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Abstract 
Creativity and innovation are key concepts for organizations to be successful in the business 

landscape of the 21st century in which managers must deal with a volatile, uncertain, com-

plex and ambiguous environment. Artistic interventions, in which an artist facilitates an ar-

tistic process in an organization, are a way to deal with these circumstances. Artistic pro-

cesses lead to artful ways of working, such as being open to uncertainty as well as embrac-

ing failure. However, these interventions are not well known and if used, they are often not 

fully integrated and thus the effects do not unfold their full potential. Hence, the purpose of 

this thesis is to investigate how to integrate artistic processes in organizational practices for 

organizational development and value creation. 

 

The main findings are that the creative logic cannot simply be transferred into the economic 

logic of organizations and that stakeholders, such as intermediaries, artists, managers and 

employees, need to use their overlapping roles in order to create interspaces for the artistic 

process. The managers’ primary role is to create support around the artistic intervention, 

whereas the artist needs to provide transparency. Intermediaries function as process man-

agers throughout direct and/or indirect facilitation but the role can sometimes also be taken 

up by artists. In general, an artistic intervention unfolds itself in three steps which are the 

problem identification, aesthetic experience and reflection, where stakeholders must actively 

deal with challenges such as the lack of education, the dilemma of evaluation, the rigid or-

ganizational structure, involvement of third parties and successful integration. Whether or 

not these challenges can be tackled successfully, is dependent on time and space given to 

the intervention to ensure reflections and learnings. 

This thesis provides five recommendations on how to bridge between the economic and the 

creative logic. In conclusion, it has been possible to present the strategic objectives and 

benefits on the organizational level but also that, for organizations to get there, organiza-

tional members need to be influenced at the (inter-)personal levels in order to create spill-

over effects. Therefore, artistic interventions are highly useful for organizations’ strategic 

development, to be successful in the VUCA environment and to foster societal reinvention. 

 



 

Ellen Marie Sønderris Pedersen, Kathrin Appelhoff & Marie Luja Rasmussen
May 2021
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1. Introduction 
In this chapter we will introduce the thesis topic and the problem statement, as well as ex-

plaining the purpose of this thesis, meaning the gap that this thesis wishes to fill with our 

conclusion. 
 
The business landscape of the 21st century has been changing drastically within the past 

decades. Global interconnectedness, increasing domination of market forces, and the tur-

bulent environment has transformed the business landscape as well as society (Adler, 2006) 

and managers must deal with the volatile, uncertain, complex and ambiguous nature of this 

environment, also abbreviated as VUCA (Millar, Groth & Mahon, 2018). The VUCA environ-

ment is an outcome as well as a driver for disruptive innovations which require a new form 

of management. In addition, long-term strategic planning and aiming for stability is not con-

temporary due to the instability in the environment and must be replaced with more short-

term activities. Thus, creative methods and an entrepreneurial mindset must be the main 

focus in strategic innovation (Hjorth et al., 2018). As a result of this movement, many man-

agement articles have been written about how to encourage creativity, to fail faster, to get 

more and better ideas and to prototype and test the idea, which has also made creative 

thinking an attractive key resource for organizations when hiring (Adler, 2006). 

 

Because of this development, organizations strive for significance, which poses the chal-

lenge of managers to innovate and disrupt. For the past few decades, a mantra for organi-

zations has been ‘innovate or die’ (Getz & Robinson, 2003). Meaning that to be a successful 

organization, or even just to survive, an organization must be innovative, creative and add 

more value than any of its competitors. Moreover, the VUCA environment, where competi-

tors and their innovations are moving at a furious speed, makes it almost impossible to keep 

up. However, even though innovation is seen as the only way to survive, organizations may 

find it difficult to put it into practice, such as spending time and resources on creativity pro-

grams. This struggle occurs because of the bigger incentives to keep producing products 

and to stay with the current practices, instead of dealing with the uncertainty of idea gener-

ating, prototyping and failing. We have hereby established the discrepancy between the 

need to be innovative to survive, and the struggle to comply. 
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1.1 Problem identification 
Through our master’s program in Organizational Innovation and Entrepreneurship, we have 

gained a deeper understanding of innovation and how value can be created through pro-

cesses. Our interest in the field of art in business comes from a course we had, called: The 

Art of Innovation, where we learned how organizations can benefit from using art and artists 

to become more innovative. As business students this was the first time, we became aware 

of the possibility of the economic world learning from the art world. Copenhagen Business 

School offers a very future-oriented education by providing classes that combine contrasting 

topics, such as aesthetics in business education. We have personally benefited from that 

approach and thus, we want to provide to the field by writing this thesis and adding research 

to the problem of integrating artistic processes in organizations in order for them to become 

more creative and innovative. 

 

In the late 1990s, organizations started to see the opportunity of artists to be a provider of 

answers to their problems, as artists and art were seen as a way to increase an organiza-

tion’s creativity and thinking, to become more innovative (Szostak & Sulkowski, 2020). Since 

then, artists have collaborated or stayed within organizations, also known as artistic inter-

ventions. At these artistic interventions, the artist facilitates an artistic process for the organ-

izational members. There are a number of objectives for why organizations engage in artistic 

interventions, for example, to increase creativity and develop the organization’s structure for 

innovation (Carlucci & Schiuma, 2018a). However, art is rarely used to its full capacity in 

organizations, as it is limited to the form of decoration that hangs on the wall or as entertain-

ment, for example when organizations organize trips to the theater for their employees 

(Darsø, 2004). There is nothing wrong with using art in that way, however, art can do so 

much more. We believe that art is not fully acknowledged for the value that it can offer or-

ganizations in fostering its innovative capabilities, but also its value for education and society 

in general. 

 

We will consider how artists structure their work process, interdependent from their art form, 

for example, their capability to stay in the uncertain process, experiment and be open to 

their aesthetic senses. However, artistic processes are rarely integrated into organizations 

due to several intertwined problems. The first being that the art world and the business world 
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are driven by two competitive logics, and we must make them see what kind of benefits exist 

when learning from each other, if not simply accepting their differences (Austin, Hjorth & 

Hessel, 2018). Thereby, the art world and the business world are still missing important 

learnings from each other. The second problem is that it is not clear what the exact effect 

and value of artistic interventions are (Styhre and Eriksson, 2008; Berthoin Antal & Strauß, 

2013). And in relation, how it affects product development and value creation. Moreover, the 

effect of profit-making is rarely found, which presents a problem as it is the dominant logic 

for most managers. In relation, organizations have a hard time trusting the intangibility of art 

because the outcomes are difficult to measure in profit, increased productivity or improved 

customer satisfaction (Carlucci & Schiuma, 2018b; Berthoin Antal, 2014). The third problem 

is that most organizations have no understanding of the artistic process itself (Berthoin Antal, 

2014). Artists can for some managers seem almost mysterious, due to the lack of familiarity 

with their processes and ways of working, which makes it difficult to grasp and integrate 

them into an organization. Overall, there exists a lack of recent cases of artistic interventions 

successfully integrating artistic processes in organizations. 

 

These identified problems present a need for more research on the added value of artistic 

interventions, how it increases the value creation through improved product and service, and 

finally how to strategically transform the organization, through the integration of artistic pro-

cesses into organizations practices (Berthoin Antal, 2009: 2014). Thus, we want to research 

these problems throughout this thesis. 
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1.2 Research Question 
With the above-mentioned problem identification in mind, we take on the following research 

question: 
 

How can artistic interventions be a way for organizations to increase creativity and foster 

innovation, and how can artistic processes be integrated into organizations for strategic 

development? 

 

To answer the main research question, we have devised the following sub research ques-

tions, which will be answered in chapter 5, discussion: 

● What is the potential of artistic interventions in organizations? 

● Who are the relevant stakeholders in artistic interventions, and what are their roles 

in forming partnerships across art and business? 

● How can organizations learn to be more creative through artistic processes? 

● What are the benefits of artistic interventions?  

● What are the challenges of artistic interventions and how to overcome these? 

● How to bridge between the economic logic and creative logic? 

 

Our research will acknowledge artistic interventions as a way to foster organizations’ crea-

tivity, and as a way to innovate the organizational structure as well as the created value 

offered to customers. This research will cast light on the importance of integrating artistic 

processes in organizations in the long-term, after the artistic interventions have ended, to 

ensure that the development and learnings stick with the organization. Throughout the pro-

cess of writing this thesis, we have conducted qualitative interviews with different parties in 

the field of artistic intervention such as managers, artists, intermediaries as well as profes-

sors, and through connecting and contrasting those findings with theory, we have concluded 

several recommendations as a way to bridge between the economic and creative logic. 

Thus, the findings build on contrasts and gaps between theory and primary data in order to 

provide research to structure for business models that are more creative, playful and entre-

preneurial but also to add to the current literature on management and its connection to 

creativity. 
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In consequence, we have been able to establish that artistic interventions do have a place 

in organizations. We will go in-depth with finding ways on how to deal with the two con-

trasting logics of the creative and economic world. This is of great importance in order to 

show that both logics have their right to exist and also the possibility to influence and improve 

each other. Furthermore, we will identify stakeholders and their roles in connection to artistic 

interventions in order to establish cross-disciplinary partnerships and promote artistic inter-

ventions. Moreover, we will explain what organizations can learn from artistic processes and 

the various steps involved in building a general structure for artistic interventions. In relation, 

we will investigate the benefits that can emerge through interventions on different levels but 

also consider multiple challenges that can serve as a barrier for organizations to collaborate 

with artists. Thus, we will provide in-depth insights in order to add to the field of research. 

 

1.3 Purpose and Relevance 
Accordingly, the purpose of this study is to determine the potential of artistic interventions in 

organizations and investigate how to integrate artistic processes in organizational practices 

for organizational development and value creation. However, the economics logic still per-

ceives the creativity logic as the ‘other’, the ‘exotic’, the ‘radical’. We have seen this in our 

education as well as in presenting our thesis topic to peers. In contrast, our learnings from 

our master’s program at CBS have provided us with first insights into the benefits, so we 

have been determined to investigate it further which has convinced us that it is meaningful 

to foster the collaboration between the art and the business world. 

 

Many academic papers on artistic interventions state the lack of research and the few em-

pirical studies in the field. We argue that this thesis is relevant, not only because it adds 

further research to the specific field, but also because it is a field that we consider of great 

importance for the future workforce as well as society in general. Thus, we argue that the 

research is highly relevant for organizational decision-makers and managers at different 

levels, for artists and intermediaries working with bringing artists and organizations together, 

and for society, in general, to be aware of the important lessons learned from artistic pro-

cesses and how to make room for it in all of our lives. We believe that it is necessary for our 

generation and future managers and employees to understand aesthetics, to experience 
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more, to fail faster, to be aware of our senses and once again to become present. This is 

much needed in the complex and turbulent environment of the 21st business landscape. 

 

1.4 Delimitations 
The research area will be limited to artistic interventions and their processes, and therefore, 

excludes creative processes and design processes. Theories about the interconnection be-

tween art, creativity and management will be applied as well as how it is supported by man-

agement, however, we will not provide a separate focus on management or organizational 

theory. In addition, the thesis will not go in-depth with theory on innovation and creativity. 

Theory on aesthetics will only be considered in relation to organizations and employee ex-

perience, and aesthetics will not be used as a research method. As this thesis focuses on 

implementing artistic interventions for organization development, cases of interventions with 

the purpose of decoration will not be considered. Furthermore, we have decided not to apply 

theory in implementation of new strategies because such theories would be too generalizing 

concerning the narrow field of artistic interventions. Moreover, employees are seen as vital 

stakeholders, but will not be considered in theory, due to the lack of theory, as they are often 

referred to as participants. However, this limited view on employees will be considered in 

the analysis, discussion and recommendations. Finally, the research area is limited to the 

use of qualitative research in the form of semi-structured interviews. 
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1.5 Structure of the thesis 

 
The thesis is structured as follows: In chapter 1, the thesis topic and problem were identified, 

together with contributions and delimitation of the research. In chapter 2, the current litera-

ture in the field will be presented. In chapter 3, the methodological approach to answer the 

research question will be described, which includes the ontological and epistemological 

standpoints as well as the approach to the primary data collection. In chapter 4, an analysis 

of the findings from the empirical data will be conducted. In chapter 5, a discussion of the 

analyzed findings is related to the literature. In chapter 6, recommendations to foster the 

field are provided based on the discussion. In chapter 7, a conclusion draws on the findings, 

followed by the limitations of this thesis and suggestions for further research. 
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2. Theory 
This chapter consists of a representation of current literature in the field of artistic interven-

tions in organizations. This is relevant in order to set the framework for where this thesis is 

headed and to show the common understanding as well as contrasting opinions of the the-

oretical field. The theoretical groundwork will be compared with the primary research we 

have conducted in chapter 5. Thus, the following sub-chapters will help us to answer the 

research question. First, we will present a brief overview of the general context for the 21st 

century organization, followed by a brief introduction to art, innovation and creativity in or-

ganizations, in order to paint a picture of the current artistic and management environment. 

Then, we will identify, connect and contrast theory on artistic intervention, its stakeholders, 

the processes, benefits and challenges. In the end, we will establish the gap in current liter-

ature that this thesis wishes to fill and develop a direction for future research. All of those 

sub-chapters are relevant to explore the field of artists and artistic interventions in organiza-

tions and therefore they connect and build upon each other. 

 

2.1 General context 
The general context functions as the starting point for our research, as it shows the potential 

in connecting art and organizations as well as the relevance of researching artistic pro-

cesses as a means for organizations to become more creative and innovative. First, a brief 

introduction to art and the connection between art and organizations will be given, to show 

arts relation to our culture, lives and organizational work. Second, we will provide a short 

introduction to the business landscape of the 21st century, to provide insights into the chang-

ing environment of the field. This is followed by definitions and theoretical standpoints on 

innovation and creativity, to show the connection to artistic interventions, which also con-

nects the thesis with our study program. 

 

2.1.1 Introducing art in business 
First, a short introduction to art will be given, before identifying the connection between art 

and business. 

 

Art is about doing and making, and the artist is “someone who creates things with great skill 

and imagination” (Szostak & Sulkowski, 2020: 355). Darsø (2004) wrote about the role of 
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art, and she started by questioning if “should art educate, inform, organize, influence, incite 

to action, or should it simply be an object of pleasure?” (Boal, 2008, as cited in Darsø, 2004: 

28). Darsø identified seven roles of art: Art as sacred, beauty, inspiration, provocation, an-

archy, industry and social (p. 28). We will not go into detail with these seven, but it is im-

portant for us to state that art can be more than decoration. Kant (1952) saw art as the 

creation of divine inspiration because it is based on the artist's experience of beautiful na-

ture. Furthermore, he distinguished art from handcraft. Art is free and can only be proven as 

final as play, which is argued to be an occupation that is only agreeable on its own account. 

Whereas handcrafted art is seen as labor in a business with the result of payment (cited in 

Guillet de Monthoux, 2000). 

  

A couple of hundred years ago, art, science and business were inseparable. Art was a part 

of life, thus commissioned by the great merchants, the royal houses and the church (Darsø, 

2004). However, art and business were later separated as the result of the period of enlight-

enment where reason and logic were perceived as the only truth which ruled out arts and 

ethics. Later on, through the second industrial revolution subjectivity and objectivity were 

separated, and management became scientific. Therefore, in the present time, in the West-

ern world, our societies have become differentiated and fragmented, and artistic processes 

are separated from business and science. However, there are examples of present socie-

ties, such as tribes, where art is still an integrated part of life, as art is found in every activity. 

Nonetheless, at the end of the 20th century, knowledge was emphasized by organizations 

as a key resource, leading to a value shift from the material to the immaterial. However, it is 

questionable if organizations take it seriously (Darsø, 2004). 

 

2.1.2. The environment of the 21st century organization 
Predominantly, organizations have been stable and structured in their operations. According 

to Hjorth et al., (2018) organizations before the 1980s were driven by a long-term strategy, 

focusing on efficiency and control. Creativity was a short-term activity in-between the stable 

operation of the organization. In the traditional modern management paradigm, a firm’s per-

formance and value creation were dependent on rational planning, and key principles were 

control, rationality, measurability, optimization, predictability and hierarchy (Carlucci & Schi-

uma, 2018a). However, the organizational context has changed during the last decades, 
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and the VUCA environment is dominating the business landscape (Millar, Groth & Mahon, 

2018).  

 

Adler (2006: 488-493) mentioned five trends that have changed the business landscape. 

These are 1) rapidly increasing global interconnectedness, 2) increasing domination of mar-

ket force 3), an increasingly turbulent, complex and chaotic environment, 4) organizations 

scarcest resources become their dreamers, not their testers, and 5) when yearning for sig-

nificance, success is no longer enough. Moreover, the steady and long-term strategic work 

has now become the short-term activity, as stability only lasts for short periods. On the other 

side, creativity, play and entrepreneurship are the main activities and long-term strategies. 

As a result of the VUCA environment, organizational managers have had to learn to think in 

processes; ‘becoming’ and ‘newness’, instead of structures; ‘being’ and ‘maintaining the ex-

isting’ (Hjorth et al., 2018). And organizations must become more dynamic, innovative, intu-

itive, imaginative, flexible and resilient (Carlucci & Schiuma, 2018a). Here, the old under-

standing of organizations is reinvented with new perspectives of management, such as re-

designing strategies to make organizations more adaptable and resilient; linking power to a 

person’s value creation, promoting a risk-taking culture; encouraging self-discipline and self-

assessment; and encourage and exploit employees’ soft skills and emotional capabilities 

(Carlucci & Schiuma, 2018a: 344). 

  

These factors are some of the reasons why organizations have started turning to artists for 

their guidance and aesthetic capabilities. Aesthetic is often understood as beauty; however, 

it also refers to a sense of perception and utilizing our senses (Goodwin & Mucha, 2010). 

According to Adler (2006), organizational leaders are increasingly bringing artists and their 

artistic processes into their organizations. This is due to managers recognizing that the cur-

rent management models are no longer sufficient for leading an organization or adapting to 

the changes. For organizations that want to be part of the creative economy, it is necessary 

to rethink management theory and organizational practices (Darsø, 2004). The VUCA envi-

ronment has thereby created an opportunity for artistic interventions in organizations, and 

there is great potential for integrating artistic processes further in organizations as a means 

for them to be more adaptive and competitive. 
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The above addresses the unpredictable landscape that organizations have to function in 

and adapt to, and the need for them to be creative and innovative in order to survive. In the 

following two sections, theoretical introductions to innovation and creativity will be given, to 

show how the concepts of innovation, creativity and artistic processes are connected. 

  
2.1.3 Innovation  
One of the first researchers to establish and draw attention to the field of innovation was 

Joseph Schumpeter in the early 1940s. He focused on the individual as an entrepreneur 

pushing innovation into the market and defined innovation as “the setting up of a new prod-

uct function. This definition covers the case of a new commodity as well as those of a new 

form of organisation, merger, or the opening up of new markets ...” (Croitoru, 2017: 84). 

  

However, various scholars have taken it one step further and differentiated between incre-

mental and radical innovations when they depict nature as well as the novelty of innovations. 

Norman and Verganti (2014) described that radical product innovation is needed in order to 

add a new meaning to a product. Moreover, they discussed that successful radical product 

innovation is rare since it needs to fulfill certain requirements. Thus, the authors make a 

differentiation between novelty, uniqueness and adoption. These terms represent the dis-

similarity to prior inventions, the dissimilarity to current inventions as well as the influence 

on future inventions. Since radical product innovation is scarce, Norman and Verganti (2014) 

further described that the value of a product can be sustained (not improved) through incre-

mental product innovations which represent changes and improvements on a smaller scale. 

Osterwalder et al. (2014) argued for incremental product innovation with their business mod-

els for creating innovation that solves the customers’ problems. In order to do so, it is found 

important to understand the customers’ needs and wants and test the organization's value 

proposition in an ongoing process. This concept will be discussed further in relation to value 

creation in section 2.5. 

 

Amabile provides a simple and straightforward definition for innovation as “the successful 

implementation of creative ideas within an organization” (Amabile et al., 1996: 1155). Thus, 

according to Amabile, innovation cannot occur without creativity. Creativity and innovation 

are often used interchangeably, so it is of great importance to make a distinction and the 
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reason why a description of the theoretical understanding of creativity is provided in the 

following. 

  

2.1.4 Creativity 
Creativity is often defined as “the generation or production of ideas that are both novel and 

useful” (George, 2007: 441). Novel and useful ideas can lead to improved products or ser-

vices or open up new processes in organizations. Therefore, creativity has been recognized 

as a critical means for organizations’ value creation in today’s competitive and dynamic 

business landscape. In this landscape, the mantra ‘innovate or die’ has been repeated so 

many times that it is now believed to be one of the truths of management (Getz & Robinson, 

2003). Since creativity is a way to innovate, many business publications write about how 

managers can promote creativity, at the internal, group and organizational levels (George, 

2007). However, creativity is often ‘killed’ by management, as maximization agendas, such 

as productivity, efficiency and profit are prioritized and hereby unintentionally undermining 

creativity. For many organizations, creativity refers to the way people think, approach prob-

lems and connect existing ideas in new combinations. However, creativity also covers a 

person’s experiences, one’s intellectual space used to understand and solve problems, and 

a person’s motivation, especially intrinsic motivation which engages people in their work and 

problem-solving (Amabile, 1998). 

  

The literature on creativity has seen substantial growth, due to creativity’s impact on value 

creation, and the research has sprung into different directions. However, the many directions 

of research also show a field of too much and too fragmented research on the topic (Hen-

nessey & Amabile, 2010). It is for example still not clear if boosting creativity will result in 

more innovative organizations (George, 2007). Moreover, there is not a commonly accepted 

definition of creativity as the theorization is evolving. However, almost all researchers agree 

that creativity involves “the ability to come up with something ‘new’, which is of ‘value’ or 

‘useful’” (Rehn & De Cock, 2008: 223). 

  

According to Rehn and De Cock (2008) the current definition of creativity as something 

novel, original and neutral, is limiting because it binds it to a set of neo-liberal preconceived 

philosophies, which distances creativity from its practices and takes away the alertness that 
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creativity holds. Rehn and De Cock (2008) argued that creative ideas are not always novel 

ideas, as most innovations are incremental, just as Norman and Verganti (2014) argued. 

Moreover, creative ideas do not have to be unique or original, as copying and imitations are 

highly applied and important in the creative act; and creative ideas are not always neutral, 

as they potentially can have negative consequences (Rehn & De Cock, 2008). It is therefore 

important that we as researchers are skeptical towards the concepts of novelty and appro-

priateness in creativity, as it is found that these concepts likely suppress creativity in organ-

izations. In relation, we have to be careful when talking about creativity as the productive 

activity of coming up with good ideas. According to Bilton (2015), labeling certain activities 

and emotions as more or less creative is potentially destructive. The kind of activities and 

feelings that we experience as delays, blocks and failures are important and necessary parts 

of the creative process. Therefore, Bilton argued that in order for individuals and organiza-

tions to become truly creative and innovative, they have to learn to be uncreative first. Here 

‘uncreativity’ should not be understood as the opposite of creativity. Instead, it means to 

open up the definition of creativity, reduce the pressure for speed and originality in the inno-

vation processes, and instead be more open to blocks, doubts and failures (Bilton, 2015). 

This will be discussed in chapter 5.4. 

 

In summary, as organizations need to become more resilient and adaptable in the VUCA 

environment, a rising number of managers are interested in artistic interventions to help 

rethink organizational practices and become more creative. However, managers have to 

think more broadly about what innovation and creativity is. One way to work more creatively 

is to work in an artful way and to accept ‘uncreativity’. We will embed the concept of ‘uncre-

ativity’ in the artistic process in chapter 5.4. 
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2.2 Artistic interventions 
In the following part, we will define the concept of artistic interventions, its characteristics 

and objectives. We will touch upon the difference between the artistic and the corporate 

world, and the difficulties and risks of incorporating artistic processes. The sub-chapter will 

provide a shared understanding of artistic interventions and their variety and possibilities, 

which is important for further research on the potential and the barriers to integrating artistic 

interventions in organizations. 

  

The first management literature referring to art was in the 1960s, where management train-

ees needed to learn how to use resources creatively before they could become managers. 

