address ‘story traffic’ and be 
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savvy enough to position themselves as secondary or minor characters in plots over which they 

have no control (O’Connor, 2002:52).” This involves imagining and investigating stories 

constructed by others. Cunliffe et al., (2004) describe narrative competence as a polyphonic 

process as it is open to multiple voices, narrations and contestations in the way that we are 

always relating to and responding to others’ stories.  

 

The stories surrounding the origins of successful entrepreneurship have often been compared 

to that of a fairytale due to the mythical and theological resonance with acts of creation and 

common themes of a crisis, a monster, and a saviour (Sørensen, 2008), as these constructions 

resonate in many cultural and historic contexts. The cultural entrepreneur especially, is often 

positioned as a revolutionary or opportunistic hero battling against the prevailing order, enlisting 

helpers, and fighting enemies such as globalization (Ibid:87). This is echoed in an article by 

Røyseng et al., 2007 entitled Young Artists and the Charismatic Myth, where it is discussed how 

identity discourse is an important resource in constructing legitimacy. The charismatic myth 

presupposes that the artist is a bohemian who carries out work in a passionate way, dedicated 

to their art and disinterested in private or financial interests (p.2). In a similar study, Nicholson & 

Anderson (2005) analyzed newspaper articles to examine the social construction of 

entrepreneurial identity and demonstrated how myths and metaphors functioned as 

sensemaking tools with their findings suggesting that male entrepreneurs often were portrayed 

as friendly faces of capitalism, larger than life charmers, creators, supernatural gurus or 

community saviours. 

 

Anderson and Warren use a social construction perspective to argue that entrepreneurial 

identity (and role expectations) are shaped by cultural norms and expectations, and that this 

identity is enacted as a discourse by the entrepreneur as a strategic advantage to engage 

others on both a rational and emotional level (2011:580).  Identity, they say incorporates the 

parallel but contradictory concepts of ‘sameness’ to others, but also as ‘distinctiveness’ in the 

way that we identify someone as unique (p.590). Here, the use of discourse and narrative is 
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how social actors articulate meanings and illuminate the processes of entrepreneurial identity 

formation (Ibid:592). 

 

Storytelling has the opportunity to play a major role in framing opportunity development to 

acquire resources. The use of entrepreneurial storytelling, including the use of narrative devices 

such as persuasive appeals, elaboration, and familiarity, has a large effect on resource 

acquisition and wealth creation (Martens et al., 2007). Lounsbury & Glynn (2001) define cultural 

entrepreneurship as “the process of storytelling that mediates between extant stocks of 

entrepreneurial resources and subsequent capital acquisition and wealth creation (p545) and 

demonstrate through their research how entrepreneurial stories help to establish identities for 

new ventures to encourage stakeholder support in the absence of established reputations. 

Entrepreneurial stories, they say, are shaped by intangible resource capital such as the 

founder’s vision, which in turn is “enacted and built into various aspects of the organization 

through storytelling (p.553)”. Lounsbury & Glynn (2001) say that stories “function to align an 

entrepreneur’s underlying set of cultural mission, identity, and resources with that of key 

external constituents (p550).” This includes recognition by certification gatekeepers, including 

broader institutional or industry ties, third party brokers, and presence where an entrepreneur's 

social capital and legitimacy (Zott & Huy, 2007) is enhanced to pave the way for subsequent 

access to resources (Lounsbury & Glynn, 2001:554).  

 

Narrative has an important role to play in familiarizing innovative ideas. Czarniawska states that 

“narrative thrives on the contrast between the ordinary, what is ‘normal’, usual and expected, 

and the ‘abnormal’, unusual or unexpected (2004:9).” Things that are ‘uncanny’ or ‘strangely 

familiar’ are often associated with the sensations of surprise and unsettlement, but also with 

curiosity, whimsy, nostalgia, and awakening, and these sensations can be balanced by the 

inclusion of elements of ‘cultural familiarity’ (Cornelissen & Clarke, 2010). Beyes & Steyaert 

(2013) explain this by saying that the aesthetics of the ‘uncanny’ enhance our appreciation of 

the aesthetic dimensions of organization in ways that expose and undermine the things which 

have become familiar and taken for granted, and can open up new spaces by forging 
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interconnections (p.1445).The uncanny may be an individually felt emotion, but its meaning and 

significance have to do with not the self, but more so with others, and the world (Beyes, 

2019:184). With this in mind, we can see how using narratives to locate strange or novel ideas 

within a framework of stakeholders’ existing understanding can help to make the unfamiliar 

familiar, to gain acceptance, support, and legitimacy (Cornelissen & Clarke, 2010; Lounsbury & 

Glynn, 2001: 549) and we can see how Fletcher’s concepts of ‘stretching out’ and ‘pulling in’ 

with regard to narratives, functions to make this happen.   

2.3 Further Concepts: Effectuation, Bricolage, & Embodied Intuition  

The word ‘entrepreneur’ is said to have first appeared in a French dictionary in 1437 with the 

meaning of ‘a person who is active and gets things done.’ While organizing is most often 

characterized as planned, structured, controlled, and predictable, creativity can be generally 

described as something open, flowing, illogical, spontaneous, action-orientated, and in-the-

present-moment. The creative processes used by entrepreneurs and artists alike are often 

unplanned, unstructured, and unpredictable as many artists start working with only a vague 

concept or fragment of an idea which they say only becomes clear while actively creating. Many 

famous painters and songwriters have discussed how their works ‘just came to them’ when they 

sat down at a blank canvas or with their instruments not having a plan in mind. In examining the 

creative process used by the Artist Entrepreneur, there are many dimensions that have been 

academically investigated such as the use of iteration, improvisation, brainstorming, prototyping, 

play, and jamming. In the context of seeking to answer the research question, ‘what does the 

creative process of the Artist Entrepreneur involve?’ I have chosen to investigate effectuation, 

bricolage, and embodied intuition as these three processes seem to be relevant theories to 

Thomas Dambo’s work.  

2.3.1 Effectuation  

Effectuation is described by Saras Sarasvathy (2001) as an entrepreneurial decision-making 

logic (and opportunity recognition process as described early in the chapter) which is based on 

taking a given set of means and selecting among the possible effects that can be created with 

them. This is in contrast to causation, where predetermined goals constitute actions and the 
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best path to achieve a given goal is taken. Unlike causation, effectuation is not based on future 

predictions or historical data, but instead, effectuation aims to manage failures rather than 

planning for their avoidance (Sarasvathy, 2001:259). “Effectuation inverts causal reasoning to 

indicate a new connection among means, imagination, and action that helps generate intentions 

and meaning in an endogenous fashion (Ibid:256).”  

 

Sarasvathy argues that the “essential agent of entrepreneurship...is an effectuator: an 

imaginative actor who seizes contingent opportunities and exploits any and all means at hand to 

fulfill a plurality of current and future aspirations, many of which are shaped and created through 

the very process of economic decision making and are not given a priori (2001:261).” 

Sarasvathy suggests that entrepreneurs should start with their identity (who they are), 

knowledge (what they know), and network (who they know) to explore without known ends and 

fabricate their opportunities accordingly. It is this primary set of means that Sarasvathy says 

combines with contingencies to create an effect that is not preselected, but constructed 

(Ibid:249). In this model, an entrepreneur’s personal traits, tastes, abilities, and networks heavily 

factor into their opportunities, and what it is that they construct.  

 

The effectuator proceeds without certainty about the existence of a market or demand, and 

focuses on the controllable aspects of an unpredictable future, rather than the predictable 

aspects of an uncertain future, and manages their failures rather than trying to plan for their 

avoidance (Ibid). With effectuation, Olive-Tomas & Harmeling (2020) say that once 

entrepreneurs have identified their means, they need to focus on the downside risk, which is 

also known as the principle of affordable losses. Here, individuals should consider if an idea is 

worth pursuing even if they lose their investment. In addition to resources such as time and any 

financial investments, reputation is also something that entrepreneurs need to be aware is also 

at risk (Ibid). With effectuation, entrepreneurs seek to actively influence and transform their 

environments and do not passively accept the prevailing norms and modes of operating, or 

‘rules of the game’ (Harmeling & Sarasvathy, 2013). As the end product of effectuation is 

inherently unpredictable, the artifacts of effectuation take on forms that are often unimagined 
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and unanticipated (Sarasvathy et al., 2008; Sarasvathy & Dew, 2005; Olive-Tomas & 

Harmeling, 2020). Not only are the artifacts of the effectuation process unanticipated, but they 

can also function to create new (and unforeseen) markets (Sarasvathy & Dew, 2005). 

 

Olive-Tomas & Harmeling (2020) say that effectuation is key to the way that artists create their 

work saying that artists “build upon previous achievements as a way to transform means into 

effects (p.21).” The authors reference Becker (1982) saying, “a work of art at a particular 

moment is the result of the cumulative choices made by the artist up to that point (p.5).” Artists 

and creators often heavily rely on trial and error processes that produce more ideas than will 

ever be seen through to completion and many of these variants are seen to be ‘superfluous and 

dispensable’ with respect to the finished work. Nevertheless, these variants are essential to the 

artist in making their final choices (Ibid:6). This practice of building upon artistic achievements 

and taking a previous concept or iteration further as a way to turn means into effects “is the 

realization of effectuation’s prescription of thinking about what you can do based on what is 

available to you (Ibid:21).”  According to the authors, these processes in making art also hold 

important lessons for decision making in business.  

2.3.2 Bricolage  

Structuralist anthropologist Levi-Strauss used the word bricolage from the French word 

‘bricoleur’ to describe the use of materials associated with so-called primitive cultures, as 

opposed to modern technological thinking or materials used by specialists and later suggested 

that other than producing mundane and highly imperfect solutions, that bricolage could “reach 

brilliant unforeseen results (Levi-Strauss, 1967:17).” The Bricoleur is described as possessing a 

set of ‘odds and ends’ which might include physical artifacts, skills, or ideas accumulated on the 

principle that they might come in handy one day (Baker & Nelson, 2005: 336; Levi-Strauss, 

1967:18). An important and distinctive feature of bricolage is that there is no temporal gap 

between the design and execution of activities. In organizational entrepreneurship, which is 

commonly characterized by resource constraints, bricolage is characterized as solving a 

problem using ‘what is available at hand’, ‘creating something out of nothing’, ‘making due’ or 
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recombining elements on hand for new purposes (Baker & Nelson, 2005). The theory of 

bricolage fits in well with many of the origin stories of innovation and entrepreneurship where 

simple local solutions are employed to solve complex problems. Bricolage describes well what 

happens in ad hoc environments like the creative industries which have the common 

characteristics of improvisation, flexibility, and immediate opportunity recognition and by 

definition require experimenting with different combinations, processes, and challenging 

perceived boundaries and limitations (de Klerk, 2015:829). 

 

Following Levi-Strauss (1967), Baker and Nelson (2005) found that many small firms embraced 

challenges under conditions of tight restraint by exploiting physical, social, or institutional inputs 

that other firms rejected or ignored (p.329). Their study demonstrated that ‘making do’ or 

‘bricolage’ involved active engagement with problems and opportunities rather than lingering 

over questions of whether workable outcomes could be created from what was at hand (Baker & 

Nelson, 2005:334). The authors concluded that bricolage created a setting in which 

improvisation, creativity, social skills and combinative capabilities were called into play with 

substantial positive impacts on firm outcomes. The study consistently observed the tendency for 

subjects engaging in bricolage to disregard commonly accepted limitations in the definition of 

inputs, practices, and standards, and instead saw firms trying out solutions and dealing with the 

results. Successful firms were shown to be alert to resources as much as they were to 

opportunities, making bricolage an important means of counteracting organizational tendencies 

to enact dominant limitations of resource environments without testing them (Ibid: 356).  

 

Because bricolage often draws on unused, unconventional, unanticipated, or undeveloped 

resources to construct new combinations, it should be seen as an important tool in economic 

value creation. In their study, Baker and Nelson highlighted an example where waste products 

were used as part of a process of bricolage to create new value in calling “forth hidden and 

seemingly unrelated resources that would otherwise have not been put to any productive 

application (2005:362).” According to Baker and Nelson, firms that had this higher tolerance for 

ambiguity, messiness and setbacks, and actively exercised combinational creative capabilities, 
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were more likely to experience growth (2005:356)” as overcoming resource constraints typically 

leads to a competitive advantage.  

2.3.3 Embodied Intuition 

Phenomenological philosopher Merleau-Ponty (1962) was one of the first to explore and 

articulate the relationship between the body and the understanding of our present, or 

‘embodiment’, theorizing that since we cannot separate ourselves from our bodies, the way in 

which we come to know the world is experientially through them, thus describing the body as 

agent of all of our experiences and the basis for all knowledge. The field of embodiment, as a 

form of cognition, is still emerging and offers a challenge to the current model of the mind and 

dominant assumptions that our bodies have little to do with thinking (Claxton, 2012:78). 

Merleau-Ponty emphasized the body as the primary site of knowing the world, a corrective to 

the long philosophical tradition of placing consciousness as the source of knowledge, and 

maintained that the body, and that which it perceived, could not be disentangled from each 

other (Joy & Sherry, 2003:263).  

 

Merleau-Ponty (1962) saw the ability to perceive as an acquired body skill learned early in life 

through trial and error, observation, involvement, practice, and experience. He believed 

perception played a foundational role in understanding and engaging with the world in the 

present. As part of Merleau-Ponty’s work, he outlined three levels of embodiment: the role 

physical attributes like body shape and size play in understanding an object or event; the 

process of skill acquisitions suggesting that perceptual habits are motor skills; and the links 

between the body and cultural skills. Merleau-Ponty’s concept of maximal grip explains how the 

body can simply take over because of its innate competence and experience to “lead to 

purposeful action without the goal or intention of ever becoming prominent in a person’s mind 

(Joy & Sherry, 2003:263).” This is best exemplified in the skill of riding a bike. Joy & Sherry 

(referencing Csikszentmihalyi & Robinson,1990) say that when the body performs an activity 

unconsciously, individuals tend to experience flow (2003:264).  
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Following Merleau-Ponty’s views of the body as “an imaginative dimension of embodied 

existence (1962:383), Joy & Sherry (2003) stated that “imagination is steeped in embodied 

perception and is kindled by…bodies (279). In a study on entrepreneurial imagination where 

written biographies of Vincent van Gogh and Steve Jobs were examined, Cornelissen (2013) 

called the act of imagining opportunities an embodied one. Cornelissen described the ‘all 

consuming’ vision that “directly fuels entrepreneurial passion and the nature of entrepreneurial 

imagination as a dynamic and embodied thought process that combines ideas with the craft of 

making things (2013:701).”  In his study, Cornelissen recounted how in the beginning, van Gogh 

was unable to articulate the broader vision that he had for his art, but that when he saw 

examples of other artwork, he “had a strong embodied sense” of what aligned with his vision 

and what didn’t. van Gogh would express this sense of vision with the sentiments “’this is it!’ 

with the ‘it’ being largely intuitive and embodied at first, until he found the right form to express 

‘it’ in his own art (Ibid:704).” Once van Gogh had a sense of his vision, he began to collect 

verses, prints, and sketched images that he found to be ‘suffused with deeper significance’ that 

brought him closer to ‘it’- what he was seeking to express (Ibid:705). In a parallel example of 

Steve Jobs, Cornelissen described interviews where Jobs defined his feelings of knowing about 

the future potential of various technologies at a time when others were unaware or skeptical as 

‘you knew it with every bone in your body.’ For Jobs, it wasn’t about the amount of research 

dollars, or the people involved, it was about ‘how much you get it’ or how it all ‘added up’ (Ibid). 