Later on, between 1990-2010, a stream of publications showed the benefits of combining 

the art world with the business world (Szostak & Sulkowski, 2020). The 21st century is, as 

previously mentioned, posing many complex problems. The organizations therefore cannot 

continue doing what they have always done but must adapt or disrupt to sustain. While the 

problems and needs seem clear, how to approach them is less so. Many techniques to 

increase organizational innovation and creativity already exist. However, new experimenting 

approaches are needed. Activities that earlier were associated with the creative industry 

have now spread to other sectors, and managers are experimenting with the potential of 

artistic interventions (Berthoin Antal, 2014).  

 

Artistic interventions can be broadly defined as “processes in which people, practices, and/or 

products from the world of the arts enter into the world of organizations, vary greatly along 

several dimensions, such as time, purpose, and connection to other organizational pro-

cesses” (Berthoin Antal, 2014: 179). The term ‘artistic interventions’ is here defined neutral. 

Other researchers have called it for ‘workarts’, ‘arts-based initiatives’, ‘arts-based learning 

programs’, ‘artful learning alliances’ or ‘arts-based interventions’ (Berthoin Antal, 2012). 

 

Several theorists have investigated artistic interventions and have found them highly rele-

vant for organizations. Darsø (2004), and Carlucci and Schiuma (2018b) stated that organ-

izations must rethink their practices, to be more suited to face the challenges of the 21st 

century business landscape and point to artistic processes as a means to develop manage-

rial approaches. It is found that there is a growing application of art in organizations because 
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art is beneficial both in terms of fostering employees’ aesthetic experience and developing 

the organization (Carlucci & Schiuma, 2018a; Schiuma, 2011). However, Pelzer (2006) is 

critical of the incorporation of artistic interventions, as he finds that managers engage in 

artistic interventions with false incentives, that artists will lose their independent originality, 

and overall that the worlds of art and management are not equal or equally influencing each 

other for the greater good. Pelzer is not directly opposed to artistic interventions, but he is 

opposing incorporating artists into organizations because of the risk of artists giving up their 

original perspectives. He believes that there is great potential in connecting artistic pro-

cesses and management, because of their possibility to influence each other, and for art’s 

role as a soft factor in organizational settings. However, he stressed the need to keep both 

sides’ originality, to be able to question each other’s practices and do things differently. 

 

The entrance of art into the business world has for some been obvious, as art is associated 

with creativity, and creativity generated new ideas. Therefore, letting employees be artful 

stimulates their creativity. However, for others, it has been surprising, because of the two 

worlds' different values and norms (Berthoin Antal, 2014). Ancelin-Bourguignon et al. (2019) 

support the last attitude. In the article “Lost in translation?”, the authors examine the plausi-

bility of the transfer and claim that a transfer between the art and management is unlikely to 

occur because of the two logics’ differences and due to the little evidence of the effect of 

artistic interventions. Moreover, the authors found similarities and differences between man-

agerial and artistic creativity. The main difference is that management is driven by utility and 

control, and management creativity has to be useful and relevant, while it is said that non-

utility is a core value for artists. They argued that management is driven by utilitarianism and 

capitalism and has a need for rational and heteronym thinking, whereas art fosters autonomy 

and refuses utility and rationality. Moreover, even though today’s organizations have a much 

more nuanced view on utilitarianism, Ancelin-Bourguignon et al. (2019) argued that mana-

gerial creativity is still ruled by traditional management principles – utility, rationalization and 

heteronomy. Thus, the transfer of artistic intervention into organizations is according to the 

authors unlikely to happen. However, other theorists have found artistic interventions to be 

highly relevant for organizations due to several benefits (Darsø, 2004, Carlucci & Schiuma, 

2018a; 2018b; Schiuma, 2011), which will be described in chapter 2.5. The critique of artistic 

interventions will be addressed in chapter 5.2. 
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It can be challenging to determine what artistic interventions are, as they come in many 

different shapes and sizes. A typical artistic intervention does not exist and furthermore it is 

impossible to find a mono-causal link between artistic interventions and the output (Berthoin 

Antal & Strauß, 2013). Artistic interventions can involve all art forms and can last a day, 

months or even years (Berthoin Antal, Debucquet & Frémeaux, 2018; Berthoin Antal, 2014). 

The activities and objectives for an artistic intervention are just as diverse as the number of 

cases. The activities can create positive feelings within an organization, intrinsically motivate 

people or it can develop the organization (Schiuma, 2011). 

Moreover, different researchers have categorized the objectives and activities of artistic in-

terventions. Darsø (2004: 14-17) identified four functions of art in businesses: Art as; 1) 

decoration, 2) entertainment, 3) an instrument for team building, communication, leadership 

development, problem-solving and innovation processes, and 4) a strategic process of 

transformation, involving personal development and leadership, culture and identity, crea-

tivity and innovation, and customer relations and marketing. This thesis will mostly focus on 

the two last purposes of artistic interventions, which according to Darsø can lead to in-

creased innovation. 

Earlier we stated that artistic interventions would be understood as a neutral concept. How-

ever, it is important to state that an ‘intervention’, the act of interfering, is not a neutral con-

cept. It is therefore important to be clear about the aim of artistic interventions. It should not 

be to transfer logics as Ancelin-Bourguignon et al. (2019) stated it, but as Pelzer (2006) 

stated, to keep both parties’ originality to be able to influence and question each other. 

In summary, an artistic intervention is defined as a collaboration between an organization 

and an artist, which takes place in different forms and has different objectives, but most often 

to foster employees' creativity and develop the organization. In addition, it was seen that 

artistic processes cannot be transferred into the organization without being aware of their 

indifferences and that the interventions should be perceived as a way to mutually influence 

the other logic. This awareness will be further discussed in chapter 5 and is important for 

our recommendations on how to connect the two fields and simultaneously respect the dif-

ferent logics.  
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2.3 Stakeholders in artistic interventions  
In the following, theory on stakeholders involved in or affected by artistic interventions will 

be provided. This is important in order to understand how artistic interventions function, 

which roles the stakeholders have, and who initiate, engage, and facilitate the activities. 

Even though the literature on artistic interventions is increasing, the stakeholders involved 

are less addressed in theory. There is no typical type of host organization, artist or interme-

diary (Berthoin Antal, 2012), however, there are common features that we will look into. 

From theory, we have identified three main stakeholders; intermediaries, artists and top 

managers which will be described in more detail in the following paragraphs.  

 
2.3.1 Intermediaries  
In the following, theories on the role of intermediaries will be studied, as the literature shows 

that intermediaries are important actors in successful artistic interventions. This is relevant 

to provide insights and nuances to the role.  

 

Intermediaries have multiple roles both in establishing and during the artistic intervention 

(Berthoin Antal, 2012; Sköldberg & Woodilla, 2016). Intermediaries bridge between the ra-

tional and institutional world of business and the creative world of arts (Sköldberg & 

Woodilla, 2016). Therefore, intermediaries are recommended, if not essential. Their role is 

to match organizations and artists, help plan and structure the project and define objectives, 

help throughout the progress, and here address conflict and communicate with external 

stakeholders. Furthermore, the intermediaries need to evaluate the results after the artistic 

intervention, and in addition work with the organization to anchor the development from the 

intervention or to integrate artistic processes in the organization (Berthoin Antal, 2012; 

Sköldberg & Woodilla, 2016). Moreover, the work of the intermediary has different time 

frames, as in some cases the intermediary is part of facilitating and evaluating the entire 

intervention and in other cases, the intermediary stays in touch with the organization after 

the intervention. However, in other cases, the intermediary assigns a process consultant to 

support the artists and the organization (Berthoin Antal, 2012; Sköldberg & Woodilla, 2016).  

 

Both Berthoin Antal (2012), and Sköldberg and Woodilla (2016) found that intermediaries 

have very divergent approaches to establish and find funding for intervention projects and 
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be supporting at the beginning and during the intervention. Berthoin Antal (2012) has iden-

tified six important tasks where intermediaries have different approaches; 1) Matching artists 

with the host organization and its objectives, 2) Establishing contracts between the artists 

and host organizations, and with the intermediary, 3) Maximize anchoring: create a shared 

understanding throughout the project, 4) Monitoring: spot and solve minor crises throughout 

the project, 5) Sharing experiences: build platforms and create a sense of belonging, 6) 

Communicate internally about the process and externally for validations and promotion. 

 

Furthermore, the core value of the intermediary is the intangible activities of building trust 

between the host organization and the artists and bridging between the logic of the two 

worlds and thereby facilitate learning from each other's ways of seeing and doing things 

(Berthoin Antal, 2012). Intermediaries build trust by helping to formulate the objectives for 

the artistic intervention, which creates the foundation for a good match between the artist 

and the organization. They address capabilities needed, expectations, differences, create a 

common language and function as a translator of cultural codes. Moreover, they address 

issues between the parties. Finally, intermediaries have to be able to argue against an ar-

tistic intervention, if not suitable for one or several stakeholders (Berthoin Antal, 2012).  

 

In summary, the literature assesses intermediaries as highly important actors because of 

their role in bridging between the logics, and how they establish, facilitate, evaluate and 

promote artistic interventions. In chapter 5.3.1 nuanced insights into the intermediaries’ role 

will be discussed. 
  

2.3.2 Artists 
In the following, artists will be investigated along with their capabilities and roles in the inter-

vention because they represent another important stakeholder. This is relevant to provide 

insights and nuances to artists' roles during an artistic intervention. 

 

The role of artists is described by Schein (2013), who writes about six functions of art and 

the artists working with organizations: 1) art and artists make us see, hear and experience 

more, 2) art should inspire and provoke, 3) the artists help us learn new skills, 4) the art and 

artists make us aware of and accept our aesthetic senses, 5) an artist’s capability to perform 
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depends on his training, and 6) the arts reunite us with our creative self. Even though these 

functions can be used in organizations, it is to be discussed whether the benefits of them 

fade once the artist has left the organization. The role of an artist in artistic interventions 

requires them to get acquainted with the corporate logic and the specific culture and norms 

of the organization. However, Pelzer (2006) is critical because when incorporated, artists 

risk losing their original perspective, independent position, and their capability to comment 

and criticize systems, and they hereby also risk becoming meaningless. In relation, Berthoin 

Antal (2009) argued that the artists must be this creative role model for inspiration and think-

ing anew. 

 

Moreover, many artists also face initial skepticism from employees about the project, mostly 

because of employees’ fear for the unknown, their stereotypical understanding of an artist, 

or because of employees’ feelings towards top management's previous initiatives (Berthoin 

Antal, 2012). Thus, part of the artist's role is to build up trust. However, Vogel (2008) argues 

that artists and their ways of working are uncertain in their outcome by nature. This might 

not be a risk for artists since they are used to the process, but for organizations, this repre-

sents a big barrier. Therefore, there exists a discrepancy between artists building trust and 

their processes being perceived to be uncertain due to its abstract nature. The artistic pro-

cess will be further examined in chapter 2.4. 

 

Nonetheless, an artist’s capabilities are to play and think abstractly to disrupt organizational 

practices. An example is the American artist Mark Rothko who has revolutionized abstract 

paintings and has taught artists about naturally expressing emotions and experiences. 

Rothko has described seven key elements in order to make creativity happen (Stein & 

López-Remiro, 2010). Artists establish a sense of purpose for the project and use their sen-

sitivity to create a physical space for creativity. Artists have creative tension, meaning the 

urge to be creative, which supports their sensitivity. Moreover, artists work with irony as a 

way to constantly communicate with the viewer, as the viewer is the only one who can give 

art meaning. Working with irony in business is a way to constantly reflect and communicate 

with customers to get their feedback on how to improve a process or product, which is es-

sential to become innovative. Moreover, artists have the capability to use their imagination 

and play. Play can revitalize the organizational practices, however, to ensure this it is of high 
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importance to create a creative environment of experimentation and trust. Finally, Rothko 

describes luck and hope as key elements for the artist’s creative process. These principles 

will be discussed in chapter 5.3.2. It is important to mention that we need to be critical to-

wards using the principles of Rothko because he has a subjective perspective on art and 

not in relation to facilitating an artistic intervention. 

 

In summary, artists are creative role models with capabilities that are beneficial for organi-

zations, such as to inspire and provoke, make organizational members aware of our aes-

thetic senses, teach them new skills by playing, imagining and experimenting, create a phys-

ical space for creativity, and build trust to limit skepticism towards the artistic intervention. 

Moreover, artists need to alter their capabilities to the organizational environment and get 

acquainted with the economic logic. However, in doing so there is a risk of losing their orig-

inal and independent voice. In chapter 5.3.2. artists’ role will be further discussed. 

 

2.3.3 Top managers 
In the following, theories on the role of top managers will be provided. This is relevant, as 

top managers have an important role in both deciding for the artistic intervention, engaging 

during, and working to implement changes and ensure long-term effect after the interven-

tions. 

  

Zambrell (2016) provided characteristics of top managers investing in artistic interventions. 

She found that these are often highly experienced executives, who hold powerful positions 

like CEOs or department managers, and more than half represented public organizations. 

They are typically middle-aged and more often women. They have a relatively high personal 

interest in art, and they described themselves as curious and open-minded. These findings 

are context-specific; however, they do provide insights into the characteristics of managers 

interested in artistic interventions and their mandate in decision making, which will be dis-

cussed in chapter 5.3.3. 

 

Top managers often make the decision to collaborate with artists, however, their most im-

portant role is to anchor the changes after the intervention, as they are just as responsible 

for the value generation as the artist (Berthoin Antal, Debucquet & Frémeaux, 2017). 
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However, even though the literature encourages managers to try new ways of creating 

value, it does not answer what they can do to ensure long-term organizational benefits 

(Berthoin Antal, Debucquet & Frémeaux, 2017). Berthoin Antal, Debucquet and Frémeaux 

(2017) research has shown that a lack of visible support and orientation from the top man-

agement in artistic interventions leads to disappointing outcomes. This indicates that top 

managers are significant throughout the entire process and that management's supportive 

behavior is vital in innovative programs in an organization, such as artistic interventions. 

However, Pelzer (2006) is critical of managers and their incentives to invest in art. He argued 

that many CEOs buy art as an act of branding, to demonstrate their power and provide 

meaning to their work, but as a result risk becoming meaningless. 

 

Adler (2006) put forward that the leaders in the 21st century should see the reality as it 

actually is, namely unpredictable; be courageous enough to envision the possibility of artistic 

methods in contrast to managerial models and inspire others to combine reality with possi-

bility and be intrinsically motivated as the artists. This is in line with Berthoin Antal, Debuc-

quet and Frémeaux (2017) who argued that managers must introduce and support the ar-

tistic intervention, and thereby legitimize the time and resources spent on it. The managers 

must also actively show interest and support in the process and the outcome of artistic in-

terventions. If not, employees and other managers will not view the project as legit, and they 

would be less inclined to support it. Moreover, managers must show the organization’s and 

their own interest in learning what artistic interventions can do for the organization. 

 

Additionally, managers must set realistic expectations for artistic interventions (Zambrell, 

2016). Artistic interventions tend to be perceived as a risky investment due to the limited 

assurance of its value creation, which creates a desire for positive feedback. However, when 

managers have realistic expectations, it contributes to an overall assessment of the added 

value. Moreover, Zambrell (2016) suggested that managers initiate ongoing activities in or-

der for the organizational culture to learn from the intervention in the long term. These trig-

gering activities must stimulate and develop areas such as creating a desirable work context, 

establishing a creative climate, strengthening relationships and liking employees, to catalyst 

their development and hereby organizational development. 
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However, even though top managers must show support for the artistic intervention, they 

need to decide if they should be in charge of and engage in all activities. Berthoin Antal, 

Debucquet and Frémeaux (2017) argued that top managers must cede the control to a mid-

dle manager and it must be shared between managers at all levels of the organization. In 

relation, if employees are to feel comfortable in the artistic process and in developing new 

ideas, it is best if the management is not present, and it should therefore be discussed if 

senior management should even participate at all (Berthoin Antal, Debucquet & Frémeaux, 

2017). This is however counterintuitive, as managers on one hand have to show support 

and guidance but on the other hand have to be careful to step into the background to make 

space for the employees. The dilemma is that; being too present makes employees less 

able to freely express themselves while being absent downgrades the legitimacy. Addition-

ally, providing little orientation confuses employees of the sense-making of the intervention, 

while providing too much clarity limits the learning of stepping out of the comfort zone 

(Berthoin Antal, Debucquet & Frémeaux, 2017). Therefore, managers must balance the 

combination of presence and absence as well as between a guiding and learning attitude. 

  

In summary, managers have multiple and contradicting roles in establishing, guiding and 

communicating about the artistic intervention. Managers should create legitimacy yet bal-

ance their presence and guidance to make employees comfortable in the process and es-

tablish co-ownership of the learning. Most managers who invest in artistic interventions are 

top managers, however, a way to balance their presence is to cede control to middle man-

agers. These points are important for establishing future artistic interventions and partner-

ships and will be further discussed in chapter 5.3.3. 
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2.4 The role of artistic processes and aesthetics in artistic interventions  
In the following, the theories on artistic processes and aesthetics will be investigated in order 

to understand how organizational members can learn from artistic processes, and how their 

aesthetics affect organizational learning. This is relevant as artistic interventions include ar-

tistic processes, aesthetic experiences and aesthetic learning, which will be further dis-

cussed in chapter 5.4. 

 

2.4.1 Artistic processes 

According to Austin and Devin (2004), managers in organizations can learn from four char-

acteristics of artful work, which are the emergent yet reliable process, the iterative process 

shape, the openness to uncertainty and lastly the failure as a step on the way to valuable 

innovation. These four characteristics of artful work are comparable with Bilton’s (2015) ar-

gument that individuals and organizations should first learn to be uncreative by being open 

to blocks, doubts and failures, and thereby, they can become more creative. By being un-

creative individuals and organizations can unlock their creative potential. 

 

In relation, Goodwin and Mucha (2010) argue that the world of art is different from the world 

of business, but in order to achieve and sustain success they both need to master the cre-

ative process of performance by developing and sustaining their aesthetic intelligence, oth-

erwise they become unimaginative and afraid to think differently. To become aesthetically 

intelligent, organizations need to become present, by optimizing all senses of employees, 

managers and top executives. Being present means optimizing our senses, which is needed 

to be able to absorb, assimilate, associate, and act appropriately in the VUCA environment. 

Being present creates creative tensions, making us more aware, and making us able not 

only to act with intention but to respond reactively (Goodwin & Mucha, 2010). 

 

Thereby, employees and managers will also become more conscious of themselves and 

gain the capacity to solve unexpected tasks. Furthermore, in order to create something 

meaningful there is a need for being authentic by becoming in sync with time, the topic, 

intention and the audience, and synthesize in a creative process based on experiences from 

the cognitive mind and the senses, which is the same creative process as when creating a 

play for the theatre. In addition, the employees in organizations can become more 
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aesthetically intelligent by engaging in their work in new ways, being more aware, and 

strengthening their emotional intelligence (Goodwin & Mucha, 2010). 
 
2.4.2 Aesthetics in organizations 
Ancelin-Bourguignon et al. (2019) argued that the logics of the two worlds are too far apart, 

so it is unlikely that the artistic process can be transferred into the business world. However, 

Strati (2000) argued that aesthetics - which is knowledge acquired through the senses - are 

present in organizations, because organizations consist of humans with senses, which they 

use to see if something is beautiful or ugly and to smell, listen and touch. This affects the 

culture and symbols of everyday life in the organization. Furthermore, aesthetics is used 

when interpreting events, making decisions, and in the ongoing negotiation of values, sym-

bols and organizational practices (Strati, 1999; Linsted & Höpfl, 2000). However, Berthoin 

Antal (2014) argued that the problem is that people in organizations are generally not aware 

of how their aesthetic senses affect what they experience and understand. Therefore, there 

is a need for influencing their senses in order to develop their aesthetic understanding (Strati, 

2000). However, aesthetic understanding should not be confused with artistic understand-

ing, because it does not require artistic talent to have a sensory experience (Strati, 1999).  

 

Moreover, theory found that many organizations are interested in artistic interventions be-

cause of the opportunity to stimulate new behaviour and idea generation (Berthoin Antal, 

2014). Carlucci and Schiuma (2018a) argued that art and artistic interventions can be a tool 

for creating aesthetic experiences within organizations, and to embed aesthetic qualities into 

organizational infrastructure and products. This can happen in the workplace, the equipment 

and the working facilities, which can also improve organizational identity, help to develop a 

brand reputation, and to create an organizational image (Carlucci & Schiuma, 2018a). Fur-

thermore, it is found important to have aesthetic perspectives present in the organization in 

order to make the organization differentiate its value proposition from other organizations. It 

is especially important for creative organizations because their aesthetic approach is often 

also their competitive advantage. However, the initiative for an artistic intervention often 

takes a person that sees the importance of balancing aesthetics and economic perspectives 

(Austin, Hjorth & Hessel, 2018). 
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2.4.3 Organizational learning through bodily knowledge and space 

There is a rising understanding of future managers being more focused on aesthetics and 

art, than profits and employment, and therefore, more organizations use artistic interventions 

to educate economists and managers in aesthetics (Guillet de Monthoux, 2000). In relation, 

Zambrell (2016) stated that managers must have an aesthetic understanding in order to 

become leaders who have the ability to connect and master the fields of management, ad-

ministration and aesthetics. However, in order to educate economists and managers, there 

is not only a need for aesthetics to be challenged but also a need for a general understanding 

of what aesthetic is and how it affects organizational learning (Berthoin Antal, 2014).  

 

Berthoin Antal (2014) argued that it is problematic to try and make art affect organizational 

learning when managers and other individuals in the organization have little bodily 

knowledge, and thus, only believe that they understand with their mind even though they 

also learn through their bodily senses, such as touching, hearing, smelling, seeing, and tast-

ing. When managers do not consider how their human senses affect emotions, understand-

ing and knowledge, they are less able to affect the employees through organizational learn-

ing and to understand the values of artistic interventions. Artists can be used to expand 

organizational learning, because their way of knowing is based on their senses and what 

they feel as reality, and not what they think is reality (Berthoin Antal, 2014).  

 

In relation, Berthoin Antal (2014) argued that organizations also need to understand the 

importance of making physical and mental space for trying out new ideas, and how it affects 

the knowledge and understanding of people in the organization. Artistic interventions are 

argued to create ‘interspaces’ in which participants can feel safe to experience possible 

ways of thinking, being and doing that they can apply in organizational settings. However, 

in order for the participants to apply the learning from the artistic intervention, there is a need 

for reflection and active support from management (Berthoin Antal, 2014). It is also found 

that space is needed within the organization for the effects of the artistic intervention to settle 

into everyday work, structures and rituals (Berthoin Antal & Strauß, 2016). 

 

In summary, theory shows the potential of integrating artistic processes into the business 

world and thereby, use artful work to foster ‘uncreativity’ that can make the organization 
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more creative, innovative and unlock creative potential. Furthermore, organizations do al-

ready have an aesthetic understanding, however, their aesthetic intelligence needs to be 

challenged in order for organizations to be imaginative, competitive and create aesthetic 

value. Artistic interventions can help to create aesthetic experiences within organizations 

and to embed aesthetic qualities into organizational infrastructure and products. In addition, 

if organizations want to improve their aesthetic understanding there is a need for reflection 

and active support from management, which will be discussed in chapter 5.4. 
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2.5 Added value from artistic interventions 
In the following, it will be described which benefits and values artistic interventions create 

for individuals, teams and organizations. These different outcomes and effects will be con-

sidered in order to understand how artistic interventions can help organizational members 

to be more creative and innovative, and in the end lead to a strategic transformation at the 

organizational level.  

 

First, we need to define value and value creation in order to further identify the values of 

artistic interventions. Value will be divided into customer value and organizational value, 

because customers buy products and services that deliver value (Osterwalder et al., 2010), 

whereas organizations use assets to create different forms of value in the business model 

(Allee, 2008). Customer value or user-value is when a product or service creates different 

types of value for the end-user. The product or service might satisfy a basic need, or it can 

create functional value, where the customer tries to solve a specific problem or create social 

value (Osterwalder et al. 2014). Organizational value or strategic value can be divided into 

tangible and intangible assets. Tangible assets are most often defined as financial re-

sources. Intangible assets can be human knowledge, internal structures, ways of working, 

reputation, and business relationships. It is argued that tangible and intangible assets are 

dynamically transformed into other forms of value in the business model. Intangible assets 

such as knowledge can be used to create value in terms of products and services that can 

generate financial value (Allee, 2008). As we have defined value, we can now identify the 

added value from artistic interventions.  

 

In connection to artistic interventions, theory found that the impact is on two functional di-

mensions, one being the employees that work in the organization and other organizational 

stakeholders (Schiuma & Carlucci, 2016; Carlucci & Schiuma 2018b). The other dimension 

is the tangible and intangible infrastructures that affect the value creation capacity of the 

organization, also seen as the working mechanisms of the business model. Based on these 

dimensions, Schiuma (2011) has created The Arts Value Matrix (Figure 1). The two dimen-

sions show the level of development in which the nine benefits are identified.  
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Figure 1. The Arts Value Matrix (Schiuma, 2011: 100). 

 

The nine categories represent the benefits that managers can influence by implementing 

artistic interventions. The artistic intervention’s impact on the value-driver can have different 

strengths, capacity and depths. In this thesis, we strive to find cases of artistic interventions 

with objectives besides entertainment, as it is found that it only creates a low level of devel-

opment in infrastructure and people in the organization (Schiuma, 2011). 

 

Many of the theories use empirical evidence that is anecdotal and based on participants' 

experiences, emphasizing employees' positive feedback of artistic interventions (Schiuma 

and Carlucci, 2016; Berthoin Antal, 2012; Berthoin Antal and Strauß, 2016). The problem 

with anecdotal findings is that they are difficult to structure and compare. However, Berthoin 

Antal and Strauß (2016; 41) defined four levels to understand the impact of artistic interven-

tions: 

• At the personal level: (1) Personal development and (2) Seeing more and differently 

• At the interpersonal level: (3) Relationships and (4) Collaborative ways of working 

• At the organizational level: (5) Strategic and operational; (6) Organizational devel-

opment 

• Level-spanning effects: (7) Artful ways of working and (8) Activation 

 

Berthoin Antal and Strauß (2016) argued that artistic interventions create added value in 

organizations, through opening up spaces for opportunities. Artistic interventions create in-

terspaces for participants to experience new ways of seeing, thinking and doing, and through 
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this type of experimentation, the added value can affect processes and practices in the or-

ganization. However, it is important to understand that the levels of added value are de-

pendent on the quality of the interspace and the follow-up of the experience.  

 

The four levels will be used as the structure of the benefits in this chapter, and further in 

chapter 4.5 to structure the benefits stated by the interviewees. In chapter 5.5 the levels are 

used to structure the discussion of artistic interventions’ value generation for different stake-

holders and the organization.  

 

2.5.1 Personal level 
On a personal level, artistic interventions are argued to create personal development, such 

as personal growth, leadership development, and learning new skills or developing new 

tools. Artistic interventions can also help develop employees in opening up and seeing 

things differently. Through artistic interventions, the employees are challenged to see their 

work situation from a different perspective, and thereby gain more awareness of the present 

(Berthoin Antal and Strauß, 2016). However, the employees should also reflect in order to 

understand their awareness, and thereby, can the artistic intervention help to foster empow-

erment of people within the organization. In relation, the employees can widen their per-

spectives and expand the way they see the organization’s environment, its products and its 

possible future (Berthoin Antal, 2012; Berthoin Antal and Strauß, 2016). 

 

Schiuma (2011) went in depth with the impact of artistic interventions on employees and 

argued that it creates intrinsic benefits such as personal pleasure and inner value, because 

it awakens emotions, and creates passion. Furthermore, she found that artistic interventions 

generally make the participants feel happier, more satisfied and motivated. In addition, it is 

found that artistic interventions can help the employees to discover new competencies and 

improve their artful capabilities, such as writing, storytelling and feedback skills (Berthoin 

Antal, 2012; Darsø, 2004). Furthermore, Berthoin Antal (2012) found that artistic interven-

tions can also be “Stimulating reflection about own work and its relations to others” (p. 59), 

which is an effect on both the personal level and the interpersonal level. 
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On the personal level more effects are documented than on any other level because the 

participants' understanding will be affected when being in an aesthetic experience. However, 

the learnings the participants have can only be shared after the artistic intervention, and 

thereby, become an opportunity for organizational learning (Berthoin Antal & Strauß, 2013; 

2016). However, it is important to stay critical to the documented effects as most docu-

mented experiences of artistic interventions come from empirical evidence that is anecdotal 

and based on participants' experiences and feedback (Schiuma & Carlucci, 2016). 
 
2.5.2 Interpersonal level 
On an interpersonal level, Berthoin Antal and Strauß (2016) argued that artistic interventions 

can have an effect on internal relationships and external relationships and create benefits in 

terms of interacting and relating to others. For example, employees that participate in an 

intervention often form internal relationships with employees from other parts of the organi-

zation. Also, artistic interventions affect the external relationships by adding new dimensions 

to organizational relations with clients and local communities, by engaging in talks that do 

not involve business. Artistic interventions often have a bigger effect on internal relation-

ships, because the employees create new relations within the intervention. There are rarely 

found effects on external relationships, however, it is found that artistic interventions can 

pilot collaborative experience that can be applied with stakeholders (e.g., clients, suppliers) 

and with other artists, and thereby, enhancing network relationships (Berthoin Antal, 2012; 

Berthoin Antal and Strauß, 2016). Other interpersonal effects of artistic interventions are 

new collaborative ways of working, and an increase in the quality of the work that is done 

together. Furthermore, interventions help to increase the quantity and quality of verbal and 

non-verbal communication between people in the workspace, because the employees en-

gage in conversations they normally would not do. The interpersonal effects such as collab-

orative behavior can spill over onto different organizational levels, such as productivity and 

revenue (Berthoin Antal & Strauß, 2016). 

 

Both Schiuma (2011) and Berthoin Antal & Strauß (2016) argued that organizations can 

benefit from using artistic interventions to affect individuals as well as teams because it can 

cause a spill-over effect on other levels. And the spill-over effect is seen as a way to create 

new strategies, infrastructure, innovation and revenue. However, it is also argued that the 
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impact of artistic interventions can be affected by the spill-over effect between different in-

terconnected beneficiaries, such as individuals/teams, groups/communities and organiza-

tions (Figure 2). Therefore, artistic interventions can create effects on multiple levels and 

generate multiple benefits (Schiuma, 2011). 

 

Figure 2. The conceptual categories of the beneficiaries of artistic interventions (Schiuma, 2011: 92). 
 
2.5.3 Organizational level 
On an organizational level, artistic interventions can create benefits in terms of organiza-

tional development, which is divided into working climate and organizational culture. Artistic 

interventions can be included in the process of change in order to enhance working climate 

and health, and to address and clarify the culture and the values in the organization (Berthoin 

Antal & Strauß, 2016; Berthoin Antal, 2012). However, artistic interventions do not directly 

lead to organizational development and there is a need for leaders who are willing to change 

something. Therefore, it is the manager's job to reap the benefits from the artistic interven-

tion by integrating the learnings into formal and informal structures, processes and practices 

because otherwise the personal and interpersonal level learning is likely to disappear in the 

everyday organizational life routines (Berthoin Antal & Strauß, 2016). 

 

Furthermore, artistic interventions have an impact on strategy and operations, however, it is 

argued that it is oversimplified to try to find a direct causal link between artistic interventions 

and productivity and turnover because multiple factors affect the organizational outcomes 

(Berthoin Antal & Strauß, 2016). Schiuma and Carlucci (2016) found that art interventions 

can create indirect and direct cause-and-effect relationships that impact organizational value 

creation on the strategic level. They created The Arts Value Map which can help track the 

relationships between artistic interventions and organizations, and how it can lead to 
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organizational transformation and performance outcomes. Furthermore, it can be used to 

understand how artistic interventions affect different organizational dimensions, like enhanc-

ing knowledge, competencies or processes (Figure 3). 

 

 
Figure 3. The Arts Value Map (Schiuma & Carlucci, 2016: 66; adapted from Schiuma, 2011: 202). 
 

However, while the Art Value Map only considers value creation within the organization, the 

Business Model Canvas can also be used in order to understand how value can be captured 

in products and services and delivered to the customers (Osterwalder et al. 2010). This 

refers back to section 2.1.3 where Osterwalder et al. argued for incremental innovation. In 

the Business Model Canvas, value creation is about generating products and services that 

solve the customers’ problems or fulfill their needs and wants and creating something that 

is unique and differentiated from competitors’ offers (Osterwalder et al. 2014). The Business 

Model Canvas consists of nine building blocks, where the value proposition is in the middle 

and connected to all the other building blocks. The customer segments are connected to the 

value proposition through channels and customer relationships, where the value is deliv-

ered, and it is the customer segments that generate revenue sources. Furthermore, key 

partners are connected to the value proposition through key resources and key activities, 

which is where value is created and captured, and these building blocks affect the cost 

structure of the business model (Osterwalder et al., 2010). This part of the Business Model 

Canvas is comparable with the Arts Value Map, as both models show how value is created 

from the many activities, capabilities, resources, assets and processes within the organiza-

tions, and how value is delivered to the organization’s stakeholders (Schiuma and Carlucci, 

2016; Osterwalder et al., 2010). However, artistic interventions are never the only influencing 
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factor. Organizations are also affected by internal factors such as changes in leadership or 

the launch of change programs, and external factors such as new competitors in the market 

or economic downturn (Berthoin Antal & Strauß, 2016). 

 

Berthoin Antal (2012) found that artistic interventions can help find new concepts and values 

linked to the organization’s products or services that could lead to developing new and ad-

ditional products and services. Creating new value and changing the business model 

through working with artistic processes, is coherent with Darsø’s (2004) description of artful 

creation, which she argues should be applied in order to create innovation that leads to an 

increase in revenue and profit. She argues that there is a bigger opportunity for innovation 

if artistic processes are involved in the organization and that organizations should use artistic 

interventions to create social innovation, product/service innovation or organizational 

change. Schiuma (2011) argued that artistic interventions can help organizations to achieve 

economic goals, and social-cultural goals and make the organizational brand more appeal-

ing, which can also create a positive impact on reputation, image, recognition and market 

attraction. In relation, Berthoin Antal (2012) found that artistic interventions can help organ-

izations “Enhancing visibility of the organization” and “Enhancing communication and public 

awareness” (p. 59), which show that artistic interventions also can add value in terms of 

branding. 

 

2.5.4 Level-spanning 
It is also found that artistic processes span between the three levels and are thereby con-

nected to all levels. Berthoin Antal and Strauß (2016) found that artistic interventions add 

value in terms of artful ways of working and activation of stimuli and emotions. The artful 

ways of working are seen as a benefit because the employees use practices that differ from 

routine and institutionalized ways of working in organizations, which can lead to more inno-

vation. Artful ways of working are divided into three categories, dealing with the unexpected, 

being open to the new and adopting artistic formats as well as trusting the process (Berthoin 

Antal & Strauß, 2016). This is similar to the artful ways that Austin and Devin (2004) found 

that managers can learn from artists, in terms of having an emergent and iterative process, 

being open to uncertainty and cultivating failure. It is found that artistic interventions can help 

the participants to deal with the unexpected and be open to the new, such as being able to 



38 

deal with potential crises and think about other types of value than economic value. Adopting 

artistic formats is about adding new sources of creativity and for employees to use tools they 

have learned from the artistic intervention, and integrating it into everyday organization ac-

tivities, such as problem-solving processes (Berthoin Antal & Strauß, 2016; Berthoin Antal, 

2012). In addition, Darsø (2004) argued that organizations should draw from artful capabili-

ties and competencies, such as shaping the sense for deep listening and being exposed to 

new ways of seeing, by learning empathy, intuition and improvisation from the arts. 

 

Another artful way of working is to start trusting the process and accepting not being com-

fortable but trying things out and being innovative (Berthoin Antal and Strauß, 2016). This is 

also what Austin and Devin (2004) found on artful work in terms of being open to uncertainty 

and discovering through the process. In addition, Berthoin Antal (2012) found that artistic 

interventions can help organizations in “Experimenting with organizational models, ways to 

interact, communicate and work together within the organization or community” (p. 59). 

Darsø (2004) also argued that it can be beneficial to learn how to use creative approaches 

such as conceptualizing and prototyping in order to spark the imagination. In relation, new 

approaches for starting a conversation can also be used both to advance human communi-

cation and to increase the quality and depth of communication between people. 

 

Level-spanning can also be activated, when the participants in the artistic intervention ex-

perience stimuli, energy, emotions and have a positive experience. It is found that artistic 

interventions can stimulate the participants to reflect on the emotions at work, such as being 

stressed about the possibility of failure and address them more openly and directly than they 

usually can do in an organizational context (Berthoin Antal & Strauß, 2016). In relation, 

Darsø (2004) argued that the most unique aspect that organizations can learn from artistic 

processes is energy because it is found that people are attracted to and inspired by the 

energy that artists bring, due to their passion and ability to motivate themselves. Further-

more, she argued that organizations can become more humane and energetic if they apply 

artful processes. 
 
In summary, different benefits and effects of having artistic interventions in organizations 

were found, and the benefits can help to develop the organization and the employees’ ways 
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of working. The effects involve different levels, which are interconnected, especially in terms 

of spill-over effects between the (inter-)personal levels and the organizational level. In the-

ory, added value is most often found in the (inter-)personal levels, in terms of personal de-

velopment and internal relationships, however, it rarely has an effect on external relation-

ships. On the organizational level, it is difficult to argue for a direct link between the artistic 

intervention and the added value, because multiple internal and external factors influence 

the organization. Nevertheless, it was argued that artistic interventions can foster innovation 

and organizational development. 
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2.6 Challenges of integrating artistic processes in organizations 
In the following paragraph, we will address the common challenges and barriers when inte-

grating artistic processes in organizations because of their importance to answer the re-

search question. It is essential to understand the challenges in order to find solutions on 

how to overcome them in chapter 5.6. Barriers to integrate artistic processes into organiza-

tional projects rise from the general business environment of turning creativity into commer-

cial goods and services (Movitz & Sandberg, 2009). The challenges surface on different 

levels and show in conflicts of art and business, creativity and control and between artists 

and managers (Eikhof & Haunschild, 2006). 

 

2.6.1 Evaluating artistic interventions 
Through the literature, we have previously identified the added value of artistic intervention 

and how value, in general, can be defined. However, as more theory has tried to measure 

and evaluate the outcomes of artistic interventions without any success, it is seen as a chal-

lenge. 

 

In organizational theory, economy and society have been differentiated for some time, and 

financial value has been the single value measured (Kanter, 2011). In the last part of the 

20th century, we have experienced a shift from material to immaterial value focus (Darsø, 

2004). However, according to Carlucci and Schiuma (2018a), organizational wealth creation 

is still measured in shareholder value, but new management practices are aware of these 

old and inadequate ways of evaluating value. The literature on artistic interventions aims to 

uncover the value of artistic intervention, which is also seen above in 2.5. Moreover, theo-

rists in this field stress the importance of researching the added value, to support the prev-

alence of artistic interventions in organizations. Therefore, they point to the need for more 

case studies to definitely conclude that the potential added value also is actually added value 

(Carlucci and Schiuma, 2018b; Berthoin Antal & Strauß, 2013; 2016). 

Styhre and Eriksson (2008) gathered data from Artist-in-Residence projects (AIRIS) with the 

aim to help employees think in new creative ways. Styhre and Eriksson conducted qualita-

tive interviews to evaluate projects and collected quantitative questionnaires to evaluate the 

overall effects of projects doing the periods. The artists were not evaluated on output, but 

on qualitative effects. After skeptical participants were convinced, participants became 
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excited about the collaboration and rated it highly. The interviews and anecdotal evidence 

showed that the projects were conceived to be rewarding and interesting, and the projects 

were believed to improve work satisfaction and hereby indirectly improved productivity. How-

ever, it was not possible to identify immediate, measurable effects and little evidence of work 

climate improvement was reported. It was therefore concluded that even though the artistic 

interventions had high potential, the quantitative research showed little evidence of artistic 

processes’ direct effect on the work climate. 

Another example is Sutton and Hargadon (1996), who studied the effect of brainstorming in 

groups. The field of brainstorming is different from this thesis field, however, related due to 

its connection to idea generation. The findings were that IDEO brainstorming is not very 

efficient at idea generation. However, the study found that the effectiveness outcome is not 

the most important or the only outcome to evaluate. Other important outcomes were found 

which previously have not been examined or labeled as an effective outcome in brainstorm-

ing. In relation, it is found that the expected outcomes that managers and employees initially 

have for artistic interventions are not what they perceive to be of most value after the project 

has ended (Berthoin Antal & Strauß, 2013). For example, artistic interventions were ex-

pected to increase productivity, efficiency, recruitment and reputation, but organizational 

members cared more about the impact on innovation and mentioned ‘seeing more and dif-

ferently’ and ‘activation’ as the strongest effect of artistic interventions (Berthoin Antal & 

Strauß, 2013: 3).  

 

Additionally, Berthoin Antal (2014) have been puzzling with the discrepancy between man-

agers’ pre- and post-evaluation of artistic interventions. She stated that decision-makers in 

organizations often ask for documentation of the effect on productivity, innovation, compet-

itiveness, etc. However, when she interviewed managers who have experience with artistic 

interventions and asked them for ‘hard evidence’ to document the effect, they would not 

answer, saying the question is inappropriate for the topic. Berthoin Antal pointed to one 

possible explanation to this puzzle, that managers see artistic interventions as a mystery, 

which should be protected from the otherwise “accountability overload” of everything else in 

the organization (p. 193). 
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Thus, these findings show that while the objectives for artistic interventions might be produc-

tivity or efficiency, other outcomes such as increased work satisfaction can be just as valu-

able which is increasingly perceived so by managers. Moreover, those who have tried to 

evaluate artistic interventions through quantitative research were unsuccessful in finding any 

measurable evidence of its added value. 

 

2.6.2 The opposing logics of artists and organizations 
The second challenge exists in introducing artistic processes within an organization and is 

based on the opposing logics of artists and organizations that creatives and managers follow 

on an ideological level. These logics are a set of norms and values as well as unwritten laws 

on which the actors in the field behave (Eikhof & Haunschild, 2007). The characteristic of 

artistic logic is the desire to create art, only for the sake of creating it, which can be seen in 

the intention of making something that is greater and not measurable by for example profits 

(Eikhof & Haunschild, 2007). As previously mentioned, art is defined as the creation of divine 

inspiration and as creating something with great skill and imagination. Whereas the eco-

nomic logic is defined by an orientation on the market which can be measured and valued. 

It can be generalized that managers and businesspeople prefer economic logic whereas 

creatives value the artistic logic of practice more (Austin, Hjorth & Hessel, 2018). Further-

more, as stated by Eikhof and Haunschild (2006) art does not only thrive on being art for 

art’s sake but furthermore on not following the economic logic. Thus, from the perspective 

of a creative, artistic logic cancels out the economic logic due to comparability and measur-

ability. Moreover, creatives do not want to see themselves as economically driven (Eikhof & 

Haunschild, 2007), concluding that the underlying logic of those groups is inherently differ-

ent. 

 

Nevertheless, parties are able to behave according to both logics, even though they prefer 

one over the other. Eikhof and Haunschild (2007) point this out in their research of German 

actors and their behavior in the labor market that actors use their economic logic of practice 

in the labor market, but generally prefer working according to an artistic logic. Thus, this 

discovery shows that bringing together both logics can work and depends on the different 

parties within the field. 
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Accordingly, the challenge of working with different logics arises and gets heightened by the 

fact that when combining managers of organizations with creatives and artists, it is often the 

economic logic that gets prioritized over the creative logic (Austin, Hjorth & Hessel, 2018). 

Movitz and Sandberg (2009) argued that based on those structures, managers control the 

business environment as well as the creative process with its products, and through this 

management of artistic processes economic logic “endangers the resources vital to creative 

production” (Eikhof & Haunschild, 2007:536). On the other hand, Austin, Hjorth and Hessel 

(2018) have found out in their research that economy and aesthetics can be acquainted 

through the process of balanced and frequent conversation. They argued that organizational 

concerns do not always crowd out aesthetic concerns and that designers´ concerns for aes-

thetics can align with the best organizational interests of the firm from a strategic point of 

view. Thus, the aesthetic focus can make a shift from short-term economic gains to long-

term economic success. In consequence, even though managers and artists may act on 

different preferred logics which can lead to challenges, those can be settled when dealt with 

in the right manner. 

 

2.6.3 Challenges on the organizational level 
On the organizational level, barriers to integrating artistic processes within an organization 

can arise based on how an organization is structured and set up. Most organizations in the 

creative industries work in a functional division of splitting up artistic and economic work into 

different departments (Albert & Whetten, 2004). Although this might make sense for the 

everyday working life because of conflicting views, priorities, ways of working, education and 

rules of procedures (Lampel, Lant & Shamsie, 2000), this can also lead to tensions between 

creatives and managers which can become an issue over the purpose and focus of the 

organization (Albert & Whetten, 2004). In detail, each department manager and the employ-

ees are measured by quantifiable results and their abilities to turn ideas into revenue (Bilton, 

2007). On the other hand, creatives are measured by how they manage their expertise and 

knowledge to come up with innovative ideas and transform them into novel and useful prod-

ucts and services (Bilton, 2007). This shows the general differences between the levels 

which represent obstacles to integrating artistic processes.  
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In summary, conflicts between managers and creatives seem to be inevitable and barriers 

to integrating artistic processes into an organization need to be addressed and managed 

actively (Austin & Nolan, 2007). Various challenges mentioned in theory have been intro-

duced and will serve as a point of departure for further discussion in chapter 5.  

 

2.7 Summary 
This chapter has established that artistic interventions can help organizations foster creativ-

ity and gain new perspectives on organizational practices, which is needed for the organi-

zations to be resilient and adaptable in a VUCA environment. However, in order for organi-

zations to implement artful ways of working, they must accept that creativity comes from an 

uncreative process of blocking, doubting and failing. The intervention should be perceived 

as a way for the economic and the creative logic to mutually influence and learn from each 

other, but it is important to say that artistic processes cannot be implemented into the or-

ganization without common respect for their indifference.  

 

Through the literature, the main stakeholders have been identified, and the main learning is 

that their roles are overlapping. The intermediaries’ role is to bridge between the logics and 

to establish, facilitate, evaluate and promote artistic interventions. Managers have an estab-

lishing role, and they should create legitimacy for the project, however, they also need to 

make room for employees to take ownership over the process and learning. The artists’ role 

is to foster creativity, aesthetic senses, and trust, and furthermore must ensure to adapt their 

capabilities to the corporate world, without losing their independent voice. 

 

It has been identified that organizational members already have an aesthetic understanding, 

however, their aesthetic intelligence needs to be challenged in order for organizations to 

stay competitive and provide value. However, managers' support and participants’ reflec-

tions on the process are vital for this transformation. Moreover, different benefits of artistic 

interventions in organizations were found on different levels. Added value is most often 

found at the (inter-)personal levels, in terms of personal development and internal relation-

ships, however, it rarely has an effect on external relationships. The benefits at these levels 

spill over to the organizational level. However, it is difficult to argue for a direct link between 
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the artistic intervention and the added value, because multiple internal and external factors 

influence the organization. 

 

It is found difficult to evaluate artistic interventions through quantitative methods because of 

the lack of measurable evidence of added value. However, there is a shift in the perception 

of value, as intangibles impacts are just as relevant as economic value. Another challenge 

is to combine the opposite logics as professionals prefer their own way of thinking, and when 

facing each other in an artistic intervention it can lead to tensions. Lastly, tensions can also 

raise because the organizational infrastructure is not set up for combining the artistic and 

organizational way of working. Thus, fights over resources and authority emerge as a result. 

In consequence, barriers to integrating artistic processes into an organization need to be 

addressed and managed actively, which we will do in chapter 5 in relation to the collected 

data. 
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3. Methodology 
This chapter aims at describing and discussing the methodological approach for the thesis 

that serves as the foundation from which we will answer the research question. We will first 

account for the nature of social science as the background of our master’s degree. Then we 

will address our ontological stance and epistemological position. Following that, we will de-

scribe what these choices implicate and how they will guide our research design, including 

the data collection strategy as well as the analytical approach. Concluding this chapter, con-

cerns relating to validity as well as reliability in relation to qualitative research will be ad-

dressed. 

 

3.1 The nature of social science 
Studying for a master’s degree in social science, we want to learn how to research the social 

world and understand and interpret humans’ experience of reality (Saunders et al. 2019). 

Researching social phenomena allows us to study the complexity of human beings and the 

way they shape society, which cannot be studied in the same way as physical phenomena. 

Social science research is different from natural science research because we do not search 

for one true and objective reality (Saunders et al. 2019). 