 

Intuitive visions, seem to fuel passion and emotions, and direct and guide the inferential 

reasoning that entrepreneurs engage in to spot or create new opportunities (Cornelissen, 

2013:704). Cornelissen stated that these visions can create emergent meanings that are 

related, but strikingly different to our prior understandings and often result from “blending two 

previously unrelated broader domains of knowledge…(Ibid:705)” such as technology and 

design, as was the case with Jobs. In describing van Gogh and Jobs, Cornelissen stated that 

“rather than having a single all-defining thought or flash of insight, their imagination rested on a 

combination of inferences and on a culmination of ideas and insights they had built up over time 

(2013:707).”  
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In looking at artists in particular, examining feelings, embodied consciousness, or intuition may 

provide a further impetus to sensemaking as “bodily sensations of possibility (hunches) can 

indicate the presence of an idea to explore (Cunliffe & Copeland, 2011:83).” Looking at theories 

of embodiment, we can see how people make sense of their lives through embodied 

interactions with environments, materials, and others, and interpret and act on these feelings 

within the flow of experience. Reckhenrich et al., (2009) stated that in asking highly successful 

people the secret to their success, they often say that they sensed more than they thought 

about the topic. He calls this feeling intuition and says it is the emotional side of the creative 

process that most people experience through sensing the quality of the upcoming idea and 

trusting gut feelings in going forward with it (p70). The spontaneous and open nature of the 

creative processes of effectuation and bricolage fit in well with embodied intuition, as these 

qualities make them what Hjorth (2015) calls “friendly cousins to intuition (p8).”  

 

Like Sandberg & Tsoukas (2020), Cunliffe & Copeland (2011) argued that embodiment is an 

integral component to sensemaking because “we make life sensible through our lived, felt, 

bodily experiences, and ‘sensing’ of our surroundings…(p.68)” Their concept of ‘embodied 

sensemaking’ demonstrates that organizing happens within the flow of experience as opposed 

to retrospectively, as is done in traditional sensemaking. In this way, immediate perceptions, 

feelings and actions are prioritized over reflective thoughts. To Cunliffe and Copeland, 

embodiment should be “accepted as an integral part of creating narrative rationalities that help 

make our life and experience sensible in relation to others (Ibid:82).” Because aesthetic 

experiences are embodied, sensuous experiences, affective communication of these 

experiences through language is sometimes difficult (Warren, 2008: 561). In this way metaphors 

are useful to unlock deeper processes of embodiment at the cognitive unconscious level into the 

realm of consciousness, where they can be analyzed and understood more fully (Joy & Sherry, 

2003: 279). Looking at the active creation processes of effectuation, bricolage and embodied 

intuition together, helps demonstrate that sensemaking happens within the flow of creative 

experience and not only retrospectively. 
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There are many areas of overlap between artists and entrepreneurs such as their creator role, 

opportunity recognition, and economic and social contribution. The theoretical foundations of 

narrative analysis and sensemaking help to demonstrate how narratives are relational and 

socially constructed and needed to examine how storytelling helps the Artist Entrepreneur 

communicate their identity, familiarize novel ideas, and gain legitimacy in order to access future 

opportunities and resources. The theories of effectuation, bricolage, and embodied intuition are 

active creation processes that help entrepreneurs effectively use resources, maintain flexibility, 

and be open to inspired action. The concepts outlined in this chapter will be used again in the 

discussion to demonstrate their relation to the empirical data in order to examine how the 

processes of creativity, organizing and storytelling function together within the context of the 

case of the Artist Entrepreneur Thomas Dambo. 
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3. Research Method and Sources  

In this chapter, I describe the methodology, research approach and techniques used, and reflect 

on the research design. I first present the research approach and perspective taken within the 

philosophy of science, then, briefly explain the selection of a case study. Following this, I 

introduce the overall research design and describe the selected methods of data collection and 

how the data was analyzed. Finally, I offer insight and reflect on what could have been done 

differently. 

3.1 Approach 

The aim of this study is to investigate and analyze the creative processes, and use of 

storytelling by Artist Entrepreneur Thomas Dambo and his team. The research approach that I 

have chosen is an inductive approach, with an interpretivist method using narrative analysis 

where data generation and collection emerged from interviews with Thomas Dambo and his 

team, along with the construction of my own stories generated from observations of Thomas 

and his team in the workshop, and through the analysis of secondary data sources, including 

interviews, videos, images and text online. In this research context, interviews were the most 

preferable and accessible method to enter into conversations with team members doing various 

creative and organizing processes. Data analysis and interpretation was done through the 

construction of meaning configurations and my own storytelling. Interpreting stories requires a 

dialogue between the subject and the researcher where the researcher attempts to re-voice 

texts that are in the voice of the interviewees by listening to them in a context developed 

through the researchers’ personal background, research questions and conceptual direction 

(Steyaert,1997:28). The researcher then produces different texts which can be seen as creative 

narrative constructions of the researched reality (Ibid:28). In this way, the storyteller is clearly, 

and very much also, part of the story (Hoskin & Hjorth, 2004:265). 

 

Using a narrative approach is a reflective approach as “in the process of analyzing other 

people’s stories, we as researchers are also looking into the mirror of our own stories of how 

and why our research is conducted (Gartner, 2007:614).” According to Gartner (2007), “an 
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understanding of the phenomenon of entrepreneurship begs for the narrative mode (p.622)” as 

“the narrative of entrepreneurship is the generation of hypotheses about how the world might 

be: how the future might look and act” which is very critical for understanding how the 

imagination works (p.624).” Steyaert (1997) sums this up by stating that “the story is thus a 

suitable form of writing for the local and contextualized knowledge entrepreneurship research 

can aim for (p.30).” 

 

Interpretive research is generally suited to an inductive approach of data collection, where 

analysis moves from specific observations about individual occurrences, such as those in a 

case study to broader generalizations and theories (Becker et al., 2012). As this study aims to 

understand what the creative process of the Artist Entrepreneur involves, and what role 

storytelling plays through examining the stories and actions of Thomas Dambo and his team, a 

qualitative, inductive method using a narrative analysis was the most appropriate. According to 

Steyaert (1998), a narrative approach is appropriate to engage in entrepreneurship research as 

it is a “process-oriented and contextual reality and science, eager to respect the many localities 

where entrepreneurial activities are being developed (p.30). Steyaert states that “the story is a 

good illustration of a typical form for a local theory, since it is bound to context and audience, 

without preventing us from retelling such story/theories elsewhere (Ibid:29).” While the case of 

Thomas Dambo is a local case based in Denmark, and in many ways bound to, and influenced 

by its Danish context, like Thomas’ artwork, this case also holds resonance being presented in 

other places. 

3.2 Philosophy of Science 

This thesis takes an interpretivist and social constructivist stance which is grounded on the 

theory that knowledge is socially situated, constructed, and interpreted through our interactions 

with others. An interpretivist approach recognizes that social phenomena are the results of 

interactions between individuals rather than isolated incidents that can be analyzed and 

detached from the context in which they occur (Becker et al., 2012), while social constructivism 

is based on the idea that time and place are always influencing knowledge (Egholm, 2014). The 
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interpretivist and social constructivist approaches are reflected in my choices of theory, where 

narrative analysis, storytelling, and sensemaking frameworks complement a process view.  

 

Saunders et al., (2019) references Crotty (1998) and Burrell & Morgan (2016) to state that 

whether researchers are consciously aware of it or not, ontological, epistemological and 

axiological assumptions shape how they understand their research question, the methods used, 

and how findings are interpreted (p.130). To Collins (1992), qualitative inquiry is an art in which 

the researcher admits the relation to the object in ways that mainstream researchers typically 

avoid. According to Collins, the qualitative researcher both arranges and performs the data 

(1992:181). Collins states that “qualitative researchers must understand their own song and use 

that song as true artists to recreate the world from the world (1992:186)” and it is with an 

acknowledgement and understanding of myself, my background, and my motivations that are 

detailed in the section entitled ‘My Story’, that I have set out to present this case and my 

findings.    

3.3 Research Design - Selection of a Case Study 

While the use of case study has been criticized for not being able to provide reliable, 

generalizable information, and for often serving as a means of generating and verifying a 

hypothesis, Flyvbjerg (2012) argues that this is a misunderstanding, and that there is value to 

the relevant, in depth case study. According to Flyvbjerg, “in the study of human affairs, there 

exists only context-dependent knowledge, which thus presently rules out the possibility of 

epistemic theoretical construction (Ibid:71).” What social science has to offer he says, is 

“concrete, context-dependent knowledge, and the case study is especially well-suited to 

produce this knowledge (Ibid:72).” In entrepreneurial research especially, it is important to have 

an awareness of meaning structures as locally circumscribed, situated in a local culture and 

embedded in organizational sites (Holstein & Gubruim, 1994 in Steyaert, 1997:280). Campbell, 

as referenced in Flyvbjerg (2012:73) described qualitative, naturalistic observation of the case 

study as “the only route to knowledge- noisy, fallible, and biased though it be.” According to Yin 
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(1994) the case study is beneficial as it “allows an investigation to retain the holistic and 

meaningful characteristics of real-life events (p.3).” 

 

Therefore, in aiming to study the creative process and use of storytelling in entrepreneurship, 

using a case study in the arts, a study of Danish sculpture artist Thomas Dambo appeared to be 

a local case rich with interesting and relevant elements for investigation. It could be argued that 

the insights gained from a particular case are specific to the case itself and its particular context, 

and are therefore limited, but Flyvbjerg (2012) insisted that “it is incorrect to conclude that one 

cannot generalize from a single case. It depends upon the case one is speaking of, and how it is 

chosen. This applies to the natural sciences as well as to the study of human affairs (2006:74).” 

3.4 Data Collection 

According to Gartner (1998), knowledge of entrepreneurial behavior is dependent on field work, 

so researchers must observe entrepreneurs in the process of creating organizations by 

describing it in detail, synthesizing and classifying these activities (p.63).The primary data 

collected in this thesis were interviews and observations, as interviews allow the researcher to 

collect large amounts of primary data in a relatively short amount of time (Becker et al., 2012). 

During the week of February 17-21, 2020, I conducted 7 semi-structured interviews which 

ranged from 20 minutes to over 1 hour each for an approximate total of 4 hours of primary 

interview data with Thomas Dambo and key employees. Interview questions were prepared 

ahead of time but adjusted in order to allow for flexibility in ordering and direction based on 

previous responses which allowed the questions to flow from the dialogue (Justesen & Mik-

Meyer, 2012). The interviewees were chosen based on the importance of their roles in the 

company, and their availability. All interviews were recorded except for the bike interviews I 

conducted with Thomas on the way from his home to a meeting with stakeholders. For this 

interview, I made detailed notes after we disembarked our bikes.  

 

Interview questions centered around Thomas’ identity, tensions between the art and business 

facets of his work, his idea generation and creativity processes, how he realizes opportunities, 
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the role of his social media, role of co-creation, and the importance of storytelling in his work. 

Questions were designed to be a first-person description of processes and the interview 

subject’s own experiences. However, because the questions centered on the processes of 

Thomas as an artist, some experiences were described in the second-person when staff 

described the way Thomas works, or described how their creative processes overlapped with 

others’ work. Alexa also shared stories about Thomas’ past. Five sets of observations were 

made and recorded on two separate workshop tours by both Julian and Alexa, and observations 

were made of Julian, Jacob, and Thomas at work. Observations allowed me to see creative and 

organizing processes in the workshop setting and greatly furthered my understanding. 

3.4.1 Primary Interviews 

1. Thomas at a café 1 hour 

2. Thomas bike ride interview 20 mins 

3. Troels, Business Manager 40 mins 

4. Julian, Designer/Builder 20 mins 

5. Alexa, Project Manager/Thomas’ girlfriend 1+ hour (on and off record) 

6. Jacob, Social Media Manager email interview  

7. Thomas, office interview 20 mins 

3.4.2 Observations  

1. Julian workshop tour 

2. Julian working in the workshop 

3. Jacob at work in the workshop 

4. Alexa workshop tour 

5. Thomas designing a proposal in his office 

3.4.3 Secondary Interviews and Sources  

Vaara et al., (2016) highlight that while the focus of contemporary narrative research has been 

on written texts reflecting traditional literary analysis, or oral communication representing 

traditional folklore, narratives can also include new forms of empirical material such as photos, 
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sounds, and videos which are a richer medium in the way that they better capture movement, 

nonverbal cues, emotions, and can be disbursed to a wider audience, especially in the case of 

social media such as YouTube, Facebook, and Instagram. Social media, say Vaara et al., 

provides a largely untapped source of narrative data, where text, picture, video, [sound] and so 

on are often intertwined (p.552). 

 

The primary data I collected was supplemented by viewing secondary data, consisting of online 

material in the form of videos, text, images, poems and stories including interviews and talks on 

Dambo’s social media platforms (A2). Over 3 hours of online video was viewed and reviewed 

with notes taken, and quotations recorded. The lengthier and more structured online interviews, 

including a 1-hour Facebook live, were transcribed. This secondary data is quite rich as it 

includes sound, visuals and written text, and plays a vital role in the storytelling process as it 

goes back in time and covers past works, stories and pictures of Thomas’ creations from around 

the world. The secondary data online also included daily viewings of the Artist’s constantly 

updated social media pages. Observations were continuously made regarding how new projects 

or narratives fit into, conflicted with, or expanded existing narratives. The secondary data was 

quite valuable in constructing my own understanding, and putting the pieces of historical data 

together from before my research began. An important part of conducting this type of qualitative 

research is for researchers to construct their own narrative, which becomes imperative for the 

researcher to “piece the fragments of alternative organizational narratives together and to reflect 

on the extent to which these capture the full array of actors offering narratives as well as 

explaining the variety of types of narratives told…(Vaara et al., 2016:550).” 

3.5 Access and Timing  

While he now employs a small number of staff, Thomas Dambo is a very busy and successful 

Artist Entrepreneur who travels the world extensively in his work of creating art. I first reached 

out to Thomas in October of 2019 to express my desire to use him as a case study for my 

research, and ask if we could meet. While Thomas readily agreed and said that he was happy 

to participate, due to his overseas travel we were only able to meet in person during the third 
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week of February 2020, once he had returned to Denmark before leaving once again the next 

week to travel abroad. When I did meet with Thomas, he was very generous with his time, as 

was his Business Manager, Project Manager, and Designer/Builder. Although his Business 

Manager did sit down with me for a 40-minute interview, he was protective of the other 

workshop’s staff’ time especially of his Social Media manager, Jacob telling me that I could only 

have a much shorter interview with Jacob due to his workload. When I arrived the next day at 

the workshop to interview Jacob, he was quite busy so I suggested another day later in the 

week for the interview. As the end of the week approached, Jacob suggested that sending him 

the interview questions over email would be preferable for him due to his time constraints. I 

suspect however that perhaps Jacob’s introverted personality, or the cultural and first language 

differences between us, may have also played a role in his hesitation to speak to me, on top of 

the time constraints.  

3.6 Quality, Validity and Reliability 

Interviews and observations were the main data sources in answering my research questions.  