 

With this thesis, we want to challenge our understanding of the business world and the man-

agerial processes that we have learned throughout business school, by trying to understand 

the social phenomena of collaborations between the art world and the business world. We 

want to analyze the social phenomena by moving in between the different views and per-

spectives that we find, in order to see how things are coherent and create meaning (Latour, 

2004). 

 

3.1.1 Matters of concern 

As social science researchers, it is our job to open up and get close to facts in order to begin 

to understand the world as engaging, complex and meaningful based upon things and ‘gath-

erings’ (Latour, 2004). A gathering is an assembly where matters of concern are debated 

and proven, and in a gathering, matters are connected and responsive (Latour, 2004). In 

order to analyze and understand these gatherings, we need to float in between the different 

views and perspectives to see how the gatherings create meaning (Latour, 2008). 
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The tendency in social science research is to ‘take things apart’, however, Latour (2004) 

argues that things should be seen in coherence. Taking things apart will limit our social 

science research because we will fail to see it as a matter of concern. In our research, we 

will try to open up the fact that organizations can benefit from artistic processes in order to 

view the different gatherings in the art world and in the business world as a matter of concern 

(Latour, 2004). When we view artistic processes in organizations as a matter of concern, we 

hope to find new correlations, meanings and perspectives within this social science research 

area. However, it is important to consider different types of social science in order to be 

critical of our findings, because there are many ways to understand the gatherings we look 

at. We want to apply social science because it allows us to explore the social world as co-

herent and get closer to the mess and find something new which has not been found when 

comparing different views (Latour, 2008). 

 

We are aware that it can be difficult to conduct social science research that considers all 

gatherings which affect artistic interventions in organizations, and therefore, we will suggest 

other gatherings that need to be further researched in order to come closer to the con-

structed reality and to understand this matter of concern. 

 

3.1.2 Case studies and context 
Social science is a method to find context-depending knowledge (Flyvbjerg, 2001a). In order 

to find context-dependent knowledge, we will use cases of artistic interventions found 

through our interviews, as it has not been possible for us to conduct our own case study of 

artistic interventions, due to Covid-19. The cases will serve as an alternative to observations 

in organizations in order to find scientific development. The cases will be used as good 

examples, to expand the learning process and to validate context-dependent knowledge. 

We will use cases to verify that artistic interventions can create benefits for organizations 

(Flyvbjerg, 2001b). Furthermore, cases will be used to find different outcomes, which can 

be compared with other findings, and help us understand the social phenomena. We will 

use different cases to obtain information about the significance of various circumstances for 

the case process and outcome. We will have to be aware that it might be difficult to summa-

rize and generalize cases because they describe processes, and we might find that it is not 
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desirable to generalize the case studies (Flyvbjerg, 2001b). However, as we have a limited 

number of pages, we will have to summarize the outcomes of the cases. 

 

3.1.3 Subjectivity in social science 
When doing research in social science, we need to constantly challenge our subjective un-

derstanding, and consider how it can affect our research (Latour, 2008; Flyvbjerg 2001a). 

Latour (2004; 2008) argued that there is no objective reality because we are affected by our 

subjectivity, values, interest as well as by the socially constructed context. Flyvbjerg (2001a) 

also argued that we cannot avoid emotional attachment because we cannot separate our-

selves from it, and therefore, we need to be aware of how our subjectivity, feelings and 

values can affect our findings and interpretations. Furthermore, we need to consider other 

people’s subjectivity in order to understand how they create meaning of the constructions 

and gatherings that exist and are created, and negotiated (Latour, 2004). Subjectivity should 

be used to understand how people interact and how it makes their world more meaningful 

and coherent, and thereby, why it cannot be excluded when studying social phenomena and 

social constructions such as organizations and art (Flyvbjerg, 2001a). 

 

3.1.4 The study of Artistic interventions in Social Science 
Our research field of artistic interventions in organizations is relevant to study by using social 

science because both organizations and art are social phenomena. When we want to un-

derstand the effect of something as abstract as art in organizations, we will need to look into 

the aesthetic and social aspects of organizations, and how the rational aspect of an organi-

zation affects these softer aspects. In order to understand the aesthetics of the organization, 

we will research how the organizational members move in the space between the cognitive 

schemas and the sensory experience (Strati, 1999; Linsted & Höpfl, 2000). Using this kind 

of social science, we can contribute to the study of organizations by challenging the logic of 

the organizational process. However, we have to be aware that as researchers we cannot 

detach ourselves from the aesthetics of our own experience, preferences, styles and judge-

ments and therefore, it can affect our interpretation of the social phenomena we experience 

(Strati, 1999; Linsted & Höpfl, 2000). 
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3.2 Epistemological and ontological standpoint 
The philosophy research position that we will take is interpretivism, as we want to establish 

new understandings and interpretations of the social world of art and organizations. We are 

going to interpret and understand the context of artistic interventions and organizations 

based on artists’, managers’ and intermediaries’ perspectives. We wish to research these 

peoples’ different meanings, and their different experiences of social realities, in order to 

find different perspectives on artistic interventions in organizations and understand the dif-

ference between them. We will focus on the findings that are meaningful for our research 

participants in order to account for the complexity of the social phenomenon. The purpose 

of our research is to get insights into humanity and the complexity of humans’ understanding, 

meaning-creation and experience of realities. We want to discover social actions through 

the interpretation of institutions and practices of artistic interventions and organizations 

(Saunders et al. 2019). 

Our intention is to consider the nature of reality (ontology) as socially constructed through 

culture and language and to understand the multiple meanings and experiences when artists 

and organizations interact and collaborate. Social constructionism sees reality as con-

structed through social interaction in which social actors create partially shared meanings 

and realities (Saunders et al. 2019). This means that social actors continually create social 

phenomena and their meanings, which are in a constant state of revision (Bryman, 2015). 

We will try to understand these socially constructed realities, based on Habermas’ (1968) 

critical theory of world views (cited in Brier, 2017). Perceiving the world we live in, as two 

worlds, one being the system world (production) and the other being the life world (culture), 

can help us understand which connections and differences there are between the art world 

and the business world. The system world is the rational and impersonal part of society, it 

is where science and technology are developed. In the system world money and power are 

valued high as tools, and everything can be bought for money, except love. Whereas, in the 

life world emotions and thoughts are exchanged in authentic and private ways. Here people 

can talk freely about love, justice and honesty, as it is based on communication and not 

systemic rationality (Brier, 2017). In chapters 2.1 and 2.2 we introduced the two conflicting 

worlds of business and art. We will discuss how the system world and the life world are 

interrelated, and cannot exist without the other, and we will use this world view to understand 
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the conflict and interest that can occur between the world of business and the world of art. 

Habermas (1968) argued that the system world is colonizing the life world, and he stated 

that it must stop before it takes complete control of the life world (cited in Brier, 2017). When 

we study the art world and the business world, we will try to look for similar tendencies and 

argue for how artistic processes need to be more involved in organizations. This will be 

discussed in chapter 5. 

Our motive is to create knowledge (epistemology) about artistic processes in organizations 

on a strategic level and to use narratives, stories, opinions, perceptions and interpretations 

to build on the current knowledge about artistic processes in organizations. Furthermore, we 

want to understand the social actors within these fields and how they experience their social 

reality. However, as social interactions between actors are in a continual process, we also 

need to view social phenomena as being in constant revision and negotiation (Saunders et 

al. 2019; Burrell & Morgan, 2016). 

Epistemologically, we will use phenomenological and hermeneutic theory to understand so-

cial constructions in the business world and the art world. The phenomenological theory 

focuses on the participants’ lived experience, which is the participants' interpretation of those 

experiences. The hermeneutic theory focuses on cultural artifacts such as texts, symbols, 

stories and images, which affect our meaning-creation and understanding of life (Saunders 

et al. 2019). We will have a hermeneutic process of understanding and interpreting new 

findings based on the understanding we already have in an ongoing process (Brier, 2017). 

We use this method to keep challenging our understanding and find new meanings of using 

artistic processes in organizations. 

 

In practice, our phenomenological method will be to analyze different case studies in order 

to study the phenomenon and understand the knowledge they have gained through their 

lived experience, and we want to interview artists, intermediaries, and managers. Our her-

meneutic method will be to interview different actors and experts in the field of artistic inter-

ventions in organizations, in order to find out how they understand the socially constructed 

reality. These methods will provide us with empirical data, and in order to make these find-

ings become qualitative research, we need to code and interpret how these different actors 

make meaning of artistic interventions in organizations. 
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3.3 Research design 
We will use a research design that includes an inductive as well as an abductive method. 

The induction will be used when we collect data from a number of interviews, which will 

serve as cases and a representation of the phenomenon. We will proceed by interpreting 

the data to develop an inference that a universal rule exists (Saunders et al. 2019). We will 

structure the interviews so we can look at them in relation to each other and control the 

complex phenomenon of artistic processes in organizations, and find knowledge from it 

(Latour, 1993). The problem with the inductive method is that we cannot use it to interpret 

definitions and connections between theory, cases and interviews, and therefore, it is not 

possible to generate new theoretical findings (Timmermans & Tavory, 2012). 

 

We will therefore also apply an abductive method, which means that we will use our social 

and intellectual understanding and methodological data to analyze artistic interventions in 

organizations, through a creative inferential process aimed at producing theories based on 

new research evidence (Timmermans & Tavory, 2012). Abduction is the form of reasoning 

through which we perceive phenomena as related to other observations. Using an abductive 

method means that we base our findings on other researchers’ explorations, otherwise we 

would have no background knowledge to understand and research the field of art in busi-

ness. We want to use abduction to study phenomenon through interviews in relation to other 

similar phenomenon that have already been explored in literature. By reframing empirical 

findings in contrast to existing theories, we will generate new theoretical insights. 

 

Even though we state that we want to study phenomena in the world, we will end up con-

structing representations that will push the world away, but also bring it closer, due to the 

corresponding gap between the world and our language (Latour, 1993). The cases we find 

from our interviews will lose their resemblance to the artistic process in organizations when 

we transform them into compressed data that will show the same kind of meaning, which 

the phenomenon provides us with. Using the process of circulating to produce meaning, we 

will consider our data in terms of form and matter in a transforming dynamic process in order 

to minimize the correspondence gap between the world and our language. In doing so we 

will amplify some aspects, and reduce other aspects (Latour, 1993). 
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3.4 Data  
In acknowledgment of the fact that literature and case studies in the field of artistic processes 

in organizations are limited, this thesis will be characterized by an explorative inductive ap-

proach as well as abductive methods as the main purpose will be to generate new 

knowledge and to connect the independently existing fields. In the following, this thesis’s 

secondary and primary data collection will be presented.  

 
3.4.1 Secondary Research 
The aim of secondary research is to extract new findings as well as insights from existing 

data (McGivern, 2006). This type of research is valuable to gain an understanding of the 

already existing terms, definitions and cases of creativity, innovation and art. Moreover, it 

has provided us with insights to fields and organizations that would have not been accessible 

to us otherwise. For us, secondary data proved to be necessary because of the limited ac-

cess to conducting observations and face-to-face interviews because of Covid-19. Thus, we 

have used already existing cases, fieldwork and articles to back up and expand our own 

findings. In appendix A we have gathered a list of cases of artistic interventions found in 

materials compiled by intermediaries and from our empirical data collection, to provide an 

overview of the number of cases and activities in the field. We have used articles and reports 

of initiatives that connect organizations with art or culture, such as the Center for Culture 

and Experience Economics (CKO, 2012; Deloitte, 2012; Hjortshøj, 2015) or other funded 

initiatives, such as the Artbizz Vadehavet project (Artbizz, n.d.). In addition, books, articles 

and reports of the potential of the collaboration between creatives and organizations have 

been used (Nielsen & Gjellerup, 2000; Steiwer, 2019; Have, 2019). 

 

3.4.2 Primary Research 
The purpose of primary research is to collect data that is suitable to answer the research 

question that is to be examined. The primary method of data collection was interviewing 

since interviews allow us as researchers a method of data collection in which large amounts 

of data can be collected in a relatively short amount of time (Kvale, 2007). Qualitative re-

search goes deep into the context and is able to uncover patterns of human understanding 

and practices and how they relate to the situation they emerge in. Interviews in particular 

provide knowledge about people’s life situation, their opinions, attitudes as well as 
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experiences (Kvale, 2007). Thus, qualitative interviewing works with smaller amounts of data 

and is closer to people (Brinkman, 2013). 

 

The decision to conduct interviews was made because of the current situation with Covid-

19, (see chapter 7.2 on limitations), but interviews also matched the research design of this 

thesis. The output expected through the interviews were insights on new ideas and new 

perspectives, narratives as well as stories of cases to gain more knowledge on different 

stakeholders’ perspectives, barriers and insights and suggestions on how to connect the 

different fields of artists and organizations. In total, we have contacted 56 people or organi-

zations via email. Some provided further contacts, but most could not offer us any insights 

or did not even get back to us, and only 15 of them were able to join us for an interview.  

The interviewees in this research were clustered into four different groups which were ex-

perts on theory, CEOs/managers, artists and intermediaries. We have divided those different 

groups based on our readings of theory and secondary data since it gave us insights into 

the participating stakeholders in artistic interventions. Thus, the grouping provides us with a 

clear way to compare and contrast, however, we are aware that the groups are overlapping 

and that they are partially interdependent. The questions for the interviewees were prepared 

in advance in a semi-structured manner which created space for flexibility as well as allowing 

to ask follow-up questions based on given responses so that dialogue was able to emerge 

(Justesen & Mik-Meyer, 2012). In general, exploratory studies must be less structured than 

confirmatory studies, according to Silverman (2000). As we have learned throughout the 

process of conducting interviews, we have not asked all of the interviewees the same ques-

tions. The hermeneutic method of this thesis allowed us to take such an approach and to 

slightly vary the interview guides that we have prepared in advance (App. B). Since the study 

of this thesis has a rather small sample size, our focus is on exploring rather than comparing 

the cases. Based on that, the questions have been phrased in an open manner and do not 

need to be highly standardized. We have conducted most of the interviews in English but 

some of the interviewees preferred to answer our question in Danish. We agreed to do this 

since being able to express yourself in your mother tongue offered us richer and deeper 

insights into the topics. 
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As part of our research, we wanted to investigate the number of artistic interventions in the 

last 20 years (see appendix A for cases). We have asked our interviewees and other con-

tacts for projects, however with little luck. We tried to contact some of the participating or-

ganizations, but they replied that they could not remember it (App. C). Some of the organi-

zations said that they did not have the time for an interview (App. D). Moreover, we contacted 

Lotte Darsø, a researcher in this field, who responded that she did not know of any recent 

projects, and the same goes for most of our other interviewees. These aspects will be further 

discussed in chapter 7.2 on limitations. 

 

3.4.2.1 Overview of Interviewees 
In order to gain a thorough understanding of the various aspects of the researched topic, 15 

interviews have been conducted with people from different backgrounds. In the following, 

we will go more in depth as to why we chose to talk to the specific interviewees. We have 

agreed with all of our interviewees that we can use their full names as well as record and 

transcribe what they have said. Therefore, we are able to use the collected data to the full 

extent. 

No. Category Name Organization Date Time 

1 Intermediary Gerda Hempel Founder and CEO of ArtBizz Week 46, 

2020 

 70 minutes 

2 Theory Ex-

pert 

Robin Holt Copenhagen Business School Week 4 52 minutes 

3 Theory Ex-

pert 

Daniel Hjorth Copenhagen Business School Week 4 62 minutes 

4 Artist David Rex Founder of Primer, integrated in Aq-

uaporin 

Week 5 59 minutes 

5 CEO/Man-

ager 

Brian O’Connor CEO of Rethink GmbH  Week 6 46 minutes 

6 Intermediary Lene Bornemann Founder of Arts in Business. Now 

retired.  

Week 6 73 minutes 

7 CEO/Man-

ager  

Peter Holme Jensen  Founder and CEO at Aquaporin Week 7 62 minutes 
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8 Intermediary  Andreas Linnet Jessen  Partner at Seismonaut  Week 7 55 minutes 

9 Artist Kenneth Agerholm  Founder and partner os FLOK. Col-

laborating with ArtBizz.  

Week 7 72 minutes 

10 Artist Pernille Sørensen  Owner of Art and Play  Week 8 66 minutes 

11 CEO/Man-

ager 

Rasmus Tscherning  Founder and managing director of 

Creative Business Cup  

Week 9 59 minutes 

12 Intermediary  Anna Willumsen  Used to work with Catch, now self-

employed in the field of art in busi-

ness  

Week 10 45 minutes  

13 Manager  Margit de Place Chief of specialist center for brain-

damaged kids, City of Ribe  

Week 11  58 minutes 

14 CEO Christian Juel Ad-

amsen  

Co-founder and CEO of Juel & 

Krøyer 

Week 11 65 minutes 

15 Intermediary Johan Lundbladh VD/CEO of Tillt, Sweden Week 12 61 minutes 

 
3.4.2.2 Interviews with experts on theory 
Some of the first interviews were conducted with experts on theory. The interview questions 

within the category of the experts were centered around art literature, artistic processes, 

benefits and barriers for the organizations, the evaluation of value creation and how to over-

come those barriers in order to successfully introduce artistic processes in the organization. 

The experts on theory were two professors from Copenhagen Business School who were 

chosen based on their knowledge within the field of research. Robin Holt has been studying 

the creation of organizational forms, as aesthetic and ethical as well as commercial phe-

nomena.  

Our second interviewee was Daniel Hjorth who is a professor in Entrepreneurship and Or-

ganization at the Department of Management, Politics and Philosophy. His research is fo-

cused on the organizational conditions for entrepreneurship, creativity and innovation, on 

social entrepreneurship, on philosophy and management, and on art, design and business.  
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Talking to the experts on theory was highly important after conducting secondary research 

because it allowed us to ask direct questions to professors based on the theory we have 

read. Thus, our understanding of the field was deepened throughout the interviewing pro-

cess. 

3.4.2.2 Interviews with CEOs and managers of organizations  
In total, we interviewed five CEOs and/or managers of organizations. The questions in the 

interview guide for this group were focused on whether artistic interventions have a place in 

organizations, providing us with examples, how artistic processes can be integrated within 

an organization in the long term, challenges and benefits, whether employees and artists 

need to adapt when working together as well as how one person can invite other managing 

partners to see the benefits.  

The first CEO we have talked to was Brian O’Connor from Rethink GmbH, based in Berlin. 

Rethink is a creative business and a media agency. 

The second CEO we talked to, was Peter Holme Jensen, founder of Aquaporin, which is a 

current artistic intervention. Aquaporin is a technology company that produces water filters 

made of the natural purifying protein aquaporin, for both consumer and industrial markets. 

Peter has a personal interest in bringing artistic processes into businesses. 

Furthermore, we have talked to Rasmus Tscherning, CEO and founder of Creative Business 

Cup, a global network supporting creative and innovative entrepreneurs. Also, he is the for-

mer CEO of the Center for Culture and Experience Economy and has 22 years of experience 

in the creative industry. 

Our fourth interviewee was Margit de Place, Center Chief at the Specialist Center, City of 

Ribe, which is a public institution for respite care for disabled children and young people. 

Margit has worked together with an artist and believes that all companies and institutions 

can do similar projects. 

Lastly, we have talked to Christian Juel Adamsen, the CEO of Juel & Krøyer who has started 

a maintenance business for organizations of any size and sector. Christian has started some 

innovation courses based on creativity himself and has worked together with an artist since 

the project has received a fund from the government. 



57 

Through interviewing CEOs and managers, we especially gained knowledge of the chal-

lenges, obstacles and push backs and received reasons as to why it is difficult to integrate 

artistic processes in organizations. Our interviewees have provided a perspective of an ex-

ecutive manager and what he/she defined as a success of artistic collaborations. Further-

more, we benefited from the experience and practical examples of working with artists and 

intermediaries. This has been relevant since we were able to develop solutions and recom-

mendations based on that in chapter 6. 

3.4.2.3 Interviews with artists 
The questions within the interview guide for the artists were centered around their fascina-

tion and experience in working with artistic interventions, their opinion on bringing art and 

the business world together, their personal experiences with it, whether there’s a difference 

between being an artist on their own and an artist within an organization, skills of an artist 

and whether they need different skills when working with organizations, challenges, barriers 

and benefits and the role of intermediaries and/or consultancies on connecting artists with 

organizations.  

David Hilmer Rex from Primer is one of the people we have interviewed. David is a visual 

artist that went to the Royal Danish Academy of Fine Arts, Schools of Visual Art. Primer is 

a platform for artistic and organizational development, and it is located in the headquarters 

of Aquaporin. 

Another artist is Kenneth Agerholm. He is a jazz musician, but also a founder and partner at 

FLOK, an intermediary organization. We got in contact with Kenneth through Gerda at Art-

bizz (an intermediary), as they have worked together. 

Pernille Sørensen is the last artist that we have talked to, she is a self-trained actor and has 

been a freelancer for 30 years. Back then a company came to her, and she saw some pat-

terns in what they requested, and from that created her own company called Art and Play. 

In general, artists were able to help us gain insights into their way of working, their opinions 

and their unique perspective on artistic processes. Also, their view on whether and how to 

integrate artistic processes within organizations has been insightful. Based on that we were 
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able to draw conclusions as to what is necessary in order to enable organizations and artists 

to work together which we will analyze in the upcoming chapters. 

3.4.2.4 Interviews with intermediaries 
The focus of the interview guide for the intermediaries was on how they bring artists and 

organizations together, the experiences they had while doing so such as obstacles and also 

how to overcome them, the importance and necessity of the role of an intermediary and 

whether the demand has changed in the recent decades. 

The first intermediary we interviewed was Gerda Hempel. She is the founder and CEO of 

ArtBizz, an intermediary educating artists to increase their business understanding and their 

ability to operate in an organizational context and facilitating collaborations between artists 

and organizations. 

The second intermediary we interviewed was Lene Bornemann, founder and CEO of Arts in 

Business. Lene has a background as CMO for Deloitte and therefore has experience with 

how organizations function. After attending a seminar at ArtLab, she decided to start her 

own firm to connect artists with organizations, and to function as a process consultant in 

projects. 

Also, we have interviewed Andreas Linnet Jessen who is Chief Advisor and Partner at Seis-

monaut. The business navigates clients through the changing universe of digitalization and 

experiences but the most valuable was Andreas’ experience at the Danish Center for Expe-

rience Economy where he did projects from 2008-2013. 

Our fourth interviewee has been Anna Willumsen, a self-employed intermediary. She has 

been working with local initiatives on bringing artists or creatives and businesses together 

in Elsinore. 

Lastly, we have interviewed Johan Lundbladh, the CEO of the intermediary organization 

Tillt. The organization has a vision of a sustainable society where artistic processes contrib-

ute to human growth. They initiate development projects where art and culture meet the 

challenges in different, non-artistic societal arenas in which artists are creative motors. 
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Interviewing intermediaries showed us the importance of their role in artistic inventions and 

collaboration. Furthermore, their examples and cases helped us a lot in understanding the 

challenges and benefits of integrating artistic processes and the various stakeholders that 

are needed. Based on the output we were able to draw our own conclusions on the necessity 

of a third-person actor within the field. 

Concluding the subchapter of the introduction to our interviewees, all of them have provided 

us with valuable insights that will be used and analyzed in the upcoming chapters of this 

thesis. 

 

3.4.3 Qualitative Content Analysis 
In the following, we will go into detail with the framework of qualitative content analysis that 

will be used for this thesis in order to describe the process on how we got from the data to 

our findings to answer our research question. 

There exist several ways of how to arrange findings from data collection. The process of 

preparing the interview questions, recording and transcribing them as well as taking notes 

and keeping all of the conducted data ensures data quality (Drost, 2011). In this research, 

the findings from the interviews have been analyzed in a systematic way using the approach 

of qualitative content analysis by Mayring (2007). We chose this method because it empha-

sizes the strengths of qualitative analysis in a way that it transforms the findings from the 

interviews in a meaningful way into analyzable data (Mayring, 2007). 

Several steps are involved in the process. First, in order to conduct qualitative content anal-

ysis, the material needs to be defined. This includes the description of the interviewees, how 

they were chosen, the conditions of the interview as well as the generation of the text that 

will be analyzed (Mayring, 2003). This has been done in chapter 3.4.2 of this thesis. As a 

next step, the research question but also the theoretical background that the study is based 

on must be defined in order to explain the intention of the analysis and to analyze it (Mayring, 

2003). We have portrayed the research question and the theoretical background in depth in 

the introduction as well as in the theory chapter of this thesis. Thus, the research question 

was used to build the interview guide and we have planned our questions around it in order 

to gather primary data to answer it. 
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For this thesis, we decided that structuring is the appropriate matter of interpretation in qual-

itative content analysis because it applies to organizing and filtering important aspects from 

the data (Mayring, 2003). Thus, our approach is aligned with our research design. We have 

structured and filtered the collected data and analyzed it based on the developed categories 

which will be presented shortly. 