Interviews generate large amounts of data, and as discussed earlier, qualitative research 

requires the researcher to interpret their data, keeping their own social and cultural subjectivities 

and biases in mind. Having pre-prepared interview questions, recording and transcribing 

interviews as they occurred, and keeping recorded notes of observations, makes data easier to 

compare to secondary sources, and enables others access to the data to ensure data quality. In 

conducting this research, I strived to maintain coherence and alignment between the methods, 

frameworks, and objectives in this case to ensure validity. According to Vaara et al., (2016) 

reflections in the composition of narratives (identification and selection) highlighting key choices 

made in collecting, analyzing, and presenting narratives helps to address methodological 

challenges of transparency. I hope that in acknowledging my own motivations, background, 

interests, and past experiences, in the ‘My Story’ section, it will serve to increase transparency 

and address any perceived biases.  
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3.7 Critical Reflections on the Research Process  

Upon reflection, if there was anything I could have done differently in conducting this research, I 

feel that it would have been quite helpful to have a second researcher (or research assistant) on 

hand to assist in recording interviews and capturing images, videos and sound during the 

fieldwork. It also would have been useful to have a second researcher or thesis partner to 

brainstorm with, as much of the theory surrounding creativity and entrepreneurship is focused 

on how teams and collectives of creatives are essential in elevating the level of creative work.  

 

In taking a critical perspective examining ‘who else should be speaking’ (Gartner, 2007) it is 

worth noting that Alexa was the sole female perspective from Thomas’ primary practice world. 

Getting Alexa’s point of view, was actually unplanned, as neither Thomas or his Business 

Manager Troels mentioned her as an employee that I should speak with. I met Alexa on the first 

day I went to interview Thomas, and while I was waiting for him to be ready, she and I 

developed a friendly rapport as both of us were North Americans living in Copenhagen. Not only 

was Alexa’s workshop tour and interview very helpful in providing me with information, she also 

helped to organize the others to meet with me, provided introductions, and helped with follow-up 

email responses. As both a Project Manager, and Thomas’ girlfriend, she shared personal and 

behind the scenes stories that Thomas or Troels did not include in the more ‘official narrative’ 

that they provided me with.  

 

Finally, in an ideal scenario, I would have liked to have more time, and speak with Thomas’ 

Designer, Hektor and some of his more casual on-site builders. I also would have liked to go on 

site with Thomas and his team to observe and participate in the creation process. The ability to 

observe initial client meetings and communications, and to see proposals, would also have 

enhanced my observations and provided a deeper understanding of Thomas’ processes. For 

professional and confidentiality reasons, it was not possible for me to attend a client meeting 

with Thomas that occurred during my fieldwork. Furthermore, a longitudinal study could have 

provided further insight, but was not possible due to time constraints of the academic semester 

structure. 
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4. The Case of Artist Entrepreneur Thomas Dambo 

This chapter presents the data I collected from conducting first and second person account 

interviews, and my own observations, in addition to the secondary sources which I also 

analyzed in order to gain a better understanding of Thomas Dambo’s identity and personal 

history, the evolution of his projects, how he uses social media, themes in the stories he tells, 

the context of the setting of this work, creative and organizing practices, and potential future 

opportunities. The data has been constructed from a combination of my understanding of 

fragments of stories from the primary practice world of Thomas Dambo and his employees, in 

addition to my understanding of secondary sources and observations from my position in the 

secondary practice world as a researcher.  

4.1 Thomas Dambo’s Identity  

The first thing I discover when I interview Thomas, is that out of his many roles of artist, 

entrepreneur, environmental activist, rapper, and designer, he primarily sees himself as a 

“creative person who is really good at getting stuff done,” attributing his success to “labeling 

(him)self as different things in different settings.” Thomas says that the artist is embedded in him 

and he is proud to say that he has never spent time working for anyone else other than his own 

creative mind. What is special about his work, he says, is that it crosses a lot of creative 

mediums (art, music, graffiti) which all come together as “one project always helps the other 

project”. Thomas tells me he ‘never work(s)’ and he ‘always work(s)’ explaining that he doesn’t 

go to work to earn money to then go back to his private life, because his hobby and profession 

are completely intertwined. Thomas says, “everything is completely smashed together and work 

doesn’t feel like work. I don’t set the alarm clock and I don’t get sad when my vacation is ending 

that I have to go back to work. I live my dream. I’ve created the perfect job for myself.”  

4.1.1 Thomas’ story  

In a Facebook live video, standing in front of a crowded town hall, Thomas is greeted with 

cheers for a hero as he introduces himself as ‘the lucky guy who gets to travel the world with 

some of [his] best friends to make different big art projects.” Thomas is back in Colorado to 
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rebuild a beloved sculpture in a new location after the previous one was dismantled when the 

sculpture was seen as a liability in its original location due to its overwhelming success. When 

asked what he thinks of it all Thomas laughs and says it is the “best kind of a problem for an 

artist to have”. Thomas says that it was only seven years ago, that he sat alone part time in his 

little workshop with no heat, and now all of a sudden, he employs 35 people to build sculptures 

around the world. Thomas tells the audience that he hopes his recycling projects help to put 

focus on the issues we are facing in our world with over consumption, and that he doesn’t think 

his art will save the world, but hopes it will open people’s eyes to see that trash doesn’t need to 

be what the world is drowning in, but what can be used to build things of beauty to propel us into 

the future.  

 

Before going on with his presentation, Thomas states, “here are some things I thought I would 

share with you as I thought it would be a nice story to hear.” Thomas describes growing up in 

Denmark in the 1980s to hippie parents. He talks about having attention deficit disorder (ADHD) 

which he says got him into a lot of trouble at school as a child. ADHD is generally characterized 

by a lack of focus, disorganization, forgetfulness about daily activities (like forgetting 

appointments or to bring lunch), difficulty paying attention to details, staying on topic, and 

following social rules. Listening to the interviews where Thomas talks about his art, he mentions 

that one of the reasons he chooses to do large scale projects is because the details don’t matter 

as much in that format. Actively bouncing from idea to idea is something that categorizes 

Thomas’ working style. Artists in general can be said to be characterized by breaking social 

rules, but this tendency to push to the boundaries, and not focus on one thing at a time also 

defines Thomas as an artist. On a side note, in going over the list of ADHD characteristics, I’m 

reminded of being in the workshop and Thomas’ project manager (and girlfriend) Alexa 

reminding him that he needed to get going to make it to his dentist appointment on time.   

 

Thomas’ artist name of ‘Dambo’ actually alludes to Danish slang for ADHA. Due to the trouble 

he would get into as a child, Thomas’ parents sent him to a small school in the countryside. It 

was here where he encountered a teacher who seemed to have had a large effect on the 
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person that Thomas is today. Thomas describes how this teacher would read fairytales to the 

students, and at lunchtime would take all the small pieces of food that the students didn’t want 

to eat because they thought they were ‘smelly’ or nasty’ (like fish, or rye bread with leverpostej) 

and he would tell the students how delicious their unwanted scraps were. Thomas says that in 

the end, this taught everyone the lesson of seeing value in something that someone else would 

throw away or think was dangerous or disgusting, and a big part of the reason why today he 

dares to see trash as something of value. According to Thomas, value really comes down to the 

lens that you look through, and through this lens, he sees recycled goods as carrying additional 

emotional and historical value. Thomas says corporations make us think that ‘old is not good’, 

but we need to realize this is mainly due to their own interest in making more money.  

 

Thomas told me that he may be the world’s most experienced recycling artist with 25+ years of 

experience building from recycled materials, and the stories that he tells in interviews, and the 

video documentation of his projects help to legitimize this claim. In viewing the vast array of 

interview and project footage that exists of Thomas online, I begin to piece together the history 

and trajectory of Thomas’ work. Thomas said in an online interview that when recycling became 

a buzzword, he had already been doing it for so long people knew to point to him as an expert. 

In my first interview with Thomas, he told me that in any other profession he would have a 

doctorate by now due to his expertise, adding that he is finally at the point where he is now 

getting paid as such.  

 

As a child, Thomas says he loved to build and had dreams of making big tree top houses and 

large skateboard ramps saying, “when you’re 12-14 years old and you don’t have any money 

and you don’t have a car, the only way you can make those dreams come true is by 

scavenging.” Thomas says as he couldn’t drive to the hardware store, he would scavenge in 

containers in his neighborhood. Later, he realized how much easier and cheaper his methods 

were. “It makes so much sense. That’s how I ended up recycling. I always wanted to play in a 

really big scale – and I just continued playing. I never took the time to get a drivers’ license or a 

real job, but now I have my bicycle-truck, and this is my job, so I think it’s really nice.” Thomas 
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says that he sees opportunities in everything he finds stating, “all my dreams were in dumpsters 

just around the corner from where I live.”  

4.1.2 Thomas & Hip Hop 

Thomas describes how as a young adult the prevalence of hip hop culture in Denmark, both the 

music and street art, had a profound effect on him. Many of his friends were expressing 

themselves through illegal graffiti and getting trouble with the police and locals, with some even 

ending up in jail. Thomas wanted to be creative and to express himself too, but says he “didn’t 

want to be hated in the public space, or end up in jail”. So instead of graffiti, Thomas decided to 

build 250 bird houses out of recycled wood, decorate them, and hang them up in trees all 

around the city. This way, Thomas says, he still got to do what he’d always done, but instead of 

graffiti, he used birdhouses to “tell a story in the city”.  In an online interview, Thomas states, “a 

lot of my friends were really dedicated to graffiti, and graffiti always had to be illegal. But then I 

thought, maybe I could still do some kind of street art project that people would embrace and 

love, and people would call me and say thank you instead of calling the police.” 

 

In my interview with Alexa, she told me how as a rapper, Thomas also used to create imaginary 

worlds, characters, and stir emotions. She recounted how one year on the festival scene, 

Thomas and his friends all played together in two rap groups with different names and 

‘personas’ that Thomas created. One group ‘Fler Farver’ was personified as happy and positive 

environmental hippy rappers, and the other group ‘Odense Assholes’ (O.A) as highly 

controversial hooligans. Much of their audience was unaware that these two ‘rival’ bands who 

played back to back and trash talked each other on stage were actually comprised of the same 

members as O.A played in masks. Thomas wrote the lyrics, created costumes, backdrops, and 

music videos for each group. Alexa told me that Thomas went as far to create different 

Facebook accounts “to fuel the online fires and manipulate the story around it, just to prove the 

point that everything is made up” (Fig 1). Due to the provocative nature of the content of O. A’s 

songs and narrative, Alexa also told me that Thomas has spent some time removing and hiding 

this online part of his past as it is in deep contrast to his current identity and projects.  
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4.2 Evolution and Promotion of Projects  

While Thomas was getting attention around Denmark for his bird houses, installations, 

workshops and events made from recycled goods, he was also increasing and organizing the 

stockpiles of materials back in his workshop. His collection of scavenged materials inspired two 

projects that gained him international attention- a giant pink pony and the Happy Wall. Thomas 

recounts that one day he and his friends were in his workshop and “decided we were going to 

make something stupid.” That something was a giant pink wooden cartoon pony and was also 

one of Thomas’ first large wooden sculptures. The finished pony was left outside overnight and 

by the morning, it had vanished. With Copenhagen being a relatively small place, Thomas 

uploaded a plea to Facebook and it was not long before he received a tip on the pony’s 

whereabouts. This led to Thomas recording the process of hunting down and retrieving his 

creation from a young guy who had taken it the night before while intoxicated and carried it into 

his apartment. Thomas’ lighthearted video which he called ‘to catch a pony thief” which can only 

be described as a very ‘Danish’ story, shows Thomas easily tracking down the culprits due to a 

tip on the location of the apartment block. After examining the list of residents’ names and using 

deductive logic to find the male name that Thomas stated was typical of a Danish trouble maker, 

the pony thief answers, invites him in, apologizes and recounts his drunken adventure. He and 

Thomas have a laugh together and then Thomas gives him a symbolic slap on the wrist and 

pedals away with the silly giant sculpture in his cargo bike. The heartwarming story ended up 

going viral and grabbing the #1 spot on Reddit and earning Thomas interviews with Chinese, 

Australian, and American media (Fig 2). 

 

Thomas’ next big project to go viral was his Happy Wall (Fig 3) - a 150 ft long giant billboard in 

public space made from recycled wood and an abundance of hinges that Thomas had in his 

workshop. On the Happy Wall, colored panels can be flipped to make pictures or spell words. 

Thomas stated in online interviews that the Wall was important because it was not corporations 

or the artist who decided what the billboard would say, but that it “gave the little person a big 

voice” in public space. People were encouraged to use #happywall and post their creations 

online. When I interviewed Thomas’ manager Troels, he said that after its successful debut in 
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Copenhagen, he and Thomas spent days reaching out to ‘everyone and anyone’ in their 

network with the story that the Happy Wall needed a new home. Thomas and his team actually 

had built 10 Happy Walls which they eventually ‘found homes for’ around the world in places like 

Beijing, Chili, Rio, L.A, Vegas, Edmonton, Germany and Poland. In the first year, over 7000 

pictures were posted and shared with #happywall. This use of networking, creating materials for 

promotion not for profit, and use of social media was instrumental for Thomas at the start of his 

career to share and promote his work and gain attention as an Artist.  

 

Thomas created his first large troll when he was invited to make art for a festival in Puerto Rico 

in 2014. It was here that he says he framed his now famous troll project, as it was also the first 

time that Thomas says he built something in raw nature. While in Puerto Rico, Thomas realized 

that he could find mountains of discarded wooden pallets all over the world and decided that the 

recycled wood placed in nature would be a nice aesthetic. Thomas was still a rapper at that 

point, and part of creating the troll ‘Hector the Protector’ included making and posting a rap 

video on social media about the fun he and his friends had in creating the sculpture.  

4.3 Thomas and Storytelling  

According to Thomas’ Manager Troels, “storytelling has always been Thomas’ way of 

expressing himself starting back when Thomas was a rapper”. Troels tells me that he believes 

that one of the main reasons for Thomas’ success is his ability to document everything he did 

capturing his vision through pictures, video and words that are appealing and which anyone can 

grasp. In an interview with Thomas’ Social Media Manager, Jacob, he tells me that a main 

function of his job is storytelling, but not just sharing their own stories. A large part of Jacob’s job 

is sharing and reposting other people’s photos (and stories) of Thomas’ work. Thomas has 

many fans who visit and appreciate his work in different and unique ways, from the little kids 

who climb all over his sculptures, or make their own troll costumes, to the influencers who dress 

up and make up their own fairytales and stories using the trolls and forest as a backdrop. 

Thomas says that each person who interacts with his work makes the sculpture different. 
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Jacob’s current project is updating the online map of the ‘Great Story’ to help people makes 

sense of, and digitally access the ‘Troll Universe’.  

 

In an online interview talking about designing Australian animal sculptures for a market on the 

Gold Coast, Thomas says that it was important to him for people to be able to physically interact 

with his sculptures there- to go in the pouch of the kangaroo, inside the coil of the snake, and in 

the mouth of the shark- so that a lot of people would want to have their picture taken and to 

share it on social media. Thomas describes having to compromise the shape of the kangaroo 

and have to make it ‘chubbier’ to allow more people to fit inside the pouch and make it more 

accessible, so everyone from a five-year-old kid to a grown up to an old person could fit in. “I 

hope that when they come and see that the sculptures are made of trash, they’ll take a photo 

and think it’s fun and beautiful and different” says Thomas. Once a photo is taken and shared to 

social media, this helps to not only generate attention and traffic for the places containing 

Thomas’ work, but it also broadens his general audience and reaches future patrons of his work 

as well. When I asked Thomas the importance of social media in his work, he told me that he 

wouldn’t have half of the jobs he has without social media, as it is how most people come to 

know about his work.  

4.3.1 Themes in Thomas’ Narrative  

In watching more than three hours of secondary source video footage of interviews with 

Thomas, and examining my own primary interview data, there are some very distinct stories, 

messages and key phrases that Thomas continuously repeats.  In most interviews, Thomas 

recounts stories of his childhood dreams of building big areas to play in such as treetop houses 

and skateboard ramps, and riding his bike around his local neighbourhood to look for materials 

to build them with. It is clear from the video footage, or to anyone who meets Thomas, that he 

still is that same (but bigger) dreaming scavenger kid. “I think of myself as a playful guy who 

builds a lot of stuff from what I can scavenge” says Thomas. Thomas speaks a lot about dreams 

and wanting to inspire others to think differently about their relationship with recycling to show 
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people that “there is so much treasure hidden in their trash” and to help people to see that “their 

dream might be in their trashcan.”  

 

Thomas says that looking and seeing value where others don’t, is his job and that when he 

makes something out of other people’s stuff, or when someone helps with a project, then they 

also have an emotional connection to his work, and a positive experience with recycling. 

Thomas has said that “when you find something that’s second hand, you might get a story with 

it whereas if you bought something new, you wouldn’t have a story at all.” Thomas finds it very 

meaningful to take trash and turn it into something “big and beautiful that makes others happy” 

and wants people to know that “trash can be beautiful, sexy, and VIP.” Within our trash, he 

says, lies a lot of the solutions for the problems we have with our environment. “We have to 

teach people that it’s disgusting to throw things out, not to re-use things from the garbage.” 

Thomas’ Hector the Protector sculpture who sits watch on a small rock island off Puerto Rico is 

a perfect metaphor for Thomas’ views on recycling. The sculpture holds a recycled metal 

trashcan cut into a lantern as beautiful symbolism that trash can shine the way forward for the 

world (Fig 4). 

 

In my first interview with Thomas, he tells me that because people see trash as ugly and 

disgusting, and often associate reclaimed goods with ‘germs’ or ‘being poor’, he aims to 

associate trash with positive messages, feelings, and situations instead of having it trigger a 

negativity for people. Thomas says that he is careful to make the messaging surrounding his 

projects positive, straightforward, and fun as he says “people are fed up with some of the 

environmental messaging” such as the prescriptive “Co2 narratives.” Thomas tells me that he 

thinks of his work as “running an advertising agency for trash” and that he “wants to sell trash 

with (images of) happy children and their beautiful parents running around in the world.” Seeing 

happy children climbing on sculpture made of trash he says provides a lot of value. Thomas 

hopes to inspire others to recycle by making them have a good and genuine experience with 

“funny and positive stories.” Thomas also wants others to think more about nature and the 

environment, and to see that nature is sacred and beautiful, and worth protecting. “I can’t save 
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everything” Thomas has said, “but I hope that I can help the world in the direction that this will 

be the norm.” Thomas repeats a line to me that I’ve also heard him say in online interviews that 

might as well be his agency’s slogan- “trash doesn’t need to be the thing the world is drowning 

in, we can use it to make a ship to sail to a safe future.” 

4.3.2 Story of the Trolls 

Thomas’ fairytale is told in a whimsical way through sculptures and rhymes, using fantasy, 

wonder, nostalgia, and humour. Thomas has framed his work in a larger fairytale storyland he 

calls ‘The Great Story of the Little People and the Giant Trolls3.’ Thomas’ larger projects with 

multiple sculptures all have a unique rhyming fairytale story that he has written around the 

individual trolls who all have different names from Nordic folklore. The overall plot of the story is 

that the trolls have existed on this earth for millions of years long before humans and they 

overlook and protect nature. The trolls have witnessed changes to the landscape over the years 

and pollution and cars make the trolls sad. The trolls are here to remind us that we are mortal, 

and to the trolls, humans are the ‘little people’. The trolls are friendly to humans, as long as they 

do their part to recycle and don’t pollute. Thomas puts his fairytales into writing and often 

creates a video where he narrates the story that he has written that includes video footage of 

the trolls in their beautiful habitats. On his website there is a map of this fantasy land to show 

where all the trolls can be found. On his YouTube channel Thomas writes:  

 

Since I was a child, I always loved to hear different fairytales and folklore stories, and dream 

myself away into magical worlds filled with dragons and trolls. As a teenager I started writing my 

own stories as a rapper, putting out records, touring and creating a universe, where I could tell 

these stories. In my latest project, I combined all of the above. Recycling, rapping, nature, and 

sculptures.  

 
3 Thomasdambo.com/thegreatstory 
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4.4 Thomas’ Creative Process  

Thomas says, what he is good at, is looking at something and seeing all of the other things that 

it might be. “Most things can be a lot of different things”, he says and “all the tools and materials 

you need are everywhere for free.” In his Facebook live, Thomas says that where someone else 

see a rock, some paper and a bottle, he sees a hammer, ruler, and cutter. Thomas’ projects are 

all developed to suit materials that he already has, letting the materials inspire what he builds. 

When he is in a city, Thomas says he looks at not only the trash, but temporary installations and 

construction sites to investigate what will become trash. Thomas takes this a step further saying 

in an online interview that he doesn’t go the same way to his workshop and back every day- he 

always tries to go a different way so he gets to investigate what unwanted materials are in the 

neighbourhood. It might not have value for him, but if Thomas has room on his bike, and thinks 

it might have value for someone else, he brings it back. “I can’t remember where I find 

everything, but I know I don’t buy anything” says Thomas. “It doesn’t make sense not to use 

recycled materials, it makes more sense to get them from my street than travel 20-30 minutes to 

the store to buy the materials.” 

 

Part of the reason that Thomas decided to make wooden sculptures, was that he knew he could 

find mountains of used wood pallets all over the world for free. In Puerto Rico, in an online video 

he is taken by a local to a location with hundreds of discarded pallets. When Thomas asks why 

the pallets are there, he discovers they are an older version that aren’t in use anymore. In 

Kentucky, in addition to pallets, trolls were made out of old local whiskey barrels, locally made 

cast offs of Slugger baseball bats, and trees that had fallen over in an ice storm the previous 

year. In Australia, Thomas built the wooden sculptures at the market in the Gold Coast out of an 

old shed. The use of these recycled materials, has a distinct effect on Thomas’ aesthetic and 

the look of his projects. For the design of the Australian snake, the team had wood in three 

different colours to work with, which they organized into piles. The design of the pattern on the 

snake was then based on what was available. Thomas says that he designed the best pattern 

he could using the three colours he had and used a hexagon shape to be suitable for the 

straight boards he was using.  
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In a video where he described making a bench from recycled wood of different textures and 

colours, Thomas said “what’s so nice with recycling is that you get some free aesthetics if you 

work with it, instead of against it.” This ‘working with what you have’ attitude has helped to 

create the unique aesthetic of Thomas’ troll sculptures which are created from many small 

pieces of wood that come together to make a full, big sculpture. These small pieces come 

together to make the trolls’ ‘fur’, beards, and hair and are what make the sculptures uniquely 

identifiable as Thomas’ creations. In a video on the Hector project in Puerto Rico, a local art 

teacher named Dalina furthered these sentiments saying that she likes that the sculpture is 

made from “small pieces from here and there that come together” and “from wood that people 

don’t use anymore. Once the wood was trees, and it can’t go back to being trees, so in this way 

it does not go to waste.” In a way, the wood from Thomas’ creations goes back to nature to live 

on. 

4.4.1 Thomas’ Workshop 

Thomas’ workshop is a vast and colourful space with more bits, pieces and details than you 

could ever possibly see, even if you spent the whole afternoon there. Alexa greets me out front 

to give me a tour, but even before stepping inside, I can identify many of Thomas’ projects. 

Upon entering the building, I am greeted by the giant smiling face of a partially constructed troll 

and its framed but unfinished body. In retrospect, I wonder if is a project in progress, or simply a 

prop to show lucky visitors a glimpse behind the magic. It wasn’t something I asked about when 

I was there as I didn’t really want to know if it was the former. The first room we enter is what 

Alexa calls ‘the museum’- a tiny room the size of a closet but with large windows into the rest of 

the workshop and filled with memorabilia from Thomas’ trips and projects. I recognize the space 

from an online video where Thomas sat and read a book of one of his fairytales. After spending 

some time in the museum examining artifacts, each which tell a story, we venture into the main 

section of the workshop which looks like it could have been an airplane hangar. Alexa tells me it 

was a large shed for the shipping industry, but it is now a space full of life with built stairs 

leading to different levels and rooms. The main hall of the workshop has wall to wall shelving, 
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bins, drawers, overhead lighting and decorations, all hand made from recycled materials 

themselves. Thomas basically has his own hardware store in the workshop and you could 

probably find every kind of building material you could possibly think of (plastic, metal, cloth, 

electronics, and of course, wood) and much more all neatly sorted and stacked. We go through 

a door into a separate part of the workshop where the woodworking is done and where I meet 

Julian who is making a large troll head. Julian is very friendly and stops working to tell me about 

his role as a Designer/Builder and how the design process usually works between him and the 

graphic designer Hektor pointing out Hektor’s desk and workplace adjacent to his. Later, Julian 

tells me in a workshop tour that having an abundance of the same materials opens up the 

possibilities for doing many different large-scale things in the same style saying that “a lot of 

what’s going on here is that we’re taking trash and organizing it all into piles.”  

4.4.2 Creating Trolls 

Thomas always says that he is not good at drawing because he doesn’t really care for details, 

and on top of that he has shaky hands, but he still sketches a little bit. In fact, I find out later that 

while Alexa, Julian and I are chatting in the workshop, Thomas is up in his office making hand 

drawn sketches along with a computer presentation as a proposal for a festival installation. 

From my café interview with Thomas, and talks with Alexa and Julian, I discover that the 

process for creating a new troll is that once Thomas goes out and finds a location that he likes, 

he snaps a photo with his phone and draws a rough sketch on top of the photo. He then sends 

this to Hektor with some ideas, and Hektor makes a more formal and professional rendering. 

Once this is complete, it is then up to Julian to build. During my workshop tour, when I asked 

how close the finished product is to the initial sketches, Julian was kind enough to show me 

Hektor’s sketches side by side with some newly built troll faces. Julian said that one thing to 

keep in mind is that he is working with the geometrical angles of the wood cuts, while the 

sketches he receives often have rounder features. From the side by side comparison, there are 

some differences, but I think he’s done a great job from the design to execution, and for me, I 

enjoy standing in front of four giant smiling troll faces lined up in a row on the workshop floor, 

getting to see how the magic is made. 
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Faces and more intricate pieces like hands and feet I discover, are often built in the workshop 

and shipped to the location, while the troll’s body, framing, and any needed scaffolding are built 

on site. Thomas says that they work this way in order to try to keep flexibility in the project. 

Preparation he tells me is important, but it is imperative to him to keep room for some 

playfulness, to be able to improvise and be inspired by the surroundings. This, he tells me helps 

the sculpture to feel less static saying “the more pre fab that goes into a project, the less alive 

the soul of the sculpture”. Julian tells me they actually have no official plans at all for the 

sculpture and just “make it happen on site.” He refers to this process as ‘freestyling.’ 

 

Thomas uses the word ‘feel’ a lot to describe his making process saying things like ‘if it feels like 

this one needs this…then we add more of this.’ The special thing about his trolls, Thomas tells 

me, is that the wooden material is malleable making it possible to make changes, but still having 

a feeling of permanence which is not possible with a lot of classical sculptures made from stone 

or bronze. This he says, is something you don’t see very often and it is why he can still 

improvise, which he believes is a big factor of his success.  

4.4.3 Action Oriented Creation Principles  

Thomas says that with the materials in the workshop, his imagination, and skills that he is pretty 

much able to make whatever he wants just from what is there. “When I work with recycling, I 

look at what I can get out of the materials and then I use it for exactly that. That’s why I am 

always able to make what I want.” He describes his creative process as very action-oriented 

saying “something I’ve been extremely good at is to get an idea and make it happen instantly, 

often the same day or moment.” In fact, in a video of the making of a troll for an arts festival in 

Puerto Rico, one of Thomas’ builders can be heard saying to him “just get on with it and stop 

thinking, it is not your strong side.” In another online video of Thomas sorting through his 

materials he can be heard saying “now when I’m standing here sorting it out, I also get a little 

idea that maybe this one can go with this one and become this one and this one.”  
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For the festival installation proposal that Thomas was working on in his office, when Alexa and I 

stop in with pastries and sit to watch him at work he tells me “we don’t know the theme yet, but 

still have to make a proposal.” Thomas isn’t bothered by this at all saying without even 

hesitating or stopping to think, “you can make anything fit, take this bun for instance (grabbing 

the closest thing to him which was the pastry). If we wanted to make it fit and, if the theme was, 

say African feminism, we could say that we are making this bun with traditional techniques and 

a special local spice.”  

 

In his Facebook Live, Thomas describes the principles of his creative process as follows:  

1) Start with the material you can find, not the design 

Thomas says that he never knows what he will find but knows that he can be creative 

and get the best out of whatever the material is. He says that as soon as you are trained 

in this way, you will realize that you can build anything, and when we run out of other 

materials, we will come back to what we have. This is why trash has a high value.  

 

2) Start now. Don’t wait until tomorrow 

In 20 years, we will all look back and say ‘remember the good old days’, so we should 

remember that ‘the good old days’ are now, and start right away according to Thomas.  

 

3) Everybody can do it 

If you just push someone a little bit, everyone can do it, says Thomas.  

 

4) Jam it, don’t plan it! 

Have a direction but not too much of a plan as strict plans kill creativity and make the 

process boring. Thomas says that he never knows what he will find in terms of materials, 

volunteers or weather, so it’s better to keep processes flexible to easily adapt.  

 

5) Make stupid perfect 

Thomas says that it’s not his technical skills as a carpenter, but his passion to create that 

has led to his success. According to Thomas, if you put a lot of energy and intellect into 

something then you will be on a path to inventing something new and original, so “be 

serious about being stupid” because “when you do something stupid, you learn something 
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new.” When Thomas first started out making large scale wooden trolls in nature out of 

recycled materials people would ask him who would pay for this? ‘Why don’t you use metal? 

Why don’t you put the sculptures out in front of a Walmart where everyone will see them 

instead of hidden in the forest? Thomas persisted with his recycled wood sculptures of a 

limited lifespan out in nature, and now they are in high demand and people pay a lot of 

money to have one.   

 

And finally, although he didn’t have it on his list, I would add; 

 

6) Trust yourself, and the process  

 Thomas has said “you should always have the courage to believe that you can do something, 

even though you might not be certain, but just trust that you’ll work it out.” With regard to 

obstacles, Thomas said that he’s of the belief that from all of his experience, “there isn’t a 

problem that is unsolvable, because in the end we always figure it out.” Alexa elaborated on this 

in her interview saying that Thomas refuses to accept limitations, or someone telling him what 

he wants to do is impossible and that to that he often replies, “I can do that, I’ll show you right 

now.” When I ask Thomas if intuition plays any role in his work, he tells me that he “always 

trusts his gut feeling”. “The initial thought is a good thought for good reason” he says, so “go 

with the feeling and spend some time getting it there.” He continued by saying that it’s four times 

“more fun spending time making the thing and trying it out and seeing it in real life than to 

brainstorm.” 