3.4.3.1 Coding Agenda 
In the following section, we want to describe the coding process in a detailed manner to 

express how we got from the raw data to analyzable content for this thesis. We have built a 

coding agenda based on the themes that arose through our interviews as well as on the 

basis of our interview guide. By using categories with different themes, we were able to go 

through the data and assign statements of the interviewees to various categories. We have 

developed the categories in an inductive way, based on the conducted data. Through this 

process assumptions and subjective views of the researcher can be minimized in order not 

to influence the analysis (Mayring, 2003). The different categories have been divided into 

subcategories and in order to match the data in a coherent manner, the categories have 

been explained through a definition. Each category has its own coding rules as well as an 

example to ensure coherent matching. The result can be seen as a coding agenda according 

to which the data has been coded (see appendix E for the full agenda). This is an excerpt 

of the full coding agenda to provide a clear understanding. 

 

Table 1: Example of the Coding Agenda 
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3.4.3.1 Content Analysis through category systems 
As previously mentioned, we have worked with the coding agenda in order to match the data 

to the categories which results in our category system (App. F). We have assigned different 

colors to the categories in order to structure the transcript using the color scheme from the 

coding agenda. Through this process, we have been able to take out important quotes and 

statements based on their color and match them into our category system. Furthermore, we 

have counted how many times various themes have come up in order to portray their signif-

icance (App. G). The used method of counting and coloring is to put emphasis on themes 

that are used often and also to assign paragraphs and quotes to certain categories in order 

to unlock the bigger picture of data. Thus, open coding creates an understanding to see 

what is actually present in the collected data and to create findings based upon that (Ester-

berg, 2002). This allows the researcher to make sense of the interview through the process 

of coding because it shows the process of moving from data to the analysis. Some of the 

statements have been paraphrased in order to summarize them and make them more un-

derstandable whereas meaningful quotes have been coded exactly how the interviewees 

have said them. This is in line with the initially chosen ‘structuring’ approach by Mayring 

(2003), as described in the previous paragraph. Based on the coding schema the interviews 

were ready to be analyzed and interpreted in chapter 4 of this thesis. 

 

Table 2: Example of the Category System 
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3.5 Research quality in social science - Validity and Reliability 
It can be discussed whether or not it is appropriate to bring the terms of validity and reliability 

in context with qualitative research. Certain researchers argue that using those terms when 

debating qualitative research is not appropriate because of the difference between qualita-

tive and quantitative research and based on that they should not be evaluated on the same 

measures (Guba & Lincoln, 1985; 1994). It is important to keep those considerations in mind 

when conducting and analyzing qualitative research, but we have chosen to work with those 

terms since they still are valuable to use as guidelines for stringency throughout the entire 

research process, concurring with Morse et al. (2002), who argued that verification strate-

gies are needed that the findings can be considered as reliable and valid. This is “the pro-

cess of checking, confirming, making sure, and being certain” (Morse et al., 2002: 17). 

Secondary research, such as theory on artistic interventions and organizations as well as 

cases, and the conducted interviews as primary research were the main data sources in 

order to answer the research question. As mentioned in the previous paragraph, the data 

was analyzed through the process of coding. Conducting interviews and collecting large 

amounts of data requires the researcher to interpret the data. As previously described, her-

meneutics recognizes biases and their effects but emphasizes that they are limiting but also 

productive in human understanding (Metselaar, Meynen & Widdershoven, 2016). Thus, it is 

of great importance to minimize potential biases that might arise through the social and cul-

tural background of the researcher (Collier & Mahoney, 1996). These biases can be limited 

to a great amount through the right methods of data analysis. Coding the material into a 

structured category system allows the reader to reconstruct the single steps from how we 

got from the data to the analysis. According to Mayring (2003), this strengthens the compa-

rability of the results as well as the reliability of the analysis. Thus, the method has proven 

itself valuable and appropriate for this thesis. 
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4. Analysis 
In this chapter we present the analytical themes mapped out through our methodological 

approach of qualitative content analysis. The findings from the conducted interviews will be 

presented in detail. The aim of this chapter is to set the groundwork for the following discus-

sion chapter and to build a common understanding of the most important aspects mentioned 

by the 15 interviewees. Overall, this section will build up the data in a structured way in order 

to prepare to answer the research question. The artistic interventions that the interviewees 

have experienced have different purposes and timeframes, role distributions, benefits and 

challenges. Thus, we are going to compare and contrast the opinions and experiences in 

the following main sections: We are going to draw a contextual overview of artistic processes 

in organizations and look at arts relevance in organizations. Furthermore, we will look at the 

various stakeholders involved and their roles as well as the benefits and challenges of artists 

in organizations. We will highlight the interviewees’ suggestions for how to overcome the 

challenges as well as how to implement artistic processes in the long term. Lastly, it is im-

portant to mention that every time we refer to the names as well as counting of interviewees 

that have mentioned a theme, the related data can be found in Appendix F and G. The 

background of the interviewees is mentioned in chapter 3.4. 

 

4.1 Contextual overview of artistic processes in organizations 
The following primary data, supported by secondary data, will give insights into the field's 

development and how different initiatives have taken place to foster interaction between 

artists and organizations. The interviewees’ statements will be used to understand the un-

derlying challenges of bringing artistic processes into organizations and what part stake-

holders play. It is however important to mention, that it is only initiatives mentioned by the 

interviewees that are referred to here and further supported with desk research, as a way to 

limit the many initiatives of art and artistic intervention in organizations. Appendix A shows 

a list of cases of artistic interventions found in the literature, our empirical data, and data 

from materials compiled by intermediaries, in order to provide an overview of the number of 

cases and activities in the field. 
 

According to our interviewee Johan, artistic interventions in organizations were a rising new 

thing at the beginning of the 2000s. Both, Johan and Gerda, have been part of establishing 
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the field of artistic interventions respectively in Sweden and Denmark. Tillt’s many projects 

have been researched by scholars in the field, which is also seen in the overview of cases 

(App. A). In total, 6 of the interviewees referred to Gerda because they have worked with 

her which shows the interconnectedness of the field. In 2000, the Danish Ministry of Culture 

produced the report ‘Denmark’s Creative Potential’ introducing how a new economy raised 

new opportunities for connecting culture and organizations and it provided an idea for how 

the interaction could develop (Nielsen & Gjellerup, 2000). Moreover, Darsø and her book 

‘Learning-tales of Art-in-Business’ (2004), was mentioned by Lene and Rasmus as funda-

mental for the field’s breakthrough. However, the uprising interest in artistic processes in 

organizations was limited by the financial crisis in 2008-2009.  
“The thing is that it was really going well until the financial crisis, in the financial crisis it was 

the economists who actually took over much of what happened in the companies, it was the 

economists who went in and got the CEO positions… but it resulted in that strategically, 

cultural work in companies, education, further education, thinking about well-being and col-

laboration was down prioritized”. (Lene Bornemann, intermediary, former owner of Arts in 

Business). 

This shows that the economic logic was dominant in society, and organizations shifted dur-

ing that time. However, activities still took place after 2008-2009, as Rasmus said that there 

was a wave of Artist-in-Residence projects between 2009-2012. Hereby, are these state-

ments contradicting, however, we want to note that Rasmus works with creatives and start-

ups and Lene with artistic interventions.  

 

Andreas and Rasmus mentioned the initiative of CKO, Center for Culture and Experience 

Economy (2009-2012), established to strengthen the conditions for growth through better 

interaction between culture and organizations (Deloitte, 2012). The initiative was evaluated 

as being successful in breaking down silos, and 10 recommendations were listed to accom-

modate a number of issues (CKO, 2012; Deloitte, 2012). However, Andreas and Rasmus 

said that CKO closed before the evaluation and that it was a shame that the findings were 

not applied further (Hjortshøj, 2015). In summary, the recommendations suggest: continue 

the support from experts to develop and promote the collaborations; continue and broaden 

the support and funding; continue development and dissemination of methods and concepts, 

e.g., joint knowledge collections and identification of good practice; structured collection on 

knowledge acquisition with the aim to ensure greater anchoring among the creative 
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companies; develop a concept of speed dating; and continue guidance, e.g. by providing 

concrete and directly usable tools for companies (Deloitte, 2012). The scope of CKO was 

different from artistic interventions, however, some of the projects involved artists working 

with organizations and the aim was similar. These recommendations are therefore relevant 

to foster artistic interventions and will be further discussed in chapter 6. Another initiative 

was a round table established by the former Minister of Culture, Marianne Jelved (2012-

2015), to discuss how to increase artistic processes in companies. Gerda was asked to join 

this initiative, too. This shows that our interviewees have been engaged with political stake-

holders and initiatives to foster artistic processes in organizations. In 2019, Peter, Andreas 

and David and/or their organizations participated at a conference with an agenda of how 

visual artists could work together with the organizational community (Steiwer, 2019). The 

conclusion was that it is the artists who have to promote themselves and their artistic com-

petencies to the companies. In 2019 a fund for establishing partnerships between artists 

and companies has been set up in the western part of Denmark (Artbizz, n.d.). An initiative 

that financially supported the managers Christian and Margit in collaborating with an artist. 

 

Moreover, Anna commented on the overall context of artistic interventions in organizations, 

as she said that the field is fragmented when it comes to support and funding; one side 

arguing that politicians have to set aside a bigger budget to foster art and culture in the 

organizational community, the other side arguing that the artists and companies need to do 

more themselves. Andreas commented that politicians also see the potential in connecting 

art and organizations, in order to make them more competitive and adaptable, to ensure 

employment for artists and in general to develop our culture. 

 

Appendix A shows that many of the cases are 10-20 years old and hereby outdated. As 

mentioned in chapter 3 it has been difficult to find recent cases. Kenneth said: 
 "It has been somewhat quiet lately". (Kenneth Agerholm, artist, partner at FLOK).  

And the Covid-19 situation has not helped: 
“I would then say that the corona has not made it that much easier. This means that I do not 

have any recent cases, but who has any recent cases?”. (Lene Bornemann, intermediary, 

former owner of Art in Business). 

However, for others, such as Pernille, 2020 has been a good financial year, showing her 

creative capability to adapt to the environment. And Anna argued that Covid-19 has taught 
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us that it is the soft values that matter, and it might therefore be an opportunity for artistic 

processes in organizations. However, the limitations of Covid-19 will be discussed in chapter 

7.2. 

Even though there are not many recent cases our expert on theory, Daniel argued: 
“There is also plenty of room for art in everyday life, and then also in everyday business.” 

(Daniel Hjorth, professor at CBS). 

In relation, Johan stated that the field is facing an increasing interest. More organizations 

are working with artists and are more open to the idea behind it than they were 15 years 

ago. If we look away from the Covid-19 situation, Daniel’s and Johan’s statements show 

potential for future artistic interventions in organizations. 

 

4.2 Artistic interventions in organizations 
In the following, we will analyze artistic interventions’ relevance in organizations to identify 

its potential and hereby why it is important that it is integrated. The empirical data shows a 

general agreement between the interviewees that artistic interventions have a place in or-

ganizations. 15 out of the 15 interviewees are positive towards artistic processes in organi-

zations because it can make them more open-minded, expand their horizons and help cre-

ate a setting for exploring things in new ways. 8 out of 15 interviewees stated that artistic 

interventions can be used by all companies. In relation, Pernille said that it is relevant for 

both small and large global companies, and Johan argued that it is relevant as long as it 

involves people. However, Daniel argued that artistic processes can create value in any 

business-to-consumer market, but that it is more difficult in the business-to-business market. 

He said that companies should make use of artistic or design processes to create value for 

the customers’ experience, but he also found that artistic thinking can be used in organiza-

tional relationships to collaboratively bring value to the end-consumer. However, Christian, 

who is the CEO of a business-to-business company, works strategically with artistic pro-

cesses to improve their vision, values and employee thinking, which contradicts Daniel. 

 

Daniel argued that when artists come into organizations, they often become entertainment, 

which he also described as inviting the weekend culture into the organization. It becomes a 

fun distraction or a pause from normality in the organization, from which the people in the 

organization get a short buzz, but then the artist leaves the organization, and everything 
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goes back to normal. Daniel argued that when art is treated as entertainment, it will never 

be integrated. He stated that most organizations that spend money on art, use them on 

decorative art, such as paintings, sculptures or to sponsor art museums. However, Peter 

does not believe that this is the way of implementing art: 
"Personally, I don't believe in the concept of the way the art is being brought into two working 

environments today, where it's supposed to hang on a wall and then shine creativity down 

on the employees." (Peter Holme Jensen, CEO of Aquaporin). 

 

Peter wants artistic processes to be more interactive in the company, and in his own com-

pany Aquaporin, they have created an environment where art and science can meet and 

disturb the employees’ imagination. David works as an artist in this environment at Aqua-

porin, where he among other things commercializes scientific products, so that the custom-

ers understand the purpose of the products. 4 interviewees argued that organizations need 

to make artistic processes more commercialized. Robin argued that when artists act as con-

sultants, they try to make art instrumental, and then it is not art anymore, because art cannot 

be forced. Nevertheless, Daniel argued that it is not important if it survives as art, because 

for the organization it is about making something that is artful or has an artistic element, 

which can help them differentiate the product or the experience. However, Daniel and Robin 

are theoretical experts, and therefore, their views and knowledge about art in organizations 

are often based on theory, and not on experiences. In order to also understand the compa-

nies’ perspectives, Andreas’s and Rasmus’s views on art in organizations will also be con-

sidered. In Rasmus’ work with start-ups, he found that there is no difference between the 

creative companies and other companies in terms of wanting to be commercially successful 

because all companies want to be seen, heard and create products that their customers will 

use and enjoy. Andreas argued that there is a need for an intersection between economy, 

innovation, creativity and art, and he also argued that artists and artistic products can make 

people learn and transform into new versions of themselves. He believed that it is also the 

experience that the organizations want to offer their customers. 

 

In summary, the interviewees are in favor of artistic interventions in organizations, but they 

also emphasize integrating artistic processes, to sustain and differentiate them from art 

pieces. Moreover, interviewees argued that artistic processes should be commercialized, 

and it was discussed what consequences that has for the art. 
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4.3 Stakeholders 
In the following the interviewees’ perceptions of the different stakeholders, their role and 

importance in artistic interventions, will be analyzed. Interviewees mostly talked about active 

roles such as intermediaries, artists and managers, which will be presented, followed by the 

interviewees’ comments on secondary stakeholders. It is important to say that the interview-

ees were asked about all stakeholders and therefore not only answering within their own 

stakeholder category. David commented on the importance of investigating the ecosystem, 

as he said that a multi-stakeholder collaboration approach is crucial. The stakeholders are 

therefore not only important for the individual artistic intervention but important to bridge 

between and establish partnerships across professions, such as the art and business world. 
  

4.3.1 Intermediaries 
The job of the intermediaries is to promote the artists to organizations and to function as the 

communicator, translator, and facilitator between the parties. In some cases, the intermedi-

ary’s role is to facilitate the artistic interventions, if not a process consultant is used, however 

in other cases the artist functions as the facilitator and intermediary. 12 out of 15 interview-

ees said that the intermediaries are vital for artistic interventions. 

 

The interviews show different ways to establish an artistic intervention. With Christian and 

Margit, it was the artists who reached out to the companies and the intermediary only han-

dled the project description and grants. In Peter's case, he contacted an art curator with the 

idea of an exhibition. However, the curator saw the potential for creating a place where 

scientists and artists can meet on a daily basis. No matter if it is the intermediary or the 

artists who function as the facilitator, the examples above show the important skill of being 

able to see the potential of a collaboration between an artist and an organization. In relation, 

Andreas argued that intermediaries need to be able to identify key strategic challenges for 

the organization and identify where in the business model or infrastructure the artists would 

add value. The intermediary also needs to be able to translate the potential, as Rasmus 

said: 
“Sometimes you would need an intermediary that can actually translate and decode what 

both sides are saying or communicating.” (Rasmus Tscherning, Managing director of Crea-

tive Business Cup). 
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Both Lene and Gerda said that the job of an intermediary is just as much a communication 

and project manager task, as it is about creating networks and the link between organiza-

tions and artists. They said that on one side, artists must be able to function in a business 

context. Here the task of the intermediary is to facilitate training of artists to understand the 

logic of the organizational community, be able to assess the specific business model and 

situation of the organization and to be able to frame their artistic competencies into these 

settings. On the other side, the organizational community needs to be made aware of artistic 

interventions and their processes and added value. Here the intermediary’s job is to be the 

sales and marketing person for its own services or other individual artists, by contacting 

companies and promoting the benefits of artistic interventions. In addition, Johan stated that 

intermediaries also need to bridge between the cultural sector and the organizations, which 

involves getting funding for the projects. In relation, Gerda and Johan argued that the inter-

mediary has to find the right match between the artist and an organization, and also be able 

to disqualify an unfitting match. Both Kenneth and Lene pointed out that many companies 

do not know what their problem is or what they are seeking, and that the intermediary or 

artists have to identify the potential in a collaboration. However, Lene stressed that interme-

diaries have to be careful when approaching managers with the argument that the organi-

zational practices are inadequate and that they could benefit from being more creative. In 

relation, Johan said that a platform of trust must be established prior to the collaboration. 

 

The facilitating role during an artistic intervention can be fulfilled by the intermediary, if the 

artist or a process consultant is not responsible for running the project, as in the case of 

Kenneth and Pernille. Lene said that by letting the intermediary function as the project man-

ager, the artist can focus on the artistic aspects. This is also what Andreas pointed out: 
“You need someone to extract it and make it into something that fits into the real everyday 

life of a commercial company. You can’t expect the jazz musician to be able to do that. So, 

facilitating is something that I find crucial in this work.” (Andreas Jessen, intermediary, Part-

ner at Seismonaut). 

However, Kenneth and Pernille are both intermediaries and artists which shows that there 

is an overlap which will be further discussed in chapter 5.3. 

 

Moreover, David and Andreas said that in addition to artistic interventions, there is a general 

request for intermediaries who can facilitate a space where people, knowledge and skills 
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from different industries can meet and explore new things. Andreas said that in many bigger 

organizations it would be a good idea to have this kind of in-house intermediary, what Daniel 

called the ‘godmother’, who is responsible for attracting and bringing in new knowledge and 

skills to the organization and transforming these into increased value for the organization 

and its stakeholders.  

 

4.3.2 Artists 
As seen at the conference for visual artists (Steiwer, 2019), the artist involved in an artistic 

intervention has to fulfill multiple roles and is in need of multiple skills. Gerda found that 

different artists have different competencies, e.g., an actor is good at creating a feeling in 

the audience, a director is good at getting people to play together, and a manuscript author 

can write a play that interests and inspires others. David argued that one of the key skills for 

an artist working in an organization is to take something technical and change it through 

aesthetic thinking into something that communicates to the customers and is perceived as 

a valuable product. Furthermore, Robin argued that artists have the skills to create some-

thing that makes people feel uncomfortable, provoked or disturbed because their process 

cannot be predicted. Therefore, it is also a bit of a leap for organizations to collaborate with 

artists, because something might go wrong and the artists can get carried away, which can 

be argued to be dangerous for the organization. These statements from Gerda and David, 

point to the artist's ability to place their artistic competencies into the organizational context 

is vital for the success of the artistic intervention. Pernille and Kenneth are therefore also 

arguing that: 
 "...not all artists are suitable for working in an organization". (Pernille Sørensen, artist, owner 

of Play & Act). 

And 
“When you work in an organization…you are there for them, and not for your own sake. So, 

you have to be very clear on your transfer. Because many artistic people or artists, they are 

so into their own process. So, they can sort of, you know, be very up in the air”. (Pernille 

Sørensen, artist, owner of Art & Play). 

 

Pernille further argued that some artists are so into their own process that they cannot trans-

fer it into organizational contexts. Rasmus commented on similar things, as he said that not 

all artists are easy to work with from an organization's perspective, as they are ‘too artsy’. In 
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relation, Daniel stated that artists see themselves as creators of things, but they lack the 

capacity to describe what it is that they are doing. In contrast, Lene finds that artists can 

either learn how to describe how they work, or they can function in a team with a process 

consultant, which focuses on the learning and the implementation, so the artists can be in 

their artistic mindset and make the art authentic. Connecting the artists with a process man-

ager is also how Johan approaches it:  
"We have a process manager that is working as a facilitator. So the process manager is a 

kind of a quality assurance for the project, supporting the artists, supporting the participant 

group, and supporting the goal you have for the project. It is the process manager's role 

saying to the artist: Yes, it was a great workshop, but how do you connect it to the goal?". 

(Johan Lundbladh, intermediary, CEO of Tillt). 
In general, it is found that artists should collaborate with intermediaries and/or process con-

sultants. However, this is contradicting with the artists Kenneth and Pernille who have es-

tablished their own intermediaries, and who promote artistic interventions and function as 

both artists and facilitators. This is also supported in the cases of Margit and Christian, where 

the artists involved reached out to the managers and established a collaboration where the 

artists were the main driver of the interventions. 

 

Nonetheless, the need to transfer the artistic competencies into the business world can also 

be seen in relation to Gerda and Lene who said that artists need to be trained to understand 

corporate logic. Christian also stated that artists must be able to assess the organization’s 

value proposition, its competitive advantages, and its threats and opportunities. Moreover, 

they need to understand an organization’s structure and culture, their way of thinking and 

working as well as how to challenge these conceptions. Training seems like one solution as 

6 interviewees mentioned this. Daniel also commented that younger artists are less afraid 

of the commercial aspect than the earlier generations, which is the case for David, who is a 

young artist who has established Primer which is collaborating with Aquaporin. Moreover, 

David argued that artists may not need a high level of artistic freedom and that if artists, in 

general, became more organized, they would gain more autonomy in their work. However, 

Johan is not so sure that artists should be trained for organizational life, because they need 

to retain their artistic skills. 
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4.3.3 Top managers 
Pernille mentioned that the main role of top managers in artistic interventions is to believe 

in it and to have the mandate to go for it. This is the case for the CEOs Peter, Christian and 

the Center Chief Margit. They trust and believe in the mutual benefits of learning from other 

professions, and they are willing to take risks. Even though Peter does not make any money 

on collaborating with artists, he sees it as an investment for the company, artists and society 

in general. Both Brian and Peter stated that they do not want to facilitate the process. Brian 

said that managers, in general, should not try to control creative processes, and only partic-

ipate initially to give an impulse. Whereas Peter said that he does not want to intrude on 

something that he does not know anything about, but that he is happy to learn and watch 

the process. In relation, Margit did not intrude on the process but was active in supporting 

the project, contrasting Brian's statement. Moreover, Lene and Johan said that it is important 

that managers are part of the artistic interventions, to be a role model for employees to dare 

to try something unfamiliar, which Christian is an example of. Johan explained further that: 
"... during the project we always say that they (the managers) have to be in the front of the 

bus, I mean, they have to really be very clear with this is for real, this is not something we are 

doing to have a nice time together .... they really have to be part of it. And they have to be 

very clear, this is a strategic decision. Because it will help us achieve whatever you want to 

achieve". (Johan Lundbladh, intermediary, CEO of Tillt). 

 

For Pernille, it is up to the manager if (s)he wants to participate. She explained that if a 

manager just wants to drop by and say “hi” and observe a little bit, she will strongly recom-

mend against it. Either the managers are fully engaged, or they must stay away. In contrast, 

Lene said that she would rather give managers, who prefer to observe, a role such as pho-

tographing the event. Moreover, our data also shows that the managers have a role in pro-

moting the interventions, either to other companies and peers to share their experience, as 

Margit did in her municipality and at a conference in Sweden, and they also use the inter-

vention to brand the organization, as Peter and Christian did. 

 

In addition, Robin is skeptical towards top managers who have become culturally sophisti-

cated. He raised the point that some managers might not buy art for the sake of it, but for 

their personal image. This shows that managers can have different incentives towards art. 
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However, the managers we interviewed seemed to be working with artistic processes with 

the purpose of harvesting the benefits of artistic interventions. 