4.4.4 Muscle Memory and Positioning  

When I asked Thomas how he generates his ideas, he told me that when you have tried a lot of 

different things like he has, you have a lot of experience to draw on which he referred to as 

‘muscle memory’. Thomas says that he often finds himself making something he’s done before 

which he had forgotten, “but body and mind remember. So, if you just start doing it, it gives you 

something to flow upon. Trying a lot of things gives you a lot of ideas. The more only one thing I 

do, the less open minded to new ideas I become.” Thomas says that he struggles a little bit now 

that everyone ‘wants the same hit’ (trolls). Playing the same song, he says, limits you a little bit. 

“Being playful and trying new things is where you learn new things and get new ideas.” For 
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Thomas, understanding a variety of mechanisms, tools and techniques, and undertaking small 

projects really fast is what he says helps him to keep creating new things.  

 

Thomas explains that one of the reasons he probably likes to build big things, is that standing at 

around 6’4, he himself has a big frame. The other reason he says, is that due to his ADHD he 

doesn’t really care for small details, which don’t matter on big things. When asked how he 

decides on the locations and positioning of his sculptures, Thomas says that he often imagines 

if he were a troll interacting with the world, how he would want to be. In an online interview he 

stated “when I have to decide where my trolls will live, I try to imagine that if I was a troll- what 

would I do if I were here? I would maybe sit and lean against this tree, or I would sit and look in 

this pond, and I think it is nice that my creatures are placed in the real world and are interacting 

in the real world, because by doing that they seem more alive.” In the same video you can see 

Thomas walking the grounds trying to get the positioning just right saying, “did it just come out 

of the forest and walk this way?” The placement and poses of Thomas’ sculptures are very 

much inspired by, and interact with, the surrounding landscapes. Speaking more on this, 

Thomas says “on the other hand, you could also put a troll inside a museum or on top of a 

pedestal but that would make it look more dead. I’m aiming for alive sculptures. I think that it is 

nice to take an industrial pallet and turn it into something so organic and full of life.” 

4.5 Contextual Differences in Danish & North American Culture 

In a Q&A in the Facebook live interview from Colorado, someone in the audience asks Thomas 

about what ‘appropriate interactions’ with his sculptures are as some of the controversy 

surrounding the now removed sculpture was that some people felt as though others were 

interacting with the sculpture in inappropriate ways such as climbing on it. To that, Thomas 

replied that he comes from Denmark where, as kids they could climb “as tall as they wanted on 

the trees, and bike 10 miles back and forth on the highway, and no one got hurt because we 

learned to keep our balance in the world.” Thomas also reminds the audience that “Danes don’t 

have the same culture of suing each other” like they do in America.  
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Thomas says that his sculptures invite you to come and climb in and on them and that only in 

doing so many of his sculptures become alive and complete. Many of his sculptures are 

designed with built in birdhouses, benching, or areas to go inside or climb on with long torsos, 

an open mouth, an arm that functions as a bridge over a stream, or outstretched hands that 

invite you to sit in them. Sculptures such as Hilltop Trine (Fig 5) and Green George (Fig 6) 

where you can sit in the palms of the sculptures’ hands are only ‘finished’, according to Thomas, 

when someone does this. Thomas wants others to experience the sculpture with their bodies, 

not just to drive by passively. He says that he likes art that is accessible to the public, and that 

good art is art you can enjoy with your senses and be part of the creation, which makes the 

sculpture alive and ever changing. This he says might mean that his sculptures last for a shorter 

time, but they will produce a bigger impact while they are there. 

4.6 Thomas Dambo, the Business 

Thomas tells me that what he does is “a lot like a classic NGO- working towards social change, 

climate change, and a better world.” He says he is running his business as a for profit as it is 

very expensive for him to give his services for free, so he needs a commercial aspect. Thomas’ 

business has grown so much in the past years that he tells me that he has around 300,000 DK 

($45,000USD) per month in expenses. I don’t ask him about his profits, but they would have to 

be more than 3.6M DK ($500,000 USD) per year just to break even from his monthly expenses. 

Thomas tells there is a possibility to earn even more than he already does, but his main priority 

is to try to make things that ‘aren’t about money’, and to focus on projects that are a 

“combination of freedom and responsibility”. Thomas tells me that his core expertise is being 

himself, creating new things, and putting them out into life, and to do this he needs to use his 

time as effectively as possible. To be effective with time, Thomas tells me that he tries to cut 

down on the things that other people can do and give responsibility away to someone else so he 

can be free and playful and that this someone else is Thomas’ manager, (who funnily enough, 

to me is) named Troels.  
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Troels told me that he met Thomas when he was a hip-hop booker and Thomas was a rapper. 

Troels has a B.A in Business Development and Engineering, and a Master’s in Innovation and 

Entrepreneurship. Troels joined Thomas after his own business didn’t take off and Thomas 

needed someone to help with project management, talking with clients, creating a website, 

managing emails, and essentially everything else that didn’t have to do with building and 

designing. Troels tells me that there are seven people working for the company full time but with 

freelancers and depending on the number of projects in progress, it could be up to 35. With 

Thomas only in Denmark for about 20 percent of the year now, Troels says he takes care of the 

business aspects skyping with Thomas on a weekly basis. From my conversations later with 

Alexa, it sounds like she is also taking care of a lot of the business aspects as well arranging 

work visas, liaising with clients, creating proposals, and booking travel and accommodation, 

essential elements which Troels and Thomas hadn’t mentioned. Troels says that he tries to fill 

up the calendar, but not fill it up too much, weighing projects by what makes sense 

economically, branding-wise, and what is fun. Lately, they have decided to give some priority to 

projects that aren’t trolls such as plastic projects like the ‘Future Forest’ project Thomas did in 

Mexico City (Fig 7). For now, Troels says, the troll projects give Thomas the freedom to develop 

other projects at the same time. In the beginning, Troels says that a lot of their jobs were based 

on networking and using street art projects to get attention, not to get paid, as with the Happy 

Wall. Two recent examples of this he says are 2019’s ‘Green George’ which is located behind a 

skate park in Copenhagen’s Christiania, and a troll in the Wynwood area of Miami as part of 

international Fair Art Basel, both of which provide high exposure, and Art Basel which provides 

artistic credibility. Troels told me that “Thomas gets 100 ideas a day” and a large part of his job 

is to filter them and to “see how we can make them reality in a realistic way.”  Troels says that 

he has Thomas’ bank of ideas up in his own head, and that he himself could probably be more 

organized, but he chooses to ‘go with the flow’.  

 

Troels said that he and Thomas get around 8 inquiries per day over email (that’s almost 

3000/year) from people interested in commissioning work. Six years ago, he says they would do 

more push marketing and take anything they could, where, now they need to figure out what is 
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best to do next, and what not to do. In my interview with Alexa, she reiterated how important it 

was to work with clients that they “vibe well with”; otherwise, “no one is going to be happy and 

it’s not going to work out”. In my interview with Thomas, in asking him what kind of projects he 

says no to, he told me that any corporate partnerships to do with cigarettes, beer, or cars is an 

automatic no. He did say though that he is open to partnerships with big corporations if the 

project fits into his mission and helps to educate people. Troels echoed this in his interview 

saying that the main thing is that the work is “visible, accessible, and has a positive impact”. 

Troels did tell me that, unfortunately one of Thomas’ pieces is “locked away in a resort in 

Tennessee where it costs $2000/night to stay.” It is especially unfortunate because it is a 

particularly beautiful sculpture called Leo the Enlightened (Fig 8). Troels said that this is the type 

of situation they usually try to avoid, but in this case, they didn’t know enough information ahead 

of time, and it ‘just happened.’ Troels says that currently none of Thomas’ works are indoors in 

private collections, but he has been approached by rich collectors inquiring about sculptures in 

other materials such as metal or bronze. When I asked Thomas about other projects he has 

turned down, he told me that he had met with a group of Aboriginal elders who asked if he 

would build one of their gods and he declined this opportunity as it “was not his story to tell.” 

 

When asked in his Facebook live video about the typical price per troll, Thomas laughs and 

says to contact Troels for pricing details, but notes that the price would likely change depending 

on the location in the world saying “if it were super boring with a lot of rain, that project would 

cost a lot more than somewhere super fun with a lot of sun”. In the same session, when 

someone asked how they could donate to future projects, after cheekily placing down and 

opening his backpack, Thomas reinforced that for anything to do with money, Troels should be 

contacted. Thomas told me that the typical type of commissions he gets are nature parks, 

municipalities, tourist boards, arboretums, and music and arts festivals describing them as 

“organizations who want you to see their beautiful nature and who would benefit from the traffic” 

that a sculpture generates, “who believe in teaching the recycling message”, or “want to 

demonstrate that they are thinking green”. Thomas tells his Facebook live audience that he 

would be interested in taking a corporate commission if it would also sponsor the cost of a large 
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community project saying he would “put (a troll) out in front of a Walmart if they would cover the 

cost for 7 more on local mountaintops”. Thomas told me that he usually gives large corporations 

an extra high price in order to scare them away.  

4.6.1 Thomas’ Future Opportunities 

When I asked Thomas what’s next in terms of projects, and if he has plans to scale his 

business, he tells me that at the current rate of 18 new trolls per year in locations spread out all 

over the world, all with construction that he is still personally involved in, and the limitation of his 

personal time makes scaling further in this way difficult. One way to overcome this would seem 

to be making each of Thomas’ location bound projects bigger by having a larger minimum 

number of trolls per location. Alexa mentioned this to me regarding a current project where she 

and Thomas made a proposal to do a story with 10 trolls as opposed to the initial 5 that were 

requested by the client. This makes sense since the main cost for Thomas and his crew is travel 

related. Thomas also told me that he has thought about making some standard (not 

individualized, but still part of the Great Story) trolls out of more durable materials for outdoor 

playgrounds, “but then it wouldn’t be art” he adds. Illustrated children’s books are also a natural 

next step and something that he says he is thinking about. Thomas does have limited edition 

copies of one of his stories where he crowdsourced the illustrations and made a limited number 

of handmade books using recycled cardboard which are signed and retail for 300 euros each on 

his website. 

 

When I ask Troels about the ‘consumption’ aspect of selling merchandise, and how this can be 

reconciled with Thomas’ anti-consumption message, he tells me that there is a demand for 

people who ‘want to be able to take something home with them’ and that this is something that 

they would have to “balance out by using high quality, organic, recycled, or reclaimed materials” 

and “do it in a way that fits in with the current narrative”. This would likely result in some kind of 

compromise, he adds. Finally, as previously mentioned, there have been some requests for 

metal sculptures from art collectors, but this Troels tells me involves testing out a whole new 

concept, and new production methods and costs. Metal or bronze sculptures would add to 
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Thomas’ artistic credibility as this medium is more permanent and lasts forever, as opposed to 

Thomas’ current sculptures which he says are not made to last more than a few years. Having 

one of Thomas’ sculptures he says, in the same collection or sculpture garden as pieces from Ai 

Weiwei or Louise Bourgeois, would increase his cultural capital and solidify his place as an artist 

in this ‘higher’ form of art. Because up until this point, Troels tells me that Thomas has 

deliberately tried to “balance not speaking too snobbish art language” in order to ensure his 

artwork is accessible, describing his projects as aiming to “bring art out of the museum.” 

 

The story of Thomas Dambo is a tale of a kid from Denmark with ADHD who loved stories and 

had dreams of collecting others’ trash as his treasure. This enabled him to build and play in a 

big scale, and as an adult, he never stopped playing, creating stories through his street art, 

making rap songs and videos, and building projects using scavenged materials. Of all of the 

things that Thomas is, he sees himself as ‘a creative person who is really good at getting stuff 

done’ and he attributes this success to his ability to labeling himself as different things in 

different settings. Thomas’ vision and creation of the Troll Universe came together by simply 

being himself, following his gut feelings, and actively creating by leveraging all of the inputs that 

he had at hand, including his previous creations. It is easy to see how Thomas uses exactly who 

he is, what he knows, and has on hand, and how this has heavily influenced the projects and 

stories that he produces.  
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5. Interpretation and Significance of Findings 

In this chapter, I bring together the concepts presented in the theoretical chapter with my 

empirical case data as presented in the previous chapter to show how the case of Thomas 

Dambo is a fitting case in studying innovation and entrepreneurship, and to answer my research 

questions: 1. What does the creative process of the Artist Entrepreneur involve? And, 2. What 

role does storytelling play for the Artist Entrepreneur? I will demonstrate that Thomas Dambo’s 

creative process involves and highly exemplifies the processes of effectuation, bricolage, and 

embodied intuition I will also demonstrate that Thomas Dambo uses storytelling to describe his 

entrepreneurial journey to establish his identity and background and that this provides him with 

legitimacy as a relatable person, recycling artist, and entrepreneur. This storytelling acts as a 

bridge to enable Thomas Dambo to communicate his vision, connect with others, promote his 

work, and frame his future opportunities. 

5.1 Thomas Dambo, Artist Entrepreneur  

It has been said that both artists and entrepreneurs seek to actively influence and transform 

their environments and do not passively accept the prevailing norms and modes of operating, or 

‘rules of the game’ (Harmeling & Sarasvathy, 2013). It is easy to see in the case of Thomas 

Dambo that he certainly challenges the way in which we think about consumption, garbage, 

recycling, and art. Thomas Dambo is an appropriate case to study the Artist Entrepreneur, as it 

is clear to see going back to Scherdin & Zander (2011)’s definition, that Thomas’ idea to build 

large scale temporary troll sculptures in the middle of nature from recycled garbage was a highly 

subjective and novel idea surrounded by uncertainty, but he has made this vision resonate with 

diverse audiences. Like other studies of Artist Entrepreneurs, Thomas has accumulated 

symbolic capital in his name, and turned into an employer with his team of 7-35 ‘invisible 

helpers’ depending on the season, but still sees himself as just a ‘lucky’, ‘playful’, and ‘creative 

guy’ more than anything else (Schulthesis, 2018; de Klerk, 2014). It could be said that Dambo 

has mastered Schumpeter’s concept of creative destruction creating not only new goods with 

his art, but also challenging, changing and creating new production methods, markets, forms of 

organizing, and supply. Thomas has not only created economic value for himself and his clients, 



 

58 
 

but he has gone beyond this to make large social contributions as well. As Hjorth & Holt (2016) 

noted, the creation process of artistic entrepreneurship also opens up new possibilities to move 

beyond present limits with impacts that multiply into social, political, aesthetic, and cultural 

processes to make social change happen. Thomas’ sculptures make people think differently to 

their relationship with art, nature, consumption, recycling, and waste.  

5.2 Thomas Dambo, Effectuator 

Thomas stated that with the recycled materials in his workshop, his imagination, and skills, he is 

pretty much able to make whatever he wants just from what is there. “I look at what I can get out 

of the materials and then I use it for exactly that” he says. His statement is essentially the 

definition of effectuation- using a given set of means and selecting among possible effects that 

can be created with them. Sarasvathy (2001) stated that entrepreneurs should start with who 

they are, what they know, and who they know in order to explore without known ends, fabricate 

opportunities accordingly, and that an entrepreneur’s personal traits, tastes, abilities, and 

networks heavily factor into their opportunities, and specifically what it is that they construct. The 

case of Thomas Dambo illustrates effectuation well in that Thomas stressed that his most 

important asset is simply being himself, a playful guy who loves building and cares deeply about 

nature and the environment, knows how to scavenge to get materials easily and for free, how to 

tell and document a story to make it resonate (from his days as a rapper) and how to reach out, 

use his networks (as he did with his early projects like the Happy Wall) to gain attention. 

Thomas didn’t set out to build giant trolls, but given the materials he had on hand, combined 

with his knowledge, building skills, body size, attention deficit, love of telling stories, and making 

projects outside in nature, these means all combined and the Troll Universe was the effect.  

 

Thomas’ 5 principles of creation are essentially the principles of effectuation: start with the 

material (means) you have, not the design; start now (not after doing market research); jam it, 

don’t plan it! (leave room for flexibility); make stupid perfect (manage failures); and everybody 

can do it (everyone has skills and assets that they can draw on).  Going back to Thomas’ ‘make 

stupid perfect’ rule, it is easy to see that Troll Universe owes itself in part to the day that Thomas 
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and his friends went into the workshop to make something ‘without known ends’ and came out 

with a giant pink wooden pony by simply using what they had. The ‘making perfect’ of that 

‘stupid’ pony led to the skills to make other large wooden creatures, trolls. Thomas says that this 

approach is “why I am always able to make what I want with the materials I have.” 

 

Sarasvathy (2001) says that the effectuator proceeds without any certainty about the existence 

of a market or a demand curve and they seek to manage their failures rather than trying to 

predict them or plan for their avoidance. This is also the case for Dambo, who was told that if he 

wanted anyone to see his sculptures, and if he wanted them to last, that he should build them 

out of metal and put them in front of a Walmart instead of building them out of temporary 

materials and hiding them nature. Thomas told me in an interview that for him it is “more fun 

spending time making the thing, trying it out, and seeing it in real life than to brainstorm.”  

 

For Thomas, it’s important to “have a direction but not too much of a plan” as he believes that 

“strict plans kill creativity and make the process boring”. Thomas’ builder Julian called this 

process of ‘making it happen’ on site, ‘freestyling.’ While some preparation is important, Thomas 

says it more important to keep flexibility in his projects to be able to better manage the things 

that he can’t control like the weather and landscapes of work locations, the materials he finds, 

and volunteer labour. The wood Thomas uses is an innately flexible material which is important 

in his work. It is said that due to the levels of inherent flexibility, that the residual artifacts of the 

effectuation process are unanticipated and often take on forms that are completely unimagined 

and unanticipated (Sarasvathy & Dew, 2005; Sarasvathy et al., 2008; Olive-Tomas & 

Harmeling, 2020). When we look at Dambo’s large-scale recycled troll sculptures made out of 

garbage, it is not likely that success in this manner could have been predicted or imagined.  

 

Olive-Tomas & Harmeling (2020) examined how effectuation is a key process of artists because 

progressive artworks “build upon previous achievements.” Thomas has demonstrated this in his 

work where he has both stated and demonstrated that “one project always helps the other 

project.” Thomas’ Pink Pony, Happy Wall, and the rap that he created for his Hector the 
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Protector sculpture (which was more about the story of him and his friends making the sculpture 

than it was the story of Hector like he did for the following trolls), were all essential elements that 

Thomas then built upon to create his concept of the Troll Universe.  

5.3 Thomas Dambo, Bricoleur 

Thomas says what he is good at, is looking at something and seeing all of the other things that it 

might be. Thomas stated that, “all the tools and materials you need are everywhere for free” as 

“most things can be a lot of different things” illustrating that where others see a rock, some 

paper and a bottle he sees a hammer, ruler, and a cutter. This is essentially the definition of 

bricolage- using what is available at hand, recombining elements at hand for new purposes, 

creating something out of nothing, or making due (Levi-Strauss,1967; Baker and Nelson, 2005). 

Thomas’ projects are all developed to suit materials that he already has or has found, letting his 

collection of scavenged materials inspire what he builds. Thomas’ first big international success 

the Happy Wall was inspired by having an abundance of small wood pieces and hinges in his 

workshop.   

 

Thomas describes his creative process as very action-oriented saying, “something I’ve been 

extremely good at is to get an idea and make it happen instantly, often the same day or 

moment.” Like effectuation, an important feature of bricolage is that it involves active 

experimenting with different combinations and processes, and engagement with problems and 

opportunities, rather than lingering over questions of whether workable outcomes can be 

created from what is at hand (Baker & Nelson, 2005; de Klerk, 2015). We can see in Thomas’ 

work that there is no temporal gap between the design and execution of activities as he is 

designing at the same time as he is building; letting the materials and landscape inspire what he 

does and working with what he has, not around or against it. 

 

Firms that engage in bricolage are said to be alert to resources as much as they are to 

opportunities (Baker & Nelson, 2005), and we know that Thomas is ultra-alert to resources as 

he has described taking different routes to work in order to be on the lookout for disposed 
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goods, and how he thinks in terms of what materials will be discarded when he visits a work site 

or festival, and in the way that Thomas often takes materials back to his workshop without 

knowing what he will do with them. Being resource-alert is one of Thomas’ core characteristics. 

One of the main reasons that Thomas decided to focus on recycled wooden sculptures was that 

he knew he could find used and unwanted wood pallets anywhere in the world, for free. 

 

Another characterization of both bricolage and Thomas’ working style is a disregard for 

commonly accepted limitations in the definition of inputs, practices, and standards (Baker & 

Nelson, 2005), instead trying out solutions and being unafraid to test limitations, challenging 

perceived boundaries (de Klerk, 2015) and simply dealing with the results; similar to the concept 

of managing failures in the process of effectuation. Thomas demonstrates his willingness to test 

limitations with the statement, “there isn’t a problem that is unsolvable, because in the end we 

always figure it out.” According to Alexa, Thomas actually refuses to accept limitations, 

especially when someone tells him that what he wants to do is impossible. Alexa told me that 

Thomas is known for responding to limitations by saying “I can do that; I’ll show you right now.” 

 

With bricolage, improvisation and creativity is merged with the use of unconventional, hidden 

and seemingly unrelated resources such as the waste products Thomas uses that otherwise 

would not have been put to a productive use to create new combinations and new value (Baker 

& Nelson 2005:362). This value includes economic value for Thomas in the sale of his 

sculptures and for the parks and towns that commission them and draw people to visit, 

emotional value for those who can say they were somehow part of the experience (through help 

building, donating materials, or through their interaction with his pieces), and also aesthetic 

value. The ‘working with what you have’ attitude and use of found and recycled materials has a 

distinct, yet unplanned effect on the unique aesthetic of Thomas’ troll sculptures. The small 

scrap pieces of cut pallets are what come together to make the trolls’ ‘fur’ and this aesthetic is 

something that makes Thomas’ sculptures uniquely identifiable as one of his creations. It was 

also demonstrated how bricolage creates aesthetic value when Thomas talks in one of his 

videos about how the different colours of scrap wood he uses to make a bench make it look 
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more interesting. The unplanned aesthetics that come from bricolage also influenced the pattern 

and design of the snake Thomas created in Australia where he commented how you get some 

‘free aesthetics if you work with it, not against it.” 

5.4 Thomas Dambo’s Embodied Intuition 

Merleau-Ponty (1962) stated that the primary way in which we come to know the world is 

experientially through our bodies, and outlined 3 levels of embodiment: perception as an 

acquired body or motor skill; physical attributes like body shape and size and how these factor 

into understanding; and the links between the body and cultural skills. Using the definition of 

perception in the first level of embodiment, we can see how in Thomas’ work, perception and 

active bodily engagement demonstrated through his skills, practice, and experience plays a key 

role in how and what he designs and builds. Thomas alluded to this directly when I asked him 

how he generates his ideas, answering that since he has tried a lot of different things, he has a 

lot of experience to draw on, which he called ‘muscle memory’. This concept was demonstrated 

further when Thomas told me that he often finds himself making something he’s done before 

which he had forgotten, but that his body has remembered. This is why it is so important for 

Thomas to actively work with his ideas because as he said, “if you just start doing, it gives you 

something to flow upon. Trying a lot of things, gives you a lot of ideas. The more only one thing I 

do, the less open minded to new ideas I become.” Thomas said this in reference to making trolls 

over and over again continuing saying “being playful and trying new things is where you learn 

new things and get new ideas”. For Thomas, the bodily skills he learns through trying a variety 

of mechanisms, tools and techniques, and undertaking small projects quickly is what helps him 

to keep creating new things and have more skills and experiences to draw upon in the future. 

This fits in well with Sarasvathy’s (2001) theory of where she stated that with effectuation, 

entrepreneurs ‘act to know.’ 

 

What Thomas is describing can also be explained by, and relates directly to, Merleau-Ponty’s 

concept of ‘maximal grip’, or how the body can take over because of its innate competence and 

experience to “lead to purposeful action without the goal or intention of ever becoming 
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prominent in a person’s mind (Joy & Sherry, 2003:263).” According to Joy and Sherry, when this 

happens and the body performs an activity unconsciously, individuals tend to experience flow 

(p,264)” just as Thomas said. Looking at theories of embodiment we can see how people make 

sense of their experiences through embodied interactions with environments, materials, and 

others, and how they interpret and act on these feelings within the flow of experience. Here 

again, there is a link to effectuation and bricolage which Thomas demonstrated are active 

processes where sense in made through the doing.  

 

Looking at Merleau-Ponty’s other levels of embodiment- the role of physical attributes, and links 

between the body and cultural skills, we can also see how these affect Thomas’ work making 

large scale interactive troll sculptures. Thomas is a large fellow with a big frame standing at 6’4 

(193 cm) tall and has said that he has shaky hands and ADHD. Thomas likes to create ‘big 

things’, because small details are difficult for him, but they don’t matter as much on a large 

scale. With regard to cultural embodiment, when Thomas was answering questions in the USA 

about whether or not it was appropriate to climb on his sculptures, he highlighted the differences 

between Danish and American cultures with regards to children in Denmark being given more 

independence to ‘climb the highest trees’, ride their bikes down the highways and ‘find their 

balance in the world,’ saying that this is why Danish parents trust their children not get hurt. In 

America, parents are known to be more protective and risk averse. Here, the cultural differences 

in parenting of Danish and American children is highlighted which may actually result in 

differences in physical skills and resiliency. We can see how over protection may actually affect 

the physical skills of children, as it has been established that play is conducive to learning.  

 

Beyond this, there are many other examples of Thomas using embodied intuition. When asked 

how he decides on the locations and positioning of his sculptures, Thomas says that he often 

imagines if he were a troll living in and interacting with the real world, what would he want to do, 

and how would he want to be. This exercise in embodiment effects the positioning of Thomas’ 

sculptures, the way they are lying down, what they are doing, or looking at. One sculpture in 

Kentucky is looking into a stream as Thomas said he thought that would be something he might 
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do if he were a troll walking out of the woods and into that clearing. In his Facebook live, 

Thomas told the crowd that when he rebuilds the Colorado sculpture that was removed, it won’t 

be the same because the original sculpture was located near a pile of rocks, so the activity that 

the troll was performing was stacking rocks. The new sculpture would not likely be near a pile of 

rocks, so it would be doing something else to interact with its own unique physical environment. 

Thomas often uses the word ‘feel’ to describe his making process saying things like, “if it feels 

like this one needs this…then we add more of this.” Thomas says that his sculptures are very 

much inspired by their surroundings and that “the more pre fab(rication) that goes into a project, 

the less alive the soul of the sculpture”. It is not only effectuation and bricolage that are helpful 

processes for Thomas in fostering flexibility and playfulness in his projects. Embodied intuition 

also assists Thomas in his preference to be able to improvise from being inspired by his 

surroundings. 

 

Joy & Sherry (2003) stated that “imagination is steeped in embodied perception and is kindled 

by…bodies (p.279).” This was reinforced when Cornelissen (2013) recounted how van Gogh, 

unable to articulate his vision, still had a strong embodied sense. We see this illustrated when 

Troels explains how Thomas picks projects saying he weighs them not only by what makes 

sense economically and branding-wise, but what feels like it will be fun. Reckhenrich et al., 

(2009) stated that highly successful people often say that the secret to their success was that 

they sensed more than they thought about the topic. The emotional side of the creative process 

is sensing the quality of upcoming ideas, and trusting gut feelings whether or not to go forward 

(p.70). Cunliffe & Copeland (2011) also showed that examining “bodily sensations of possibility 

(hunches) can be a good indication of the presence of an idea worth exploring (p.83).” Thomas 

not only uses embodied intuition to determine whether an idea is worth exploring, but also if a 

potential client will be the right fit. Troells uses his gut feeling on what opportunities to pursue 

from the thousands of inquiries they get each year, and Alexa told me that even in the later 

stages of meeting with clients, they only go ahead with clients that they think they will “vibe well 

with”, which comes down to a feeling more than anything else. Thomas told me that he always 

trusts his gut feeling saying “the initial thought is a good thought for good reason so go with the 
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feeling and spend some time getting it there.” This statement again connects embodied feelings 

with the active creative processes that Thomas says are imperative to his success.  

 

Cornelissen (2013) referred to embodied imagination as ‘vision’ which he said serves to fuel 

passion and emotions and direct and guide entrepreneurs to spot or create new opportunities 

(p.704). He stated that visions often result from “blending two previously unrelated broader 

domains of knowledge (p.705)” and that “vision is based on a combination of inferences and a 

culmination of ideas and insights…built up over time (2013:707). Thomas says what is special 

about his work is that it crosses the different creative mediums (and Thomas’ passions) of art, 

music, graffiti, and recycling which all come together in the Troll Universe. This is why Thomas 

says that what he does, doesn’t feel like work and that he lives his dreams. We can see once 

more how feelings are important in Thomas’ work in that he has stated it is his mission to 

associate trash not only with positive messages, but positive feelings. Here embodiment is also 

something that Thomas and his team want to convey in the projects and images that they create 

so that when someone interacts with a project, they have an embodied or emotional experience. 

5.5 Thomas Dambo, Storyteller  

After demonstrating that Thomas Dambo’s creative process involves the active concepts of 

effectuation, bricolage and embodied intuition, and that these concepts are highly intertwined, I 

will now look at what the role of storytelling has for Thomas Dambo. O’Connor (2002) stated 

that a key competence of entrepreneurs is narrative sensemaking to build credibility, establish 

common ground for communicating with audiences, and validate value propositions. 

Cornelissen & Clarke reinforced this with their definition of entrepreneurial sensemaking, 

described as the process where entrepreneurs’ imagined future opportunities are brought to 

speech to allow them to be understood by others (2010:544). Here we can see how storytelling 

is such an important tool for the Artist Entrepreneur to use in interactions with others to 

construct and convey meaning about themselves and their new ventures to create social 

acceptance. The following section will demonstrate how Thomas Dambo uses storytelling to 

describe his entrepreneurial journey, establish his identity and legitimacy as an artist, and to act 
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as a bridge enabling him to extend his vision, promote his work, connect with others on an 

emotional level and to frame, legitimize, and rationalize potential opportunities. 