 
4.3.4 Secondary stakeholders 
The interviewees also mentioned other important stakeholders, such as politicians, funds, 

art communities and employees. Some of the initiatives mentioned in section 4.1 show how 

the field has been politically supported through different initiatives, such as reports, centers, 

ministers’ attention and financial funds. Andreas stated that this is a political matter, as art 

is supported with the aim of ensuring the success of private enterprises and providing jobs 

for artists and creatives. As mentioned, Anna said that there is a fragmentation in terms of 

who is responsible for support and funding; the politicians or the artists and companies. The 

second view is supported by Rasmus, who said that we more frequently should ask: what 

can the creatives do for the organizations. Moreover, the artistic interventions that Margit 

and Christian have been involved in are examples of the importance of grants for creating 

an interest in artistic interventions from the community interested and increase their willing-

ness to collaborate with an artist. 

 

Moreover, the art community is an important stakeholder. However, very surprisingly they 

have not always been very supportive of the idea of artistic processes in organizations. Peter 

commented that the art community in Denmark and the five big funds, are limiting artistic 

interventions because artists depend on these funds and they cannot risk losing their sup-

port. Furthermore, Peter said that the art community was not supporting the collaboration 

between Aquaporin and Primer, as they, according to Peter, are too conservative. This is in 

connection with David’s comment that the art community is badly organized, that there is a 

fear of professionalizing, but a need for building robust collaborative partnerships. 

Finally, it is important to say that the interviewees mentioned employees several times, es-

pecially when talking about the added value such as personal development and creative 

thinking. They are also mentioned in terms of the artistic process, conflicts, and it is empha-

sized that employees are a key driver in integrating the learnings in the organization. Chris-

tian and Peter said that not all employees approved of the art, which led to important dis-

cussions. Kenneth said that employees have to be part of strategic changes, and Margit 

gave examples of how their employees still use it in their everyday work. 
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In summary, the primary and secondary stakeholders described by the interviewees pro-

vided insights into the processes of artistic interventions. They mentioned the intermediary, 

who support both artists and companies in the intervention, the artists who make the process 

possible with their artistic and people skills, and the top managers deciding for an artistic 

intervention. Secondary stakeholders such as the art community, funds and politicians, were 

also of interest to the interviewees. Acknowledging the stakeholders is important in over-

coming the challenges and forming partnerships that foster future artistic interventions, 

which will be discussed in chapter 5. 

 

4.4 Artistic processes in artistic interventions 
In this part of the analysis, we will examine how artistic processes take place in artistic in-

terventions, and how aesthetics affect organizational learning. Furthermore, it will be con-

sidered how the length of an artistic intervention can affect the implementation of artistic 

processes in organizations, which will be further discussed in chapter 5.4. 

 

The empirical data shows many different views on artistic skills and artistic processes and 

point in the direction of activities that involve feelings, experimentation, experience and try-

ing something new. Daniel argued that the artistic process is about the capacity to sense 

what feels right, which often takes more attempts than in other processes and thereby, also 

a more radical level of failing. In relation, Gerda argued that artistic processes are open 

processes, where new inputs are welcome throughout the process, and where the artists 

know something about where they want to go, but not necessarily what is going to happen. 
“In the artistic process, we are looking for something we do not know what is. But when we 

find it, we know it's what we're looking for”. (Kenneth Agerholm, artist, partner at FLOK).  

 

Johan argued that organizations can learn from artists to be more creative and that in an 

artistic intervention you do not try to avoid uncertainty, but you accept the uncertainty and 

open up to new ideas and change. Furthermore, he also stated that artists have a creative 

logic which organizations can adapt and connect with their efficiency logic, and thereby, 

learn to be more open and to experiment. In relation, Daniel argued that artists have an 

aesthetic perspective which is the knowledge they use to look upon the world. This shows 

that artists' way of thinking is different from organizations’ understandings, and therefore, 
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organizations can learn from artists to become more creative and gain a more artistic and 

aesthetic understanding. 

 

The interviewees have been involved in different types of artistic interventions, where differ-

ent processes were used. The CEO Christian invited an artist into the company for a couple 

of days to collaborate on the company's new strategy. The artist was an observer and used 

her skills to create some visual materials for the employees to use and remember the com-

pany’s values, identity and new strategy. However, it was mostly Christian that referred to 

the paintings afterwards. The Center Chief Margit has been involved in a similar project, 

where the artist used his skills to create visual materials for the employees to use when 

communicating and collaborating with the clients. This project was going on for seven 

months, and: 
“The artist could offer a new angle on learning something new, and gain knowledge about 

oneself and others, and start a good discussion and dialogue in the employee group. He 

facilitated processes where the employees were able to reflect by themselves and with each 

other, and that he was really good at doing. The artist used his artistic skills and linguistic 

abilities… He fitted well into the organization, and he was good at connecting with the people 

that were around him, and good at observing the room.” (Margit de Place, Center Chief at 

Specialcenteret). 

Margit added to this point and explained that the employees still use the visual materials 

when communicating with the clients and in difficult situations. This shows that visual tools 

might help to implement new learnings. In relation, the artistic interventions that Johan has 

been working with lasted for 10-12 months. In contrast, Lene’s, Kenneth’s and Pernille’s 

artistic interventions mostly last a day. 

 

Kenneth’s and Pernille’s processes are similar in the way they both start by finding a chal-

lenge or a problem that the organization wants an answer to or wants to explore. Further-

more, they both apply art to go into an aesthetic universe and create an artistic experience 

for the participants. However, Kenneth uses music, and Pernille uses exercises in improvi-

sation, storytelling or association games. After this artistic experience, they both help the 

participants bridge what they have learned from the artistic experience with how it can be 

used to understand and solve the challenges they experience in their work lives. Both 

Pernille and Kenneth make use of reflection in this learning process, Pernille does for 
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example use dialogue and Kenneth includes tools such as an aesthetic analysis to talk with 

the participants about what they have experienced. Kenneth also uses a question guide to 

ask people about the highlights and difficulties, how they overcame the difficult parts, and 

how it made them feel. He found that having this guide can improve the participants' linguis-

tics to express their own experiences, as most of them do not have the language to express 

themselves other than on a binary level of approval or disapproval. After this reflection, the 

participants are able to answer what the experience told them about their challenges and 

they ‘harvest’ solutions for the challenge. 

 

In artistic interventions, Pernille creates a positive, happy and playful atmosphere where the 

participants feel safe. Lene also found it as important to create this safe space, because 

when people feel safe, they come up with better ideas because then they are not controlled 

by their intellect. Pernille and Lene argued that artists help the participants to get out of their 

habits, by making something new or doing something they have never tried before and 

thereby unlock their creative potential. In relation, Johan found that the first step is about 

creating trust between the participants in the group and the artist, by letting them get to know 

each other: 
“If you want people to really participate in this, they need to feel trust, because it can be quite 

scary when the subtle is the risks - A dancer standing in your workplace and saying we're 

going to work together.” (Johan Lundbladh, intermediary, CEO of Tillt). 

Johan found that trust creates a common platform from where people can work together. 

After the trust is established, they form a project group with representatives from the partic-

ipant group and some managers, plus the process managers and the artist. Then this group 

decides what problems they want to solve or what should happen in this workplace. Accord-

ing to Johan, it is important that the group stays in the uncertainty and makes decisions 

based on experimentation. When they know what they want to do, they implement and there-

after, evaluate. 

 

David is part of a long-term Artist-in-Residence collaboration, where the focus is on creating 

a space, which includes partnerships, relationships and technologies that can produce so-

lutions to different problems. David’s process is more divergent and includes many different 

tasks such as mopping the floor, budgeting for fundraising, developing partnerships, and 

trying to build a new organization by: 
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“Just being present and building up relationships and in this setting, understand what people 

are, what are they doing and what and how did they come to work on this” (David Rex, artist, 

co-founder of Primer). 

He believes that developing new structures, new institutions and new ways of working is 

important because that is how innovation happens. However, Peter’s plan is also that David 

helps to create an environment or space where scientists and artists can meet, which makes 

them less introverted, help them open up and experiment more together. 

 

In summary, organizations can learn from artists to become more creative and gain a more 

artistic and aesthetic understanding. There are many different types of artistic interventions 

and processes which show that artists can use their skills in different ways to help organiza-

tions learn and find solutions to their problems. New learnings can e.g., be implemented 

through visual tools. There seems to be a correlation between long-term artistic interventions 

and the level of value it creates for the companies, which will be further discussed in chapter 

5.4. 
 

4.5 Benefits of artistic processes 
In this part of the analysis, we will consider the benefits of working with artistic interventions 

that have been mentioned by our interviewees. The benefits and the learning of the artistic 

processes will provide reasoning for encouraging artistic interventions in organizations. The 

structure of the benefits is based on Berthoin Antal and Strauß’ (2016) levels of effect, which 

we explained in chapter 2.5. 

 

4.5.1 Personal development and interpersonal relationships 
In general, the interviewees described benefits of artistic processes such as awakened ar-

tistic thinking, increase in personal development, involvement and motivation of employees, 

and helping employees to become better versions of themselves. Lene and Christian said 

that the feeling and experience of being artistic that people have as a child often vanish 

when they get older. However, Lene argued that the aesthetic way of thinking can be awoken 

again, and therefore, it is important to have artistic experiences in organizations. Further-

more, Lene argued that art can be a framework for opportunity, freedom and creative think-

ing, and she experiences that the participants in artistic interventions learn to: 
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“… become acquainted with presence, being in the present, following others, being inspired, 

working creatively, creating something together with others. In a non-habit-based way.” (Lene 

Bornemann, intermediary, former owner of Arts in Business). 
In relation, Pernille argued that every individual is a creative person. It is part of being human 

to have the wish to create something because humans can imagine something that is not 

really there, and this artistic creativity can be a potential game-changer in organizations. 

 

Lene argued that artistic processes move people away from rational thinking and that art 

can become more than decoration and entertainment when people discuss their feelings 

and experiences in order to understand behavior, relations, and roles in the process of cre-

ation. Pernille has experienced that the participants find it valuable that she creates a playful 

and positive space, where they can make new connections with other participants: 
"...the joyful approach to your job is actually one of the key findings, I always get feedback 

on. And the longing for having more fun and more joy and a more lighthearted atmosphere." 

(Pernille Sørensen, artist, owner of Play & Art). 
 

Pernille has also seen that the participants can be affected on a personal level when they 

start to reflect upon the experience, and then realize they are longing for play, and thereby 

understand themselves in a new way. Christian argued that when his employees get into 

situations like an artistic intervention, the new inputs make them learn about themselves and 

their colleagues. Both Pernille and Andreas experienced that art can make people interact 

and create connections. Lene also argued that learning from artistic processes leads to per-

sonal and relational development because people begin to understand what their roles are 

and which opportunities they have. Furthermore, she stated that the personal development 

of employees can lead to cultural development within organizations. This shows that artistic 

interventions can help participants learn something new about themselves and others, and 

strengthen the relationships between employees, which they can bring into their everyday 

work lives and the challenges they face. 

 

4.5.2 Organizational development and strategy 
Christian and Rasmus argued that artistic interventions can help challenge existing pro-

cesses, concepts and realities, and create new processes and work cultures, or can be used 

for product development, product innovation and user-face design. Kenneth found that 
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companies do not always perceive increased efficiency as the most important benefit, they 

also want to develop the right products and services with high quality. That also seems to 

be the case for Peter when he invests in an experimentation project with artistic processes 

where he just hopes something new will come from it. Kenneth argued that quality pays off 

because it provides job satisfaction, professional pride, increases knowledge sharing, and 

a side effect is that it increases efficiency among employees. This has been the case for 

Peter, which further argued that having artists working in the organization can make it more 

inspiring to go to work. In relation, Gerda and Johan came with different examples where 

artistic interventions have led to employee job satisfaction and pride in employee skills. 

 

Furthermore, Kenneth stated that artistic interventions can be used for entertainment as well 

as major change or transformation in organizations, though one has to be prioritized over 

the other. He argued that it is possible to use artistic interventions as a way to create diver-

gent thinking where people explore problems and find iterative solutions. Kenneth also ar-

gued that artistic processes have the capability of solving visible problems, but also more 

‘real’ and hidden problems. For example, Kenneth was invited to a leadership development 

course, where he used music to teach the leaders that leadership is about not knowing 

where to go or what to do, and then do it anyway, and thereby, he changed their mindset. 

In relation, Pernille argued that artistic interventions are: 
“Always about solving something or exploring something together." (Pernille Sørensen, artist, 

owner of Play & Act). 

As an artist, Pernille helps organizations to explore specific goals and areas they are curious 

to investigate. 
 

For Center Chief Margit the artists helped to solve the problem of communication between 

employees and clients with a special focus on difficult situations. Both the employees and 

clients experienced an improvement in their ability to communicate and to use visual mate-

rials to express and understand each other. Margit argued that the artist did not only created 

artistic products, but he also helped to visualize meaning creation for the employees. In 

conclusion, the artistic intervention has made Margit and the employees more open to new 

ways of learning. Whereas, for Christian, the artist helped him to articulate to the employees 

that the company was going through cultural changes. Furthermore, the visual tools helped 

the employees to advise and understand their customers and their multiple issues. Also, it 
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made it possible for the company to make a transformation and enter new industries, which 

led to a doubling of their gross profit and received three awards for their continuous growth. 

Gerda argued that if employees are happy, then it creates increased profit, however, if the 

employees are stressed or more preoccupied with conflicts, then it creates negative conse-

quences for the profit. In relation, David argued that artistic processes and innovation are 

found valuable, not only in terms of economic growth but in relation to the problems it is 

directed at and in engaging in solving societal issues. 

 

Moreover, Peter uses the collaboration between art and sciences to create communicative 

solutions for getting their message out to the world, in a different fashion. He believes that 

artistic processes can be used as a way to disseminate knowledge to a broader audience. 

He commented that: 
"…when it is communicated through an artist, maybe it is actually easier to perceive from the 

general audience than when a nerd tries to explain it." (Peter Holme Jensen, CEO of Aqua-

porin). 

In consequence, Peter uses the artistic project for branding and to create marketing for his 

science and the developed products, and he also finds it useful for employer branding. Chris-

tian uses artistic processes in a similar way in his organization, as he wants the company to 

stand out to potential customers, and thereby, differentiate from other competitors in the 

field. And he used the artist to make it apparent to the employees that the company wants 

to do things differently. In relation, Rasmus argued that artistic processes in organizations 

can be used to create branding and communication. Anna argued that when organizations 

get involved with art, they do something different, which is a good branding exercise. Margit 

argued that the artistic project has become part of their brand and that she has become 

better at promoting the project, as she has been invited to different conferences where she 

talked about the project. This shows that artistic processes and artistic interventions can 

help companies solve different types of problems, both in relation to organizational culture, 

innovation and communication. 

 

4.5.3 Artful ways of working and activation 
10 out of 15 interviewees argued that artistic interventions can help the employees and the 

organizations to become more open, learn from each other, get new inputs and create new 

dimensions. Gerda found that organizations can learn from artists in terms of using a 
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process that does not provide answers but can create change and new responses. Further-

more, David argued that organizations and artists can learn from each other. 
“...because they share many different sorts of qualities and in some ways in terms of working 

through experiments, and, and learning from methods as you go along. And being really 

exploratory and trying things out. And just being curious about the world in many different 

ways. That’s what’s really great about also being in this context (Primer collaboration with 

Aquaporin)”. (David Rex, artist, co-founder of Primer). 
 

Lene said that art can help people in the organization to break out of their habits and work 

creatively. In relation, Christian argued that art or other inputs are stimuli from outside the 

company, which helps break the conformity and basically trains the brain in getting out of 

patterns and learning to use other inputs. Gerda found that artists can help participants in 

artistic interventions to become more open and make them reflect on their life. She argued 

that it is the artist's job to involve and motivate people and help them understand that it is 

okay to make mistakes in the process, and not to be able to solve the problem, because 

they will learn something from it. In relation, Brian believes that artists can teach people to 

be more confident in their ideas, and make people feel more free. 

 

David argued that artistic interventions can bring in new dimensions to what organizations 

are already doing, because the artists may see certain problems in their own way. Christian 

does also believe that artists bring a new dimension, and he uses it to create an atmosphere 

where there is room for diversity. 
“...getting other eyes on things, getting other inputs, from some heads that are not locked 

into the world of engineering or the business world.” (Christian Juel Adamsen, CEO of Juel 

& Krøyer). 
Peter thinks that integrating artistic processes can create a new mindset within the organi-

zation because he has experienced that science can create a false dimension and that: 
"Art helps us put things into play," (Peter Holme Jensen, CEO of Aquaporin). 

And therefore, they use artistic processes to help them look at the same technology from 

different angles, which he hopes might resolve in creating new products. 

 

In summary, the interviewees mentioned many different and divergent benefits from artistic 

interventions. The effects of artistic interventions are individual development through 
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awakened creativity and play. Furthermore, artistic processes establish interdisciplinary re-

lationships and collaboration. On an organizational level, artistic processes are used to im-

prove communication, product innovation, identify and solve structural problems, anchor 

new strategies and brand the organization. Artistic processes are also used as a way to 

work artfully in terms of staying in the process and creating new ways of thinking based on 

artistic inputs. These benefits show the potential in the field, which will be discussed in chap-

ter 5.5. 

 

4.6 Challenges of integrating artistic processes in organizations 
This part of the analysis will demonstrate what kind of challenges the interviewees have 

experienced when it comes to artistic processes in organizations. The interviewees have 

mentioned a lot of different challenges which we have grouped into themes that will be pre-

sented in this subchapter. 

 

The first theme is that it is difficult to know the exact value as well as the complications of 

evaluating and measuring the success of integrating artistic processes into organizations 

and the business environment in general. Overall, 12 out of the 15 interviewees have talked 

about this obstacle: 
“So, you can almost never make an artistic or entrepreneurial process survive if it is included 

in the normal decision-making scheme... because there are so many questions that the ar-

tistic or the creative, or the entrepreneurial process cannot answer. When will this be profit-

able? I don't know. how profitable will it be? I don't know. What is the competition? ... It doesn't 

fit with the systems that are built." (Daniel Hjorth, professor at CBS).  
 

Another important topic is the challenge of the organizational structure as well as its adapt-

ability. This point is brought up by 8 interviewees, saying that art and organizations come 

from two different worlds and it is not a norm of the two to work in an interacting way. Peter, 

as well as David, raised important statements when talking about the field of art: 
"I see, one of the biggest challenges, both for science and for art is that they're too closed 

around their own world." (Peter Holme Jensen, CEO of Aquaporin). 

and 
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“The field of art is also notoriously afraid of being organized, and organized and building ro-

bust structures that at any level look like, I don’t know, commercial entities of any kind.” 

(David Rex, artist, co-founder of Primer). 

Daniel agreed with this but argued furthermore that with artistic processes we don't need to 

go all or nothing in order to make it a part of how an organization is organized. He said that 

he believes that it is a mistake to make art too radical and too exclusive for it to affect nor-

mality and to change normality. Also, Daniel added that art has a modernist framing in the 

commercial context, as critical and independent, however, historically it is almost the oppo-

site, where for example Shakespeare not only was a writer but also business-minded in 

running his theater. Further, he said: 
“Today I think there is no sort of priority or authority attributed to the artistic voice in an or-

ganization.” (Daniel Hjorth, professor at CBS). 

This is in line with what David commented when he said that in Denmark, we are very much 

focused on our specific professions, and we tend to work in silos and are almost afraid of 

people who are different from ourselves and hereby missing an opportunity to learn from 

other professions. 

 

Furthermore, some of the interviewees commented on society's general understanding of 

art. Daniel commented that people, in general, lack an understanding of art, as the culture 

has located art into the weekends, which means that most people only experience art as a 

part of leisure time: 
“It’s the weekend culture that is invited into the organization, it becomes an entertainment….. 

and as long as it’s treated like that, it will never stick”. (Daniel Hjorth, professor at CBS). 

According to Daniel, art is hereby taken away and not applied or experienced in our every 

day and work life. He further explains that most citizens of Denmark, Sweden, Germany, 

etc. have never visited a museum, as it is considered to be reserved for the elite and requires 

some special knowledge of art. Apart from placing art on the weekend, Daniel and David 

also think that part of the reason why we lack an understanding of art and artistic processes 

is that we are not taught how to understand it. We rarely look away from our own specific 

profession to learn something new, making our view very siloed. 
  

The interviewees have pointed to the fact that the lack of understanding results from insuf-

ficient education which is brought up as another barrier. This is expressed by 8 interviewees 
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as well and is seen in the importance of having an understanding of other professions, di-

versity and different streams of thoughts coming together. This can either be a specific skill 

set of an artist working in organizations but also the other way around; of employees and 

managers in organizations having an understanding of artists: 
"But you cannot just put artists into organizations and expect them to start being innovators 

because it requires so much, such a specific skill set to actually be an advisor to somebody. 

And this is not something that you can just learn from being creative or artistic." (Andreas 

Jessen, intermediary, Partner at Seismonaut). 

  

Another interesting aspect that has been mentioned by some interviewees was the risk when 

working together with artists in comparison to traditional consultancies. Thus, more tradi-

tional alternatives are also seen and considered when evaluating the benefits of artistic pro-

cesses. Christian, Margit and Gerda talked about the greater risk when working with artists 

and Gerda argued: 
“Often there is a risk for the person who decides to use the artist for this work because if it 

goes wrong there are always some who will say; "what did I say".” (Gerda Hempel, interme-

diary, owner of ArtBizz). 

To Kenneth, for example, it is important that he differentiates himself because he does not 

want to promote himself as a consultant. Margit explained this need for differentiation and 

said that she too has experienced a growing criticism of the consultant world, as they are 

not always able to solve the problems, and you cannot measure what you get from the 

money you put in. Margit argued that you cannot measure what value the artist or the con-

sultant creates but she claims that artists produce more value, because the artists are in-

volved and fascinated with the project, and therefore, they engage more, and spend more 

time in the institution and on the artistic work. In relation to value and measurement, as 

already mentioned at the beginning of this chapter, further mentioned obstacles of introduc-

ing artistic processes into organizations are money as well as time spent on the projects. 

Our interviewees agree on the fact that investing money and time in an artistic intervention 

is difficult because of the uncertain outcome. Peter furthermore argued that you can not rush 

artistic projects and that they, in general, take a lot of time. Pernille took it one step further 

arguing that: 
“The main challenge is always time. And time is money in the corporate world.” (Pernille 

Sørensen, artist, owner of Art & Play). 
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Lastly, we want to address the challenge of long-term integration of artists, their processes 

and the outcomes of their work in organizations since this has been a challenge that kept 

on coming up throughout our primary and secondary research. Our interviewees talked 

about this barrier and see the topic as important because of the previously mentioned chal-

lenge of money and time spent on those projects. There is no benefit in doing those projects 

if we cannot guarantee a change in the long term:  
“So, the really hard time is to make it stick (...), to both sides to the organization to actually 

implement a change in weight in the way we do things.” (Andreas Jessen, intermediary, Part-

ner at Seismonaut). 

 

In summary, the challenges found indicate that it is difficult to identify the exact value of 

using artistic interventions because it is difficult to evaluate and measure. Furthermore, it is 

an obstacle to integrate artistic processes in organizations due to organizational structures 

and adaptability. Another challenge is society's general understanding of art in organiza-

tions, as the culture has located art into the weekends. In relation, the lack of education in 

the connection of the fields is brought up as another barrier. Furthermore, it is a challenge 

for artists to differentiate themselves from consultants because of the growing criticism of 

the consulting world. On another note, there exists an obstacle of long-term integration of 

artistic processes. Also, the money and time invested in the interventions is brought up as 

an obstacle that needs to be addressed. These challenges show the barriers of artistic pro-

cesses in organizations, which will be further discussed in chapter 5.6. 
 

4.7 Overcoming the barriers of integrating artistic processes 
This part of the analysis deals with insights from the interviewees on how to overcome the 

above-mentioned challenges and barriers. One challenge that needs to be addressed has 

been the obstacle of evaluating the value, which 12 out of 15 mentioned as a main problem. 

Lene has the opinion that we need to promote artistic interventions to organizations to in-

crease their profits and we need to be able to measure the outcome of artistic processes:  
“We have to focus on profit because it is profit, we have to sell, it is the profit companies buy 

(...). We just have to dare to say that we do not know it really, completely accurately, but we 

have experienced that these things happen, and we hope the same things happen with them. 
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And at least we have spent a day focusing on the theme they would like to work on.” (Lene 

Bornemann, intermediary, former owner of Arts in Business). 

Brian, on the other hand, thinks that we should not focus on profit at all, and that profit comes 

and emerges when we focus on creating good ideas and output instead of making money. 

In relation, our interviewees have addressed the challenge that the output of artistic pro-

cesses cannot be guaranteed. This is a barrier that our interviewees agreed to address 

openly: 
“I think the danger in consulting is they will promise you this will happen, and to make that 

promise stick, they have to...I mean, long enough at least to run away for them to be paid. 

And before you realize it hasn't really worked. They have to rely on these much more safe 

and established models.” (Robin Holt, professor at CBS).  

This shows there are different opinions on whether to evaluate and measure the value of 

artistic interventions and process, however, most of the interviewees argued that showing 

the benefits and the value of artistic interventions is important, also in order to win more 

clients and to promote the field. Even though there was an agreement of most of the inter-

viewees that measurement should be done, it is to be noted that all of them had difficulties 

with how to measure it, which will be used as a base for further discussion. 

 

Another challenge for organizations that 6 interviewees talked about is to accept the uncer-

tainty of artistic interventions in relation to the evaluation and to organize and build frame-

works for the process. 
“So, I think certainly the field would benefit from being way more professionalized and orga-

nized and going through that process for sure”. (David Rex, artist, co-founder of Primer). 

Staying with this statement, Robin talked about instrumentalizing artistic processes through 

building models around them and point out certain limitations that when doing so it does not 

represent art in itself anymore: 
“I sound like this (instrumentalizing art) is wrong. I don't think it is wrong, necessarily. It's just 

something you have to be aware of.” (Robin Holt, professor at CBS). 

Other interviewees did not seem to have a problem with instrumentalizing art and did not 

stay close to this definition and categories. Pernille, Brian and Anna also argued that the top 

executives have to believe in the artistic process, spend resources, and have the mental 

capacity and an understanding for it, an executive who would invest long-term, who dares 
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to look beyond the core operational functions and who has the mandate to make the deci-

sion: 
"You have to have leadership that really wants to invest time and energy and effort and have 

the courage to be the ones who lead the way for the team members, so it takes a certain 

personality in the leadership level if this should have an afterlife." (Pernille Sørensen, artist, 

owner of Art & Play). 

  

Moreover, there exist two themes that are mentioned in relation to education which on one 

hand is the education for artists, meaning their training to sell their skills into organizations 

which are mentioned in the sub-chapter of stakeholders but on the other hand the education 

of society in general. Education about artistic work in society has been an important topic to 

our interviewees since 8 of them have raised awareness of that topic and gave insights. 

Furthermore, this topic seems to be a big part of the solution since the interviewees got 

emotional when talking about education and have spent quite some time discussing it. Con-

cluding, David raises the point that restructuring the educational system could be an im-

portant step: 
“It’s slowly getting there, but it’s not really possible to say, take a BA at CBS, for example, 

and transition into taking an MA at the Art Academy. But I mean, that would surely be inter-

esting. But that’s just not how it works. So, I think you could set up educational processes 

that were actually maybe quite open and quite experimental…” (David Rex, artist, co-founder 

of Primer). 

 

According to David and Christian, a related main barrier for implementing artistic processes 

or creativity into organizations is that some professions are highly specialized and thereby 

create silo thinking and that employees are neither ready nor trained for artistic thinking. Our 

interviewees find that the field of art and creativity, and organizations, should be connected 

throughout the education system. As Christian said, this would make creative idea genera-

tion a part of our DNA, making companies more competitive and it would improve the capa-

bility of future generations of expressing themselves aesthetically. Furthermore, Daniel sug-

gested to make room for artistic processes within the current labor market, an education 

program should be in place for the same reason as other adult education. Whereas Christian 

suggested bringing children and their curiosity into companies. 
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Another point in overcoming the challenges is our language. This can also be connected 

with education since appropriate language would be something stakeholders could learn 

through education with insights on artists and their processes. Kenneth raises an interesting 

part in how people use their language, and he argued that organizational members have 

poor language to describe what they experience. Here, he was talking about an artistic in-

tervention: 
"I find that people say it's been ‘super nice’. And it's almost - I'm exaggerating a bit - but it's 

almost the language level of most people. It's like or dislike. So, it is actually on a com-

pletely binary level”. (Kenneth Agerholm, artists, partner at FLOK). 

Overcoming those language challenges, third parties are mentioned as facilitator: 
“Sometimes you would need an intermediary that can actually translate and decode what 

both sides are saying or communicating… Also, because some artists are not that easy to 

work with from a company’s perspective.” (Rasmus Tscherning, Managing director of Crea-

tive Business Cup). 
Third-party participation is also relevant in other important points and not only in language. 

In total, 8 of our interviewees talk about third-party participation in the process of integrating 

art into organizations and David said that the field needs more of them: 
"...The field of art needs more organizations and institutions who are trying to make these 

kinds of connections in new ways to set up new types of projects”. (David Rex, artist, co-

founder of Primer). 

Since many of our interviewees can be categorized as third-party influencers, facilitators or 

artistic consultants, this is not surprising. The awareness as well as an opinion of importance 

does exist and is shared throughout the interviewees. 

  

Furthermore, an interesting aspect in which interviewees had contradicting opinions was on 

whether or not to convince managers and top executives of the benefits of artistic processes. 

Christian and Margit said that they would like to invest again and that it did not take much 

for them to be convinced. However, Kenneth and David do not want to convince people who 

do not believe in artistic processes in an organization, because they argued that if someone 

who is not already interested in it in some way or does not have an open and exploratory 

way of working then it would not be the right fit. In contrast, Gerda, Lene and Andreas are 

convinced that artistic processes need to be promoted and managers have to make up their 

minds through that:  
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"At the bottom of my heart, I am convinced that art can deliver so much to businesses. Yes, 

we must convince them of it, we must tell them in what contexts it should be, and we have to 

come up with something that looks passable and that makes sense, and then it's just from 

one end of letting them try it”. (Lene Bornemann, intermediary, former owner of Arts in Busi-

ness). 
The intermediaries clearly see their role in doing so: 

“ArtBizz has to promote it and be the link between teaching artists and selling to companies. 

Because companies do not bid because they do not know it is an option and do not know 

how it can be done. That is why ArtBizz’s job is just as much a communication and project 

manager task.” (Gerda Hempel, intermediary, owner of ArtBizz). 

Thus, in this area of convincing or simply promoting artistic processes to organizations, there 

is no majority of interviewees that agree on a theme which probably is because of their 

different positions which we will go in-depth within chapter 5.6. 

  

In summary, there are several themes to overcome the previously mentioned barriers of 

integrating artistic processes in organizations. The interviewees agreed that showing the 

benefits and the value of artistic interventions is important, but it was also found that there 

is a need to accept uncertainty when evaluating artistic processes. On another note, the 

right leadership needs to be in place. The top executives have to believe in the artistic pro-

cess and need to set a good example by being open-minded. In order to overcome the 

challenge of society's general understanding of art and the lack of education in the connec-

tion of the fields, it is found that there is a need for educating society in general, and also 

training artists to sell their skills to organizations. Furthermore, organizational members need 

to be taught how to use language to describe what they experience. Third-party participation 

plays a role in overcoming the challenges. Lastly, it is to summarize that there were contra-

dicting opinions as to whether or not top managers should be convinced of the benefits of 

artistic processes.  

 

These themes show that even though there are challenges that need to be addressed, there 

is also room for ways to overcome them and new approaches which will be further discussed 

in chapter 5. In the following, we will look into planning for long-term effects which build on 

overcoming the challenges. When the stakeholders have overcome the above-mentioned 

obstacles, it is possible to integrate artistic processes fully into the organization. 
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4.8 Implementing artistic processes for long term effects 
As mentioned in chapter 1.1 there is a lack of theory on integrating artistic processes into 

organizations for long-term effects. Many of the cases of artistic intervention from both pri-

mary and secondary data have a short timeframe. Still, a few projects last longer such as 

the Artist-in-Residence collaboration between Peter and David, and the artistic intervention 

with Margit, where the artists visited for seven months as well as the projects that Johan 

works with at Tillt with a typical duration of 10-12 months. In our secondary research, we 

researched artistic interventions and contacted the companies. However, some of them 

could not remember the interventions they engaged in. This made us interested in the long-

lasting effects of artistic interventions and the potential correlation between the length of the 

intervention and the success of it. Therefore, we asked the interviewees how they experi-

enced the implementation and long-term results of artistic processes within an organization. 

 

4.8.1 Organizational Structure 
Two of the previously mentioned themes in the section on overcoming the challenges are 

also relevant for long-term implementation. The first one is the way in which an organization 

needs to set up frameworks for the integration of artistic processes. 13 of 15 interviewees 

said that long-term implementation is an important topic when working with artistic pro-

cesses. Some take it one step further and mention the importance of working strategically 

with culture and organizational transformation, making plans and setting up structures for 

implementation. David and Johan agreed that successful integration of art in the organiza-

tion is important to benefit from the artistic processes as a strategic tool in the long term. 

Johan furthermore argued that the length of the project influences its success: 
“So, we have a lot of other projects that are shorter, but that's not what we are focusing on 

because we see that if you really want to have some results, you need to have an artist to 

work for a long time with the organization.” (Johan Lundbladh, intermediary, CEO of Tillt). 

12 out of 15 stated the difficulties of implementing for long-term effects and Gerda further-

more argued that working with artistic processes on a strategic level is rare and difficult. In 

relation, Robin commented that the changes that artistic processes foster will vanish after 

the artist is gone. The artist Pernille provided us with an example hereof, as she explains 

that she cannot ensure that the results of her work will stick with the organization after her 

job is done: 
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“Well, actually, I don’t do that. because I’m not there. So, you can actually say, I can’t guar-

antee that these things will have a life after I’ve left the building. I can hope they will. And I 

can help them to remember some of these things” (Pernille Sørensen, artist, owner of Play 

& Act). 

This shows that artists want the changes to stick, however, it is not always in their power. 

According to Robin, companies need to keep revitalizing. Moreover, if the changes made by 

the artist and the artistic intervention are not implemented for long-term effect, there is no 

sense to it. As Lene said: 
“If we do not get implementation, if we do not set the grounds, then I am almost about to 

say that it can be the same, or rather that it takes infinitely little articulation of the experi-

ence to get an impact” (Lene Bornemann, intermediary, former owner of Arts in Business). 

This statement and that some of the companies that we contacted could not remember the 

artistic intervention shows that the added value of the interventions is not embedded. This 

is in connection with Daniel’s statement that there is little knowledge on how to handle the 

implementation of artistic processes in organizations and Anne’s statement that there is a 

need for a long-term investment to benefit from the effect and make it sustainable. This 

shows a need for further research to provide a structure for implementing artistic interven-

tions in organizations to benefit from the long-term effects. 

 

4.8.2 Organizational Culture and Leadership 
The second theme relevant in overcoming the challenges as well as for long-term imple-

mentation is the right mindset of the top executives and managers in order to ensure that 

there is an organizational culture that can make the artistic processes stick. In any case, as 

Daniel commented, successful implementation requires the top management’s support. 

Anna and Kenneth mentioned that the most successful projects have been concrete projects 

or projects with well-defined objectives and processes. They said that managers, therefore, 

have to decide on the purpose of the artistic intervention. Kenneth further commented that 

the purpose can be to entertain, or it can go into the direction of organizational transfor-

mation, though, it cannot be both at the same time. Moreover, as argued by many of our 

interviewees, the top managers have to believe in the project and have to set a good exam-

ple. Johan argued that the artists bring the outside perspective and the change into the 

organization but then the managers have an important role in taking it seriously and showing 

the rest of the organization that it is a strategic decision. 
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In relation, Pernille said that there should be some evidence for the effect of artistic inter-

ventions: 
“But actually, it’s more about believing in it”. (Pernille Sørensen, artist, owner of Play & Act). 

Believing in it is seen when talking to the managers Peter, Margit and Christian. They said 

that open-mindedness and curiosity are needed to implement artistic processes or any ex-

ternal inputs into an organization. Moreover, Kenneth explained how a project was a huge 

success because the management insisted that it was not a one-time thing. However, what 

is seen from the cases and the managers such as Margit and Christian, is that even though 

they would like to invest in artistic projects again, it has been a singular project, as Margit 

argued that you need to feel the hunger for it again. 

 
4.8.3 Multi-stakeholder approach 
Nevertheless, it might not be enough to have the top managers’ support. Daniel argued the 

need to restructure organizations and decision-making processes to have a more receptive 

capacity to be able to implement new inputs such as artistic processes. Daniel and Andreas 

both argued that organizations need some practice to make room for aesthetics in the deci-

sion-making and allow new ideas to sneak into those cracks or a ‘godmother’ who protects 

the ‘germs’ from art so that the organization’s immune system will not instinctively kill it. 

Daniel added that a ‘godmothers’ role can be established by giving a mandate to an artist 

or designer within the organization or to give the Chief of Art the same authority as the Chief 

of Finance. According to Andreas, a mixed culture between creativity and the expertise field 

of the organization can transcend into the products and into the interactions with clients. 

Moreover, David advised top managers to establish partnerships with other fields of exper-

tise, as their livelihood depends on their level of adaptability and being open to the external 

world: 
“Art does not have a role, sort of by default…. It goes for many other professions that if you 

want traction on a problem, you need to actively create partnerships and relationships and 

technologies that can enter this space”. (David Rex, artist, co-founder of Primer). 
 

A multi-stakeholder collaboration approach is therefore seen as crucial, leading back to the 

primary and secondary stakeholders mentioned by the interviewees. Furthermore, Kenneth 

and Christian talked about how it is important to include the employees in transforming the 
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organization, as it will institute co-ownership of the change. Moreover, managers have to 

accept if employees disagree with the idea of bringing in artistic processes. In Peter’s case, 

the employees are not directly involved in the project, however, the scope is broader as it is 

an Artist-in-Residence project. Both Peter and Christian accept that not all employees favor 

artistic processes and state that that is also an acceptable reaction which brings an occasion 

to talk about the art products. 

  
4.8.4 Learnings through reflections 
Moreover, Lene, Pernille, Kenneth and Margit mentioned that reflection through dialogue is 

needed to make meaning, establish value and make people able to implement the learning 

from the artistic process into their everyday life. Pernille gave examples of creating reflec-

tions through small artistic exercises. Lene said that by mentally processing the bodily ex-

perience, the artistic interventions evolve from being a fun day to becoming learnings that 

can be used further to change behavior: 
“The reflection on what we have been up to, and if we can solve such a task, make a musi-

cal in 20 minutes in this environment, how can we then solve our development tasks when 

we get back to work”. (Lene Bornemann, intermediary, former owner of Arts in Business). 
 

Reflections of the artistic process can also take place after the intervention, as it is seen in 

the cases of Margit and Christian, where paintings are the source of long-term reflections. 

Both Margit and Christian think that the process and the dialogue were the main part of the 

interventions, however, the paintings which were made by the artists and now hang at their 

workplaces remind them of the process and prolong the learnings. Margit said that they use 

the art products both internally and externally as these have created a common language of 

their experiences. The products such as the painting are therefore not only decoration that 

hangs on the wall, but also a way to anchor the learnings in the long run. 

 

4.8.5 Legitimization and Evaluation 
Daniel and Peter also pointed out that there is a strong need to figure a way to make artistic 

interventions more legitimate and how to quantify and measure it. In relation Peter an-

nounced a need for creating business models for both the artists and for artistic processes 

in organizations, focusing on the funds and how to evaluate the value for companies. Peter 

hopes to create a new business model of how artistic processes, science and organizations 
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can collaborate, and maybe also find a business model for how artists can fund themselves 

when collaborating with organizations. Peter believes that they can create something novel 

together, and in the long run, they might create a product in collaboration with the artists. 

 

As a final note, Peter provides an example of a sustainable process of integrating art in the 

business of Aquaporin. He claims that if big companies invested in this, they would not even 

notice it in the third decimal of their profit, so there is no real loss in trying it. There are 

several steps to the process at Aquaporin: First, they started having exhibitions at the head-

quarter and fostered dialogue between art and science. Then, they invited the artists from 

Primer to reside at the headquarters. Now they are trying to have an even closer dialogue 

between artists and scientists, where Primer is an integrated part of some of the Horizon 

Europe projects that Aquaporin is applying for. In comparison, the artistic interventions that 

Margit and Christian have been involved in are only at the first steps. Here a painting is 

reminding the organizational members of the process and a dialogue between the art world 

and their professions is established. However, these learnings and progression can be rel-

evant guidance for other companies interested in artistic interventions. 

 

In summary, many of the interviewees pointed out that it is important that organizations en-

sure to implement the changes and learnings from the artistic intervention to gain long-term 

effects. This is also connected with the length of the interventions and the top managers’ 

support. Interviewees’ suggestions were to learn through reflections and dialogue; develop 

business models for the intervention to better evaluate the effects and hereby to legitimize 

it; restructure decision-making to make space for art or creativity; collaborating with interdis-

ciplinary stakeholders; creating a plan of integrating artistic processes from mere exhibition 

to dialogue and finally incorporation. These suggestions show the barriers and the great 

potentials, which will be further discussed in chapter 5. 
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4.9 Summary  
In this chapter, the empirical findings from the interviews were presented in detail and com-

pared, as a part of answering the research question. The interviewees support the idea of 

artistic interventions as they argue that it is important that different professions acknowledge 

each other and learn from each other. The idea that artistic processes in organizations can 

foster new ways of thinking and transform organizations is the fundamental purpose. 

 

The interviewees mentioned several stakeholders, which were described to understand their 

various and sometimes overlapping roles in artistic interventions. In relation, it was seen that 

the interviewees experienced different processes of artistic interventions and that artists’ 

skills are diverse, resulting in different outcomes. Moreover, long-term interventions seem 

to provide increased value for the companies. In relation, the main benefits mentioned were 

individual development; interdisciplinary relationships and learnings; organizational restruc-

turing, strategy implementation and branding; and overall learning to work artfully. These 

benefits provide reasons for encouraging artistic interventions in organizations. 

 

Moreover, multiple challenges and barriers for artistic intervention in organizations were 

stated, which can be grouped into the challenges of; identify the exact value, organizations’ 

adaptability in relation to artistic processes; societies general lack of understanding art and 

in relation the lack of education of the art and organizations interconnectedness; and overall, 

the challenge of long-term integration of artistic interventions in the organizational environ-

ment. The interviewees made suggestions on how to overcome these challenges, which 

included accepting uncertainty in evaluating artistic processes; the need to have top man-

agers’ support; and establishing a general understanding of art in society and developing 

artists’ business logic. Here the stakeholders are relevant to identify potential partnerships 

for overcoming the challenges. Moreover, there were different views on how to convince 

decision-makers for future artistic interventions. The interviewees’ comments not only show 

how to overcome challenges but also provide new ideas which will be further discussed. 

Furthermore, interviewees commented that anchoring the artistic processes with the organ-

ization is significant to gain long-term benefits. However, most of the cases mentioned were 

short-term activities, as some argued that artists and organizations are not ready or do not 

know how to fully engage in the artistic process. Suggestions were to keep learning from 
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partnerships through dialogue and that art products made in the process could re-burst the 

dialogue of the changes since the interventions. Other suggestions were to build partner-

ships, restructure the decision-making and funding processes, build a business model for 

artistic intervention to make it more legit and structured, and insist on having a long-term 

plan for all artistic intervention in terms of how they move from decoration to dialogue and 

incorporation. 

 

In conclusion, this chapter has built a common understanding of the most important aspects 

mentioned by the interviewees. This sets the groundwork for the following discussion in 

chapter 5. 
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5. Discussion 
In this chapter, we will discuss how our data from chapter 4 is aligned or in contrast with the 

theoretical findings from chapter 2 and how it adds to the field. The purpose of this chapter 

is to provide the reader with a nuanced overview of the field and to show approaches on 

how to overcome the barriers and build a strong basis to further foster and integrate artistic 

interventions in organizations. Thus, this chapter will hereby answer our sub-research ques-

tions which will lead to answering our main research question. The sub-research questions 

will be stated in each sub-chapter to guide the reader and to provide an overview. 

 

First, we will look into the potential of artistic processes in organizational contexts which we 

will portray through showing how artistic interventions can foster creativity and innovation. 

Afterward, we will discuss whether art has a place in organizations as well as its purpose. 

Furthermore, we will analyze the relevant stakeholders in artistic interventions and their roles 

in forming partnerships across art and organizations. Another relevant subchapter is the 

discussion as to how organizations can learn to be more creative through artistic processes. 

Moreover, we will assess the benefits of artistic processes for organizations. In the literature 

and from the interviewees, we have identified several barriers and challenges in regard to 

the stakeholders, the added value and how to measure the effects as a proof of concept. 

Moreover, some of the companies and people we contacted did not remember the artistic 

intervention they engaged in which shows one main problem: how to integrate the artistic 

processes and implement the development from the intervention in the organizations for 

long-term learnings and benefits. These challenges will be addressed towards the end of 

this chapter. 

 

Lastly, we want to mention that as in chapter 4, when referring to the interviewees, we do 

so by name, and the findings can be found in Appendix F and G.   
 
 
 



98 

5.1 The development of creativity in the organizational context 
In the following we will connect and contrast theory and data, to see how artistic interven-

tions can be a way for organizations to increase creativity and innovation, which shows the 

potential for connecting art and organizations. 

 

As previously acknowledged, the volatile, uncertain, complex and ambiguous environment 

of the 21st century has changed the business landscape (Millar, Groth & Mahon, 2018). 

Therefore, companies will not survive with a strategy focusing on efficiency and stability 

(Hjorth et al., 2018). Organizations cannot continue doing what they have always done but 

must disrupt and innovate to sustain in these changing times. However, while the issues of 

the complex environment seem clear, how to approach them is less obvious. For a while, 

approaches have been to foster creativity in organizations (Amabile et al., 1996), develop 

radical product development to stay competitive (Norman & Verganti, 2014; Getz & Robin-

son, 2003), and work with business model innovation and value creation (Osterwalder et al. 

2014). This is supported by interviewees like Christian who focused on creativity in educa-

tion and work, and Peter who talked about the possibility of artistic interventions leading to 

product innovation as well as Daniel who talked about aesthetics in the value proposition. 

 

The literature and practices of creativity have grown (Hennessey & Amabile, 2010), but the 

concept of creativity is still developing (Rehn & De Cock, 2008). It has been found that cre-

ativity is not always productive, but it is also about being open to uncertainty (Bilton, 2015). 

Johan addressed this, as he said that companies should try to stay in the uncertainty and 

experiment more. However, we need to build on these theories and approaches for the next 

step of creative thinking in organizations. For example, Hjorth et al. (2018) argued that com-

panies should build their strategy on creativity, play and entrepreneurship while other theo-

ries state that managers are increasingly experimenting with artistic interventions (Berthoin 

Antal, 2014). This corresponds with the interviewees’ statement on how the field of artistic 

interventions has grown, with some ups and downs, in the last 20 years. The primary and 

supporting secondary data confirms several political supporting initiatives which also shows 

that politicians see the potential in connecting art and organizations. However, we were sur-

prised to find that many of the learnings and recommendations from previous initiatives and 

cases are forgotten or at least not applied further. 
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Even though artistic interventions have been a developing concept for the last 20 years, 

researchers and organizations still have much to learn. It was interesting to find that it is a 

small bubble of researchers who study this and refer to each other, and the same goes for 

our interviewees where many knew each other, and many referred to Gerda. Some inter-

viewees such as Lene, Anna and Margit even were surprised that business students were 

studying the field, which once again shows the barriers between the two worlds. 

 

Overall, statements from both theory and interviewees on the organizational environment 

and the focus on innovation and creativity, and hereby aesthetics, as means to become 

more resilient and adaptable, shows a big potential for artistic interventions in the future. 

However, the field of artistic interventions is still growing and more insights into the effects 

are needed and we derive that there are still several barriers to break down. 

 

5.2 The potential of artistic interventions in the organization 
In the following, we will assess the theory and interviewees’ views on artistic interventions, 

and we will dive into the discussion on whether or not artistic processes are relevant for 

organizations. This will help to answer the sub-research question: 
 

What is the potential of artistic interventions in organizations? 
 