5.5.1 Entrepreneurial Journey and Identity  

Thomas describes his core expertise as ‘being himself’, and due to this, it is easy to see that his 

entrepreneurial journey and identity are closely tied. Thomas often tells his story of being a kid 

with ADHD who was largely affected by a teacher who read fairytales to him and taught his 

class to see the value in things that others didn’t. He speaks about his childhood dreams of 

building tree top houses and skateboard ramps and how he learned to scavenge for materials 

because he didn’t have money or a way to get to the store. This story helps to show a defining 

experience, but is also something that many others can relate to and think back to their own 

childhoods regardless of their culture. According to O’Connor (2002), personal narratives 

addressing the inspiration that transformed an entrepreneur’s ideas into a company, and the 

history that qualifies the founder to call themself an entrepreneur, are very important in building 

credibility and establishing common ground for communicating with a variety of audiences. 

Thomas’ personal story also legitimizes his claim of being one of the world’s most experienced 

recycling artists with over 25 years of experience. Because Thomas is 40 years old now, it is 

important for him to establish that he has been building recycled projects since he was 15, as 

identity discourses are an important resource in constructing legitimacy (Røyseng et al., 2007). 

Thomas uses this history in his claim that in any other profession he would have a doctorate by 

now due to his expertise in the area. What Thomas mentions less in his stories is his master’s 

degree in Design, most likely to highlight his hands-on experience and be seen as more 

relatable in what he is doing. This was made clear when Troels told me that Thomas purposely 

tries to not speak ‘snobbish art language’ in order to make his work more accessible. 

When I asked Thomas how he thinks of himself when he has so many different skills and 

abilities, he simply told me that he primarily sees himself as “a creative person who is really 

good at getting stuff done”, not as an entrepreneur. In online interviews Thomas describes 

himself as “the lucky guy who gets to travel the world with some of [his] best friends to make 

different big art projects” often recounting the story of how it was not that long ago that he sat 
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alone in his workshop with no heat. These stories align with the ‘charismatic myth’ according to 

Røyseng et al., (2007) which presupposes that the artist is a passionate bohemian dedicated to 

their art as their calling, disinterested in financial interests. Thomas has said that his main 

priority is to try to make things that ‘aren’t about money’ and to focus on projects that are a 

“combination of freedom and responsibility.” Thomas proudly stated that he has never spent 

time working for anyone else other than his own creative mind. Sørensen (2008), compares the 

stories surrounding the origins of entrepreneurship to that of a fairytale due to themes of the 

cultural entrepreneur as community saviour battling the enemy of globalization and this theme 

could be said to apply to Thomas. While Thomas says that he doesn’t think his art will save the 

world, his stories do convey that he is battling our unsustainable ‘throw away’ culture, and he 

does hope that his work will make people think and act differently.  

Thomas is very careful to produce narrative to show that his motivations are to see his creativity 

make changes in the world and to create new possibilities for living to move us beyond our 

present limits (Hjorth & Holt, 2016). Thomas perpetuates these narratives, being very careful not 

to publicly talk about money, diverting any questions about finances to his manager. When 

Thomas does speak about money, it is often an anti-capitalist narrative describing how any 

corporate projects he does should pay for a number of community projects in return, or how the 

intention of the Happy Wall was to be a billboard that takes back public space from 

corporations. Anderson & Warren (2011) argue that being identified as ‘entrepreneurial’ 

functions as a ‘license’ to privilege certain actions as this discourse helps to create an identity 

and empower entrepreneurs to challenge the status quo to bring about change. The authors say 

that entrepreneurs’ identities engage audiences on both a rational and an emotional level as we 

can identify in them both a ‘sameness’ to us, but also a ‘distinctiveness.’ Thomas uses 

narratives to talk about how he is just a regular guy, with simple dreams, so he is very relatable, 

but unlike the vast majority, he is living the dream that everyone wants- working for himself, 

pursuing his passion, making a difference in the world, and not needing to take a holiday away 

from everyday life. How a ‘regular guy’ is qualified to deliver these narratives on trash, recycling 

and sustainability, is then tied to both his identity as an entrepreneur, and his ability to tell the 

stories of his history and background to establish this legitimacy. The stories that Thomas tells 



 

68 
 

are key to establishing his artistic and entrepreneurial identity and play a large role in creating 

his relatability and acceptance.   

5.5.2 Emotional Relationality 

For most of us, fairytales have an emotional connection to childhood, and Thomas has used this 

fairytale narrative to associate his sculptures with tales of mythical creatures, childhood dreams, 

treasure maps, play, whimsy, innocence, nature and happiness. Thomas makes his sculptures 

delightfully irresistible so adventure seekers, influencers, and children and their parents flock to 

them to climb and play, take pictures, and share these images. These images are vital to 

Thomas in countering the narrative that trash is dirty, disgusting, and germy to show that it is 

safe, fun, exclusive, and desirable. The stories surrounding Thomas’ Trolls Universe are a 

counter narrative to society’s dominant stories and associations of garbage.  Thomas told me 

that he wants “to sell trash with (images of) happy children and their beautiful parents running 

around in the world” and “playing safely on what was garbage” because that gives his work a lot 

of value. Thomas deliberately wants to make the messaging surrounding his projects positive, 

straightforward, and fun as he says people are fed up with some of the more prescriptive or 

preachy environmental messaging such as the “Co2 neutral” narratives. 

 

Czarniawska (2004) stated that “narrative thrives on the contrast between the ordinary, what is 

‘normal’, usual and expected, and the ‘abnormal’, unusual or unexpected (p.9)” which Beyes & 

Steyaert (2013) reinforce in their statement that ‘uncanny’ aesthetics enhance our appreciation 

of the aesthetic dimensions of organization by exposing and undermining things that have 

become too familiar or taken for granted, and open up new spaces by forging interconnections 

(p.1445). Thomas’ giant trolls hidden in nature and created out of garbage are not ordinary or 

expected. In Scandinavian folklore trolls are ugly and scary beings who threaten humans, and 

garbage is almost universally viewed as dirty and undesirable. Some of the locations of 

Thomas’ Forgotten Giants project in Copenhagen were also once seen as unsafe areas that 

were rife with crime and issues, yet now people flock to these remote areas with their families to 

see sculptures made from trash. Thomas has opened up a new paradigm by locating his idea 
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within familiar concepts of childhood wonder, curiosity, whimsy and nostalgia with his fairytale 

treasure hunt as many people have these base frameworks and this helps to balance out the 

unconventional nature of his work. Using narratives to locate ideas within a framework of 

stakeholders’ existing understanding helps to make the unfamiliar familiar, to gain acceptance, 

support, and legitimacy (Cornelissen & Clarke, 2010; Lounsbury & Glynn, 2001: 549).  It is 

these intertextual linkages with (the fairytale) stories and other broader discourses that make 

stories coherent and resonate (Garud et al., 2014:1481) as they are unique, yet familiar.  

 

Narratives are always situated and contextualized in relation to larger stories and ideas, and 

both created and received by individuals who draw on their own cultural social, political and 

historical context which serve to reproduce or transform their sense of self (Hoskin & Hjorth, 

2004; Gartner, 2007). We can see that many of the stories that Thomas tells are heavily 

influenced by him growing up in Denmark, a country known for Hans Christian Andersen 

fairytales, design, hygge, happiness, environmental consciousness, Nordic folklore, and ‘free 

range’ resilient children. Thomas draws upon many of these elements in his work which 

O’Connor (2002) refers to as situational narratives- broad, temporal and spatial storylines or 

context in which the entrepreneur is located- as they are ‘his story’. This is in contrast to the 

Aboriginal story that Thomas was asked to depict but declined because it was ‘not his story to 

tell’.  

 

Storytelling is the fundamental way in which people compose meaning, connect and relate to 

each other (Fletcher, 2007). Even though his work is very unique, through stories Thomas is 

able to make his work relatable to a very diverse group of people across many countries, 

cultures, and age groups in a way that resonates with them on a personal level. Fletcher (2007) 

described this notion of narrative relationality with her concept of ‘stretchiness’ in describing how 

stories can reach beyond the author’s own telling across boundaries into a larger social 

construction of the social, political, philosophical and relational context of the story creating 

connections and persuading listeners to ‘pull in’ and make their own meanings and attachments 

(p.665). It is these linkages with fairytales, childhood dreams, and protecting nature that stretch 
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out, reach and resonate with most people in general, but have their own special, unique and 

nuanced personal meanings and associations in people’s lives as well.  

5.5.3 Social Media and Storytelling 

One of the ways that Thomas Dambo stretches his narratives out to reach others and then pulls 

them in is through the documentation of all of his projects which he shares through social 

media. Thomas just doesn’t use social media to promote his own images and videos of his 

work. A large portion of Thomas’ Instagram includes reposting pictures, videos, and stories 

created by others. O’Connor (2002) stated that entrepreneurs must have ‘intertextual 

competence’ and be savvy enough to position themselves as secondary or minor characters in 

plots over which they have no control, and to imagine and investigate stories created by others. 

Jacob and Thomas know the importance of using others’ narratives, as Thomas has stated that 

his sculptures are not ‘finished’ until someone is ‘in’ or interacting with them. The importance of 

this was demonstrated when Thomas described the creation of his kangaroo sculpture and how 

he sacrificed some aesthetics and compromised on the design in order to make the pouch big 

enough for people to fit in, to be able to have their picture taken. Thomas told me that one of the 

main ways that he gets new commissions is through people who have seen his social media.  

Each person who interacts with Thomas’ work and documents it, makes his sculpture unique 

and tells a different ‘story’. 

5.5.4 Opportunity Creation and Framing  

While Shane & Venkataraman (2000) saw opportunities as discovered due to the conflicting 

views people have surrounding the value of existing resources, and it is clear that seeing value 

in resources that others’ have discarded or overlooked plays an enormous role in Thomas’ 

opportunity creation. Thomas’ entrepreneurial opportunities in general are certainly not fixed 

phenomena that Thomas happens to discover. Thomas stated that he can see opportunity in 

everything that he finds. We can see in Thomas’ creativity processes of effectuation, bricolage, 

and embodied intuition, that he is actively and spontaneously creating often without knowing 

what the outcome will be. Popp & Holt (2013)’s view of entrepreneurial opportunities as 

emerging from a constant interplay of individual, becoming and place fits in well with what we 
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know about Thomas’ creation process. This, and Scherdin’s (2011) theory that opportunities 

emerge through an internal, embodied process, is in line with Thomas’ creative processes which 

seem to be explicitly linked to the way in which he realizes opportunities.  

 

Lounsbury & Glynn (2001) actually define ‘cultural entrepreneurship’ as the process of 

storytelling that mediates between entrepreneurial resources and wealth creation. They 

demonstrate how entrepreneurial stories encourage stakeholder support including recognition 

by gatekeeping institutions which enhances legitimacy and paves the way for subsequent 

access to opportunities and resources (Lounsbury & Glynn, 2001; Zott & Huy, 2007). In the 

beginning, Thomas heavily relied on networking for the placement of his projects to open the 

door to future opportunities by expanding his visibility. Recently, again Thomas used his 

network to get one of his projects in Art Basel, the internationally renowned art fair to gain high 

exposure, and increase his artistic credibility by being aligned on this global level. This use of 

networks is also a key input in Sarasvathy’s (2001) view of effectuation in opportunity 

realization. 

 

Martens et al., (2007) stated that the use of entrepreneurial storytelling plays a major role in 

framing opportunities through the use of narrative devices such as persuasion, elaboration, and 

familiarity. Thomas provides many examples of how he uses language and stories in the 

framing of his opportunities. We saw in the example of the festival proposal Thomas made 

without knowing the theme, that he prides himself on quickly being able to make up a story and 

forge connections when he confidently stated that he knew he could ‘make anything fit’. When I 

asked Troels how an organization with ‘anti-consumption’ core values could rationalize 

potentially selling merchandise, he told me that they “would have to balance it out by using high-

quality organic, recycled, or reclaimed materials, and do it in a way that fit in with the current 

narrative.” In the same way, Thomas said that he would be interested in taking commissions 

from large corporations if a company would also sponsor the cost of a large community project, 

or if the project allowed Thomas to share educational messages. Thomas also states that he 

has a desire to make his art accessible and keep it out of the museum, yet at the same time he 
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is entertaining creating bronze sculptures for private collectors to be able to fund other projects 

and position himself as a professional artist. The storytelling that Thomas creates, allows him to 

create bridges to these opportunities and balance out potentially conflicting narratives.  

5.5.5 Storytelling as Core Competence 

“Storytelling has always been Thomas’ way of expressing himself starting back when Thomas 

was a rapper” Troels said. This was reinforced when Alexa told me how Thomas used his rap 

career to stir emotions and create a world with rival rap ‘characters’. It’s clear how Thomas’ 

former career as a rapper positioned him well to write engaging fairytale rhymes to make 

emotional connections and create the world in which to position his troll characters as well. It is 

easy to see how rap and Thomas’ fairytale storytelling are connected, as they both flow and tell 

a story with rhythm and rhyme. The other component of Thomas’ hip hop career, street art is 

connected to storytelling as well. Jean-Michel Basquiat once wrote that ‘graffiti is a poem the 

city writes to itself.’ Thomas referred to his rebel birdhouse project as what he did when he 

wanted to ‘tell a story in the city’ without breaking the law, as would have been the case with 

traditional spray-painted graffiti. Street art is often controversial, not only because it is 

unauthorized, but it highlights topics like democracy, racial discrimination, capitalism, and 

poverty- issues whose reality are often hidden elsewhere in the city. In this way, graffiti and 

street art can be seen as a counter-narrative, not only to ‘dominant urban aesthetics’ (Avramidis 

& Tsilimpoundidi, 2017) but to the prevailing culture and values. Thomas’ Troll Universe also 

provides a counter-narrative to the prevailing societal beliefs about garbage as something 

disgusting and unwanted, to a material for the creation of art and for which an interaction with it 

brings joy. 

 

Thomas is a talented artist, but he is an equally talented storyteller whose success can be 

attributed in part to his ability to tell his stories by documenting everything he does and 

communicating his projects and visions through pictures, videos, music, and words that are 

appealing, familiar, and easy to grasp. Thomas’ stories and visuals contain symbolism and 

metaphors like Hector’s lantern made from a garbage can shining the way and this helps to 
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unlock deeper familiar feelings at the unconscious level (Lakoff & Johnson, 1999, Joy & Sherry, 

2003), create understanding, stir emotions, and foster connections. Thomas says that he 

attributes much of his success to his ability to “label himself as different things in different 

settings”, and this again, is the ability of storytelling. In reviewing online video material of 

Thomas, before he began to talk about his childhood, he started by saying, “here are some 

things I thought I would share with you as I thought it would be a nice story to hear.” Thomas 

knows that the stories he shares contain emotional value and he knows how to leverage this in 

creating connections for people to personally relate to his work through their involvement or 

participation. He illustrated this beautifully in saying “when you find something that’s second 

hand, you might get a story with it, whereas if you bought something new, you wouldn’t have a 

story at all.”  In this same session, Thomas concludes by saying “because you never know, you 

might find a dream or a little story like this one in the trash.”  
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6. Conclusion 

The aim of my thesis was to examine the case of Thomas Dambo to discover the answers to 

the research questions: 1. What does the creative process of the Artist Entrepreneur involve? 

and, 2. What role does storytelling play for the Artist Entrepreneur? Based on the findings of my 

research and analysis, I have come to the conclusion that in the case of Artist Entrepreneur 

Thomas Dambo, his creative process highly involves effectuation, bricolage, and embodied 

intuition, as Thomas’ creative processes are very flexible, action-oriented, dependent on the 

resources he has, and connected to perception, feeling, and flow. With respect to the second 

research question regarding the role of storytelling, in Thomas’ case, it was demonstrated that 

for Thomas Dambo, storytelling plays the role of a bridge, enabling him to extend his unique 

identity and vision outwards, to share his work, and connect with others on an emotional level in 

ways that are familiar and easy to grasp. 

 

Storytelling is a core competence of Thomas’ and it is vital to his success as he uses it to relay 

his entrepreneurial journey, and to establish his identity and background which provide him with 

legitimacy not only as a recycling artist and entrepreneur, but as a person to whom others can 

relate. Thomas uses storytelling to frame, legitimize, and rationalize potential opportunities, 

demonstrating that he can use his stories to “make anything fit” even if the theme of the project 

is unknown, or if an opportunity could bring his core values into question. Thomas’ stories 

stretch out across places and cultures to make connections, enhance a deeper understanding 

of the artist and his work, and rationalize his potential opportunities by connecting them back to 

larger narratives that support them.  

 

Like Thomas’ sculpture Teddy Friendly (Fig 9) whose outstretched arm over water invites  

participants to come off dry land and physically interact with the Troll Universe, Thomas’ stories 

do the same by creating a bridge from our familiar understandings to invite us into his magical 

world. Thomas creates this magic by being true to himself and using effectuation to leverage his 

strengths of who he is, what he knows, and who he knows. Thomas stressed to me that his 

most important asset is being himself: a playful guy who loves building, cares deeply about 
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nature and the environment, knows how to scavenge to get materials easily and for free, and 

make the most of these materials using bricolage. From his days as a rapper and a street artist, 

Thomas knows how to tell and document a story to make it resonate, share it widely across his 

social media, and reach out to his networks to gain attention. Thomas Dambo didn’t set out to 

build giant trolls, but given the materials he had on hand, his embodied intuition of what felt fun, 

and using his knowledge, building skills, and physical characteristics as well as his passion of 

telling stories, and being outside in nature, these means combined and the Troll Universe was 

the effect. This Universe now reaches out beyond Thomas’ own telling and has pulled many 

others in to make their own meanings and connections.  

 

In examining the lessons that the fields of entrepreneurial and organizational studies can take 

away from this case, the first and foremost lesson is that there is a lot of value in looking at 

unique cases and examples, especially those that don’t typically fit into traditional classifications 

of entrepreneurship. Looking at a case study of a successful Artist Entrepreneur who is creating 

very innovative work, should function to change the way in which we think not only about 

entrepreneurship, but the ways in which entrepreneurs, organizations and businesses conduct 

themselves in general. Entrepreneurship is not only about enterprise, and this case is a good 

example that profit does not have to come at the expense of positive social and environmental 

change, and that opportunities can be created using sustainable resources.  In looking at 

specific lessons for the business world, Thomas’ principles of creation hold many key pieces of 

advice for entrepreneurs and organizations.  

 

Referring back to Thomas’ first principle of creation, the first is to essentially ‘start with what you 

have’ (start with the material and not the design). Thomas’ work epitomizes the definition of 

effectuation whereby entrepreneurs don’t undertake market research to explore new areas 

which they think may be profitable, but they don’t possess expertise, rather they utilize their core 

qualities, knowledge, and networks, and readily available materials. This fits in well with 

Thomas’ ‘everyone can do it’ principle which should demonstrates to the business world, that 

given the space and the support, most people are capable of more than they or their 
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organization give them credit. Thomas’ work demonstrates that everyone has niche areas of 

knowledge, expertise and passion across diverse domains that can be combined, and 

leveraged. Thomas’ principle of ‘starting now’, again relates to the element of effectuation which 

discourages entrepreneurs from over planning or waiting until the perfect time, but encourages 

action followed by the management of possible failures, rather than planning for their 

avoidances. This brought to mind a famous quote by composer John Cage (1972) who stated 

“begin anywhere” which I didn’t fully understand its significance until applied to this 

entrepreneurial context of understanding. The principle of ‘starting now’, is also closely related 

to Thomas’ principle of ‘making stupid perfect’ which should encourage entrepreneurs to start, 

play, and have some fun with their process even though their concept may not yet be 

completely thought out, or perfect. From here, they should spend the time refining and furthering 

the concept. According to Thomas, if you put a lot of passion, energy and intellect in, then you 

will be on a path to inventing something new and original, and when you are serious about this, 

you will at least learn something new.  

 

Thomas’ principle of ‘jam it, don’t plan it’ fits well with the three processes of effectuation, 

bricolage, and embodied intuition. Here Thomas stresses that strict plans kill creativity and 

make the process a lot less fun, which in organizations can have large effects on motivation. In 

creating his trolls, Thomas doesn’t have a strict plan, and he even uses a material that is flexible 

leaving space for his embodied intuition to provide inspiration from his surroundings. Thomas 

attributes this ability to leave room for flexibility as one of the main reasons for his success and 

why his sculptures are so alive, original, and authentic. This is something that entrepreneurs 

and business should factor in if they are seeking to be more creative. It seems that often the 

best ideas only come through when there is the space for them to do so. These resulting 

elements of originality and authenticity are also something that others are drawn towards.  

 

This brings us to the final principle that I added regarding trust which highly relates to embodied 

intuition. Thomas stated that he “always trusts his gut feeling” and then spends the time needed 

in developing the ideas that come from it. Again, having the space, whether it be in regard to 
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loosening timelines, or getting away from strict project management tools to leave to room for 

flexibility and to be open to embodied feelings of inspiration is what allows uniqueness and 

authenticity to come through. The result of this is as we see in the case of Thomas Dambo is 

the type of opportunities that bring about entrepreneurial change, creative destruction, and 

innovation.  

 

In the business world, many projects get shut down if they aren’t able to show immediate 

results, or if the end artefact isn’t a perfect product in itself. A case study of the Artist 

Entrepreneur is vital in demonstrating that just starting, even without having the perfect plans, or 

market research, is conducive to creativity and innovation. As was demonstrated in the example 

of artistic effectuation, artists draw on previous, often incomplete or underdeveloped works in 

creating what will become their masterpieces. Often starting with an unknown end (aiming to 

make something stupid), produces the most incredible results when intuition is followed, space 

is given, and there is trust that these endeavors will work out. With regard to storytelling, 

Thomas Dambo is a great case in illustrating how the narratives that the entrepreneur creates 

and disseminates are vital in connecting to audiences on both rational and emotional levels, and 

to legitimize what might otherwise be conflicting or incompatible opportunities.  

 

The case of Thomas Dambo helps to encompass the most important lessons that I learned in 

studying entrepreneurship- that an entrepreneur should first and foremost play to their strengths 

and passions. An entrepreneur’s initial concept might not end up exactly as first envisioned, but 

no amount of pre-planning or market research is better than simply getting started. Most likely 

entrepreneurs will build on their iterations or pivot, but they first have to start somewhere, 

anywhere- even if the starting point is somewhere ‘stupid’. Sometimes organizing gets in the 

way of creating when we think that we need to have the perfect structure, business plan, or 

concept, but it is more important to start somewhere imperfectly, and to trust yourself, trust the 

process, and to go with what feels right and fun, than to not start at all.  
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6.1 Areas for Further Research  

In considering areas for further exploration, this study has highlighted that future research on 

creativity and embodied intuition or ‘sensible knowledge’ should be conducted in order to gain a 

better understanding of this phenomenon and how to more accurately describe it, and its 

surrounding conditions. A further study could examine whether embodied intuition could be 

described in terms of feelings of ‘constriction’ or ‘expansion’, and whether this bodily knowledge 

could be useful in signaling whether or not to pursue opportunities. Another research question 

could be: Could positive, more expansive emotions and feelings indicate a ‘green light’ to 

pursue opportunities, and negative, constricting feelings and emotions signal an opportunity 

mismatch? 

 

Further research could also focus on what the cognitive states of artists and creators are when 

they are most receptive to embodied intuition, to determine if more open and expanded states 

such as wonder and curiosity, as opposed to being caught up in thought, prescriptive plans, 

pain, or reactivity has an effect on this receptivity and perception. This research touched briefly 

on the state of ‘flow’ that is said to result from embodied intuition. It may be interesting to further 

investigate the conditions proceeding this state including examining the neuroscience of what is 

going on in the brains of people who experience this. In general, further research on successful 

leaders and entrepreneurs who acknowledge using embodied intuition in their decision making 

would contribute to giving more weight to this practice in both business and academia 

6.2 Reflections on Research  

What surprised me the most in conducting this research was how the conceptual tools that were 

selected in the beginning of this process, as outlined in the literature review, ended up suiting 

the research data so closely. As I acknowledged in my own ‘story’ early on, in choosing Thomas 

Dambo as a case, I didn’t initially know what direction my research would go. My original 

interests in this case were in the place-making, creation of public space, and community 

participation aspects of Thomas’ work, as they aligned with my own career history. In choosing 

to investigate the three concepts of effectuation, bricolage, and embodied intuition, I had no idea 
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how relevant these would be in almost perfectly describing and encompassing the way in which 

Thomas Dambo works. I was somewhat familiar with the concept of effectuation as a theory of 

opportunity realization, but I had never applied it to a case, or looked at it in terms of a creative 

process. Bricolage was something I hadn’t previously explored as an academic theory, having 

thought about it more in terms of belonging to arts and crafts than to professional artists. Finally, 

in choosing to investigate embodied intuition, I was interested in exploring this due to the 

anecdotal connections with meditation and inspired thought, and the way in which some writers, 

directors, and musicians say that their creations just ‘flow’ to them. I was not familiar with 

Merleau-Ponty’s work, nor was I aware that there were different levels of embodiment. Once I 

had completed writing the literature review, and I went back to listen to my interview recordings 

and make transcripts of both the primary and secondary source material, I was genuinely 

surprised and excited at how well my chosen theories lined-up with what Thomas himself said 

he was doing. 

 

I am aware that in describing the above, it may sound like I am simply describing my own 

confirmation bias in searching for, interpreting, and favoring my data in ways that confirm my 

own beliefs, but I do believe that I have been open and reflective about the motivations I had in 

exploring this case, the topics that I chose, and that the data that I have presented can speak 

for itself. As mentioned in the introduction to the section on creative processes, I was 

considering investigating the concepts of iteration, improvisation, or play, which also appear to 

be connected to what Thomas Dambo does in his creative process, but perhaps not quite as 

strongly. Furthermore, in choosing to investigate Thomas’ use of storytelling, I initially set out 

thinking that I would perform a narrative analysis on the fairytale component of Thomas’ work, 

but then began to realize how Thomas uses storytelling not only in this explicit way, but also 

much more implicitly in everything else he does, and that his storytelling has deep ties back to 

his roots as a street artist and rapper. I also found it poignant that Thomas’ embodied process of 

creating trolls was described by Julian as ‘freestyling,’ and was also connected to a state of 

flow, just like Thomas’ rapping.  

 



 

80 
 

Finally, in reflecting on my own creation process with the writing of this thesis, I have to say that 

I had an embodied or ‘gut feeling’ that this was the topic for me even before I had a clear 

direction, before I knew if Thomas would be willing to participate, or how I would make it work. 

But, like Thomas, I learned how important it is to play to my strengths in following my own 

diverse interests, gut feelings, and to use my own background and storytelling ability to create 

opportunities for myself. Because of this, it has been a fulfilling process writing about topics and 

a case in which I am interested, and passionate, and I hope that the way I have told this story 

conveys this passion, and acts as a bridge to connect others to this case.  
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8. Appendices 

 

Appendix 1- The Great Story of the Little People and the Giant Trolls4 

 

“Once upon a rhyme in the dawn of time,  

On the very first day the sun began to shine, 

there was a planet so small with a sky so big, 

in a forest so thick—an acorn fell to the ground and split. 

And right then from the tiny, tiny acorn, 

Two enormous forest trolls were born. 

The two became many, many became a-million, 

Because trolls love life and they love to have children. 

They lived in harmony with both birds and bees. 

There was peace and they never ever hurt the trees. 

They took care of them all—no soul too tiny: 

cedar, birch, ash, elm, oak and pine tree. 

Then a million, million years went by, 

And from far away something appeared in the sky 

And out came a strange looking alien race 

Only 5 feet tall with small eyes in their face 

The trolls greeted them welcome to share the lands, 

and taught them the balance of beings and plants. 

But at some point in time no one really knows when, 

it was like the small aliens forgot it again. 

 
4 Thomasdambo.com 
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They started building a city, all over around them,  

As big as an ocean and tall as a mountain 

There were flat roads of stone where the grass used to grow, 

And at night false stars would now light up and glow. 

There were “horses” on wheels, that made noise and smelled bad, 

and smoke blocking the sun. All this made the trolls sad. 

Because in a place with no sun, no flowers have colors, 

no birds can sing songs and no trolls can live. 

Now the trolls started walking toward new lands, 

to make a new home with balance of beings and plants. 

And they found a beautiful forest, maybe the last of its kind, 

where the birds could still sing and the sun could still shine. 

But what happened before couldn’t happen again, 

so they told this here story again and again: 

If you love the forest, the trolls will protect you, 

if not they will grab you, catch you and trap you.” 
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Appendix 2- Secondary Video Sources 
 

1. Thomas Facebook live- 1hr 5mins 

2. Thomas Dambo 2015 DW interview- 4:40 

3. 7 Trolls and the Magic Tower- 2:25  

4. Thomas Dambo Waste No More - 5 mins 

5. Thomas Dambo Interview and Workshop Tour by Philip Hopner- 4 mins 

6. Wilson’s Car Santurce Es Ley- 7:09 

7. Thomas Dambo Australian ‘How to make’ series of videos- 14 mins 

8. Leo the Enlightened 3:40 

9. Six Forgotten Giants 5:28 

10. How to make a cardboard book 1:00 

11. Hector Protector the Resurrection 8:24 

12. Green George at Freetown Christiania 2:08 

13. Korea- 5 Sculptures- 2:18 

14. Forest Trolls Kentucky 5:21 

15. Four Weeks in China 14:54 

16. The Future Forest 29:12 

17. Danish Maker Turns Waste Into Art YouTube 29:10 

18. It Sounded like a Mountain Fell 1:48 

19. The Pony Thief 2:35 

20. Simone and Anine 1:43 

21. Sigurd, the Bird and the Red Thing 3:36 

 

 

 

 

 

All secondary sources from thomasdambo.com via YouTube 
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9. Figures 

(All figures from thomasdambo.com unless specified) 

 

Figure 1- Thomas’ Rap groups 

      
 

 

 

 

 

 

 

 

 

 

Fler Farver (Facebook)  Odense Assholes 

https://www.discogs.com/artist/2729093-Odense-Assholes 

 

 

 

Figure 2- Giant Pink Pony 
 

 

  

 

 

https://www.discogs.com/artist/2729093-Odense-Assholes
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Figure 3- Happy Walls 

 
 

 

 

Figure 4- Hector the Protector  
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Figure 5- Hilltop Trine 

 
 

 

 

 

Figure 6- Green George  

 
Source: Angela Del Monte 
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Figure 7- Future Forest  

 

 

 

 

 

 

 

 

Figure 8- Leo the Enlightened 
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Figure 9- Teddy Friendly  
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