Different theorists have found artistic interventions to be highly relevant in organizational 

settings and a growing application is seen (Carlucci & Schiuma, 2018b). Artistic interven-

tions are relevant in terms of adapting the managerial practices to the VUCA environment 

(Darsø, 2004; Carlucci & Schiuma, 2018b) and because of artists’ capabilities to foster em-

ployees’ aesthetics experience and creativity to develop the organization (Carlucci & Schi-

uma, 2018a; Schiuma, 2011). All of the interviewees were very positive towards artistic in-

terventions and the effects hereof and they elaborated with stories of successful artistic in-

terventions. This is not surprising since we only interviewed people who have been involved 

with and are actively promoting artistic interventions. The theory states that there is no typi-

cal artistic intervention (Berthoin Antal & Strauß, 2013), as they have very different time 

frames (Berthoin Antal, Debucquetb & Frémeaux, 2018) and different objectives (Schiuma, 

2011). We also found this divergence in the artistic interventions that the interviewees 
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participated in and in the cases they and other secondary data presented. Because of the 

different projects in different organizational types with diverse objectives it can be difficult to 

find a mono-causal link between an artistic intervention and the effects (Berthoin Antal & 

Strauß, 2013). 

 

Moreover, 8 out of 15 interviewees stated that artistic interventions can be used by all com-

panies. This was not something we expected to discuss with our interviewees since there is 

no theory on which organizational structures work best with artistic processes. However, 

very interestingly, Zambrell (2016) stated that more than half of the managers she spoke 

with represented public organizations while Daniel said that it would be most beneficial for 

organizations with end-customers. Notably, our data shows cases of both public organiza-

tions and companies with a focus on products. This shows a gap for future research which 

will be addressed in chapter 7.3. 

 

Moreover, the theory points out that there is little evidence that artistic interventions have 

changed the practices of the managerial world (Ancelin-Bourguignon et al., 2019). We also 

cannot help but wonder, that when the literature and primary data show that artistic inter-

ventions are valuable for organizations, how come there have not been developed more 

frameworks and why is it not generally accepted or broadly applied? Multiple factors can 

provide eye-opening parts of the answer, such as barriers and challenges that we will learn 

more about through connecting data and theory in the following subchapters. 

 

5.2.1 Objectives for artistic interventions 
Darsø (2004) described that art in business can fulfill four different functions from simple 

decoration or entertainment to team building and the strategic process of transformation. 

Taylor and Ladkin (2009) divided art into two categories, one being superior to the other; 

when they say; “At worst, arts-based methods can act as the “flavor of the month,”… At best, 

skilled practitioners use arts-based methods to help achieve well-defined objectives” (p. 55). 

This is supported by Daniel who said that inviting an artist into the organization often be-

comes entertainment and because of that it will never be integrated. Peter agreed with say-

ing that an art piece cannot shine creativity down on the employees, but that art should be 

integrated. We do to some extent agree with Taylor and Ladkin’s statement, as there is 
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evidence that art as decoration and entertainment does not have a long-term impact on the 

organizations. Theoretically thinking, it would be convenient to separate artistic interventions 

into two activities and objectives; decoration versus a strategic instrument, the second being 

perceived as more significant than the other. However, we have to be careful to separate 

them and value one over another because many of the cases of artistic intervention we 

found still focus on decoration and entertainment or decoration and strategic impact which 

were found equally important for the organization (App. A & F). 

 

In addition to Darsø's (2004) focus on the strategic level, she also mentioned that art prod-

ucts in artistic interventions can encourage the employees to question the status quo which 

provided us with a new perspective. We were surprised when Margit and Christian said that 

the art products from the artistic intervention were a daily reminder of what they learned and 

therefore highly important. This provides nuances to the differentiation between a decorative 

or strategic objective (Darsø, 2004). Consequently, we learned that visual art products might 

not be such a bad thing, which we will return to later in section 5.4. However, to answer our 

research question, we are focusing on fostering and integrating artistic interventions for the 

purpose of team building and the strategic process of transformation, as these are the ones 

that potentially can lead to increased value creation and innovation (Darsø, 2004). 

 

5.2.2 Criticism of artistic interventions 
In chapter 2.2 we wrote that Pelzer (2006) was critical towards bringing artists into compa-

nies. He argued that the worlds of art and management are not equal and are not equally 

influencing each other for the greater good. This is supported by Robin, saying that when 

art is instrumentalized it is not art anymore. However, for Robin, this is not necessarily a 

negative consequence if the aim is to implement the artistic processes and not the art itself. 

Some interviewees even argue that artistic processes should be commercialized in organi-

zations which hereby goes against Pelzer (2006). We are much aware of this dilemma and 

our goal is not to make art and management equal as that might be too optimistic. However, 

we see Pelzer’s (2006) point as a strong argument for researching how to make art and 

management appreciate each other and increase the influence the two worlds could have 

on each other which we will provide recommendations for in chapter 6. 
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Nonetheless, others have been critical of this point of view. In chapter 2.2 we wrote that 

Ancelin-Bourguignon et al. (2019) claimed that a transfer between the art and management 

is unlikely to occur because of the differences between the two logics. Our interviewees, 

such as Lene and Johan, did also touch upon the challenges of the two logics to collaborate 

and we agree that the two worlds are very different. Ancelin-Bourguignon et al. (2019) ar-

gued that there is too little evidence of the effects of artistic interventions. Something our 

interviewees are aware of and struggle with and we conclude that there is a need for more 

research on the effects. We also agree that managerial creativity to some extent still is ruled 

by traditional management principles like utility, rationalization and heteronomy (Ancelin- 

Bourguignon et al., 2019). However, it was interesting that Pernille commented that she is 

experiencing a shift where companies are more willing to try artistic interventions. In addi-

tion, Ancelin-Bourguignon et al. (2019) stated that artists refuse utility and rationality, thus 

we were expecting to find the same results when conducting our interviews but quite con-

trary we have seen examples of artists who are entrepreneurial, professional and most ra-

tional in their work with companies and solving diverse issues. 

 

Overall, Ancelin-Bourguignon et al. (2019) argued that art should not be transferred into the 

organization. However, what we learn from these authors is that managers who apply a 

colonial approach to transfer, move or apply artistic creativity into the organizational prac-

tices without acknowledging and respective these practices, will not succeed in creating an 

impact. This is also what we refer to in chapter 3.2, as Habermas (1968) argues that the 

system world is colonizing the life world, however, it must stop before the life world of culture 

and communication becomes extinct (cited in Brier, 2017). Therefore, one of our most im-

portant findings is that the aim of artistic intervention should not be to transfer art into organ-

izations but to make the two worlds influence each other which could open up the possibili-

ties of doing things differently (Pelzer, 2006). This is necessary as the system/economic 

world and the life/art world are interrelated and cannot exist on their own (Habermas, 1968, 

cited in Brier, 2017). Moreover, our interviewees provide plenty of cases of successful artistic 

interventions and we can hereby disprove Ancelin-Bourguignon et al.’s (2019) claims. In 

addition, we believe that their study lacks nuanced in context-specific cases where organi-

zations have experienced benefits. 
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In summary, we have identified different opinions on artistic interventions and relevance for 

organizations. The interviewees and most of the theory support interventions and spoke of 

their potential which is interesting in relation to the few cases we found. However, other 

theories argue that artistic interventions do not have a place in organizations because the 

incentives are wrong or their logics are too different. Moreover, the purpose of artistic inter-

ventions is very divergent, making it a challenge to provide proof of the benefits and of the 

changes in the organization. Academia tends to downgrade interventions with decorative or 

entertainment purposes instead of focusing on strategic organizational development which 

we are researching. Finally, the aim should not be to transfer art into the organizations or to 

make the two logics less different from each other but to make them appreciate and learn 

from each other's logic. We, therefore, conclude that there is a great potential for artistic 

interventions in organizations, now and in the future, overall with the aim of accepting and 

learning from each other. 
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5.3 Stakeholders 
In the following, we will assess the main stakeholders in artistic interventions and their roles 

by connecting theory and empirical data. This will contribute to the field's research by provid-

ing new insights on stakeholders and their roles throughout artistic interventions. This way 

we will answer our sub-research question:  
 

Who are the relevant stakeholders in artistic interventions, and what are their roles in form-

ing partnerships across art and business? 
 

Both literature and interviewees agree that the primary stakeholders involved in artistic in-

terventions are intermediaries, managers and artists. These do not have any typical charac-

teristics (Berthoin Antal, 2012) which the interviewees also indicated. Therefore, we will 

compare and contrast primary stakeholders’ common features. Moreover, other stakehold-

ers were found through the interviews which will be discussed here. As mentioned in chapter 

4.3, interviewees were asked about all stakeholder groups and their answers will therefore 

not be limited to their own grouping because of their overlapping roles. 

 

5.3.1 Intermediaries 

Intermediaries are essential to artistic interventions as they bridge between the art world and 

the business world (Sköldberg & Woodilla, 2016). This is supported by 12 out of 15 inter-

viewees. The theory has stated the multiple roles of intermediaries (Berthoin Antal, 2012; 

Sköldberg & Woodilla, 2016), however, we will only compare two of these jobs with our 

empirical data, as our data adds to these two jobs. One job of the intermediaries is to help 

specify the objectives for the project (Berthoin Antal, 2012). Kenneth and Lene often help 

companies decide on a purpose or identify the potential for artistic interventions. Remarka-

bly, they state that companies often identify the wrong problem or purpose prior to the inter-

ventions and intermediaries therefore often have to assess the organization and its culture 

in order to discover hidden problems. This indicates that companies yet have to understand 

what the purpose for the intervention should be even though they might see the benefits of 

it. Interestingly, we found that Peter does not have a strong purpose for the intervention as 

he wants to use experimentation to create a product or business model. Another of the in-

termediaries’ jobs is to build trust in the project and between stakeholders (Berthoin Antal, 

2012) which is needed to open up the hidden problems and bridging between the two 
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different logics. In relation to intermediaries, many interviewees such as Johan talked about 

trust, bridging, connecting and translating. In the theory this is described as a job of the 

intermediary, however, interestingly we found that it can also be handled by a process con-

sultant or the artist. This findings adds to the field.  

 

Moreover, theory shows that intermediaries have very divergent approaches to similar tasks 

(Berthoin Antal, 2012; Sköldberg & Woodilla, 2016). Berthoin Antal (2012) found six tasks 

in which intermediaries had different approaches which we will compare with our data to get 

further insights. The first task for intermediaries is to match artists with the organization and 

its objectives (Berthoin Antal, 2012). For the intermediaries Gerda, Johan and Lene it is a 

part of their job to uphold a network of artists, understand different artistic processes and 

have the experiences to make a good match. However, in the interventions that Christian 

and Margit and their organizations engaged in, it was the artists who reached out and hereby 

matched themselves with the companies. Finally, in the case of Aquaporin, it was the CEO 

Peter who initiated the project; however, he did collaborate with an intermediary who saw a 

greater potential in the project, and together they established it. We hereby see three pos-

sible stakeholders who can function as the matchmaker in an artistic intervention.  

 

The second task is to make the contracts between the actors (Berthoin Antal, 2012). Margit 

and Christian mentioned how the intermediaries took part in writing the project description 

and deciding on the kind of art product the artists should deliver in order to apply for funding. 

 

The third task is to anchor the project and create a shared understanding throughout the 

process (Berthoin Antal, 2012). The interviewees talk about the difficulties of anchoring the 

projects and Lene, Gerda and Johan sometimes have to ensure the managers' support and 

presence. However, in other cases, the artist is in charge of this. For example, did CEO 

Christian spend some time with the artist prior to the intervention to create a shared under-

standing for the project. Moreover, Gerda and Lene train the artists for the corporate logic, 

to provide some kind of quality assurance for the anchoring of the project. These are ways 

that our intermediary interviewees ensure integration, which we add to through this thesis. 
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The fourth task is monitoring and solving minor crises (Berthoin Antal, 2012). This is not 

explicitly addressed by the intermediaries, but from the context, we gathered that intermedi-

aries see it as a part of their job. Moreover, we found examples of artists dealing with this 

task as the facilitator. Pernille gave an example, where she was able to spot and solve the 

frustration of participants in an intervention (App. A). However, it might be because of her 

fine-tuned people skills which Margit highlighted as an important capability of artists.   

 

The fifth task is to share experiences and build a platform for creating a sense of belonging, 

as participants can feel isolated in terms of their peers and colleagues (Berthoin Antal, 

2012). In relation, Johan mentioned that trust creates a common platform. However, the 

managers we interviewed do not describe having a platform where they could talk about the 

intervention. Nonetheless, in our researched interventions most of the organizational mem-

bers are participating, meaning that they can share experiences with each other. But inter-

estingly, Center Chief Margit mentioned that she felt that her peers in the municipality were 

less supportive of the project. We support the idea of a platform, and we will discuss it further 

in chapter 6.  

 

The sixth task is for intermediaries to communicate both internally and externally (Berthoin 

Antal, 2012). This is supported by many of the interviewees, for example, Lene and Gerda 

who said that their job is just as much a communication task as they are the link between 

organizations and artists. Here, the process manager or the artists can also be in charge of 

the internal communication about the process. The participants can also promote externally 

as Margit did when she attended a conference and presented the artistic intervention that 

her organization engaged in. Moreover, Lene, who is an intermediary, stated that she must 

be the main driver of the sales force. She further stressed the challenge of promoting artistic 

interventions to companies but remaining respectful when arguing that the organizations 

creative and innovative practices are inadequate. We hereby show that communication is 

vital throughout the intervention.  

 

In addition to the six tasks, we found that the intermediary's work has different time frames, 

some have an introducing role and others take part throughout the intervention. Surprisingly, 

we found that the artists or process managers can also fulfill the role of the intermediary, for 
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example in facilitating the artistic interventions. We would argue that it does not matter who 

initiated the interventions as the overall aim is to make more interventions take place. None-

theless, intermediaries have to be active in sales and can either directly promote the oppor-

tunity to companies or indirectly train artists to approach companies. In relation, the inter-

mediary could also be placed internally in the organization as Andreas, Daniel and David 

argued that companies need some kind of ‘godmother’ to protect the artistic thinking or fa-

cilitate meetings between different logics. Moreover, the different approaches to intermedi-

ary tasks show that there is no specific structure of the intermediaries’ work. We want to 

point out that on one hand, the job of the intermediary is to design the process or a solution. 

However, on the other hand, the lack of insights into and structure of the intermediaries’ 

work is potentially creating a barrier as companies are not able to grasp what they are being 

provided. 

 

In summary, both theory and data show that intermediaries have diverse roles, jobs and 

tasks throughout the interventions, and even more approaches to fulfill these. Moreover, the 

data also shows that intermediaries can work directly with the artistic intervention or indi-

rectly through the artists as the facilitator at the organization. Concluding, both theory and 

the interviewees argue for the significance of intermediaries bridging between art and or-

ganizations. 

 

5.3.2 Artists 
Artists have a main role in artistic interventions and must hold multiple roles and many ca-

pabilities in order to approach and work in organizations (Steiwer, 2019). In the following, 

Schein’s (2013) six roles of artists in organizations will be compared to the empirical data. 

 

The artist makes us see, hear and experience more, which Lene agreed with as she talked 

about learning to become more present. The artists inspire and provoke which Robin com-

mented on when he said that artists have the skill to make people feel uncomfortable, pro-

voked or disturbed. The artist helps us to learn new skills and makes us aware of our aes-

thetic sense, which interviewees referred to as learning from others as employees learned 

to e.g., play or communicate in new ways. This is supported by Rothko's ideas of imagination 

and play which can revitalize the rules and create an environment for experimenting (Stein 
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& Lopez-Remiro, 2010). This is something Peter and David are trying to establish. Moreover, 

Lene talked about the artists’ role to awaken aesthetic thinking and Daniel talked about 

sensing what feels right. We find it interesting that these artistic capabilities depend on the 

artists’ training which Gerda commented on, as she said that in addition to the artists’ per-

sonal skills, they have their artistic training and competencies in their art form. The artists 

and intermediaries have to comprehend and add to these skills so that they are prepared to 

collaborate with companies. And finally, Schein (2013) sixth role is that artists reunite us 

with our creative selves which Christian and Kenneth talked about as we tend to displace 

our inner child’s creativity. 

 

In addition to Schein (2013), we have identified other important skills. David argued that a 

key skill for artists in organizations is to transform the organization’s product/service through 

aesthetic thinking into something that is more valuable for the customers. Something Daniel 

also touched upon in relation to design thinking. Another newly found task is that artists 

sometimes establish the purpose for the artistic intervention and act as the intermediary or 

facilitator during the intervention. Moreover, they often have to deal with many people and 

their positive or negative feelings towards art (Berthoin Antal, 2012). Something David and 

Peter experienced at Aquaporin, because ⅓ of the employees were skeptical of the collab-

oration. Center Chief Margit commented that it had been a success because of the artists’ 

strong people skills. In relation, Rothko argued that artists must apply irony to have open 

communication and incorporate feedback from the organization (Stein & Lopez-Remiro, 

2010). Something Pernille mastered when the employees in the intervention were frustrated 

(App. A). Moreover, we find it interesting that the artist has the capability to create an art 

piece which can be a way for the organizational members to reflect, understand and express 

matters that would not have been possible through the linguistic process only. Finally, Chris-

tian stated the important capability of artists to understand and assess an organization’s 

internal and external environments. We thereby present new findings to the artist’s skills and 

roles.  

 

However, these skills are not necessarily roles or skills that are appreciated in the context 

of an organization as the artists’ process is uncertain in outcome (Vogel, 2008). A barrier is 

that artists cannot pre-test their creations (Musial, 2008) which Daniel also touched upon as 



109 

he said that artists have to commit 100% to a prototype of an art piece before seeing its full 

expression. In contrast, in the organizational setting, testing and prototyping is an ongoing 

process and a prototype might be changed before full completion (Osterwalder et al., 2014). 

 

Interestingly, both theory and interviewees express resistance from bringing in artists to the 

organization. It is notable that some interviewees stressed that not all artists are suitable for 

working in an organization. The fear is that artists can be too ‘artsy’, that they are too much 

into their own process and that they lack the capacity to describe what and why they are 

creating a piece of art. This is not problematic for the artist himself but for organizations, it 

possesses a great risk (Stein & Lopez-Remiro, 2010). Moreover, even though Schein (2013) 

argued that the above-mentioned skills are relevant for organizations there is no guarantee 

that the artistic process will make a change in the organization or that the development from 

the intervention will not fade once the artists leave the organization. The lack of guarantee 

is something interviewees, e.g., Pernille, are concerned about. 

 

Besides the risk for the organization, critics also introduce a risk for artists as they could lose 

their original view when working in an organization (Pelzer, 2006). This is supported by 

Robin and Johan who argued that artists must be free which is taken away once they are 

trained. However, Stein and Lopez-Remiro (2010) argued that the artistic process can be 

altered and that there is great potential for artists to build creative environments in organi-

zations. Moreover, David argued that artists who want to work in companies would actually 

gain more freedom and control of their work. In addition, we want to mention that even 

though some artists do not want to see themselves as consultants, such as Kenneth, they 

still do consultancy work such as going into an organization and bringing in their expertise 

and methods of working. We therefore argue that with the right adjustment, artists will not 

lose their originality because they are not working in an organization but functioning on the 

same basis as consultants who approach companies’ problems with artistic processes. 

 

Therefore, because of the uncertainty of artistic processes, we must investigate how artists 

can position themselves and their capabilities stronger. Interviewees like Gerda and Johan 

said that artists should work with the process manager or the intermediary who could secure 

the process and the effects. As already mentioned, it is very interesting that some artists like 
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Pernille and Kenneth work without an intermediary and function as the process consultant 

themselves. Moreover, the interviewees said that a key capability for artists working in or-

ganizations is to be skilled at placing their artistic abilities into the organization. Therefore, 

artists must provide transparency to their processes and the benefits their methods will cre-

ate. However, this refers back to the challenge of how to sell a service without convincing 

effects to show which will be discussed in section 5.6. Interestingly, 6 interviewees men-

tioned training as a way for artists to get acquainted with organizational logic. However, 

there is little theory on how to approach this training which presents a gap. Moreover, it was 

unexpected that 4 interviewees said that artists must be better organized and commercial-

ized through the art community and that they need to train their commercial skills. This would 

increase the artists’ autonomy and their say in collaborating with companies and hereby 

provide more transparency. 

 

In summary, artists working in companies hold many capabilities and to thrive they have to 

be very accomplished in placing their artistic competencies and processes into the organi-

zational context and provide as much transparency as possible. However, there is little the-

ory on their artistic processes which is needed to provide insights and to establish collabo-

rations between artists and companies more easily. We will discuss this further in chapter 

5.4. This will also accommodate the skeptics’ points as research could suggest ways to 

foster integration without artists losing their originality and independence. 

 

5.3.3 Top managers 

Managers also have an active role in the artistic intervention. The managers we interviewed 

have similar characteristics to Zambrell’s (2016) descriptions of top managers investing in 

artistic interventions. They hold powerful positions such as CEOs, they are middle to high 

experienced executives, many have a personal interest in art and describe themselves as 

open-minded people. Additionally, we found that some of the managers have family mem-

bers who are artists. This shows that our findings match Zambrell’s findings (2016). 

 

Due to the VUCA environment, managers have to accept the unpredictability and have the 

courage to see the possibilities in artistic interventions (Adler, 2006). However, theory shows 

a lack of visible support and sense-making orientation from the top management in artistic 
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interventions (Berthoin Antal et al., 2017). The interviewees talked about this, for example, 

Pernille said that the managers' role in artistic interventions is first and foremost to believe 

in it and to be a front runner. This is much needed to create legitimacy for artistic interven-

tions and to learn from other fields among other organizational members. The managers we 

have talked to are open-minded, see the possibilities rather than the risks, and discuss this 

with their employees regardless of their feelings toward the intervention. Moreover, manag-

ers should also inspire others to think artistically (Adler, 2006). This is seen in the case of 

Peter as he is willing to invest in the artistic project and sees it as an investment for society 

in general. Margit has presented the project to her peers and hereby tries to inspire others. 

Moreover, Zambrell (2016) said that managers must set realistic expectations for artistic 

interventions. This is mentioned Kenneth and Lene who often have to help companies de-

cide for the purpose of the project as managers are often not realistic or narrow in their 

purpose wishing to achieve both entertainment and learning.  

 

Nonetheless, there is also skepticism of CEOs’ incentives to collaborate with artists (Pelzer, 

2006). Robin shared this skepticism and said that many managers do not have any under-

standing of art but use it for their own personal branding. These are relevant points, how-

ever, the managers that we interviewed seem to have a genuine interest in art and its ben-

efits, but they do also mention that artistic interventions are valuable branding for all parties 

included which will be further discussed in section 5.5. We hereby found that it is important 

to differentiate between purchasing art for personal branding and investing in artistic inter-

ventions where branding is one of the side benefits. 

 

Despite that artistic interventions need managers' support, the theory states that managers 

should not necessarily participate in the intervention in order to make room for the employ-

ees (Berthoin Antal et al., 2017). Contradicting, Lene, Johan and Pernille argued that it is 

very important that managers take part in the intervention to show a good example and 

break down hierarchy and barriers. However, it is a dilemma for managers who on one side 

should support and guide through their presence but on the other side should step back and 

make room for employees to experience their creativity (Berthoin Antal et al., 2017). This is 

also stated by Pernille and Lene who said that some managers do not want to participate in 

artistic interventions but still want to be present which they always advise against. Moreover, 
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the theory states that top managers must cede control to the middle manager, again to cre-

ate space and legitimacy (Berthoin Antal et al., 2017). The CEOs Brian and Peter agreed 

that they did not want to take control or intrude on the process, however, in the intervention 

that Center Chief Margit was involved in the artist and herself was in charge. We can hereby 

end that our interviewees have not ceded the control to a middle manager, but rather to the 

intermediary and artists. 

 

Moreover, there is little theory on how managers can anchor the development in the organ-

ization (Berthoin Antal et al., 2017) which is vital if we are to convince managers and benefit 

from the interventions. Zambrell (2016) said that managers must initiate ongoing triggering 

activities to learn from the artistic intervention in the long run and catalyze organizational 

development. Christian facilitates workshops for the employees to establish a creative cli-

mate which again develops the organization. But other interviewees said that they did not 

have activities beyond the artistic intervention. We hereby highlight the need for an internal 

‘godmother’ who has the mandate to protect these processes in the organization. Thus, this 

role is highly important in order to create legitimacy and make sure that the learnings from 

the activities of the artistic intervention are integrated. 

 

Furthermore, in chapter 5.3.2 we saw how the artists need training to understand the corpo-

rate logic. However, we found that managers are just as responsible for the intervention as 

the artist as pointed out by theory (Berthoin Antal, Debucquet, & Frémeaux, 2017) as well 

as by our interviewees. It is therefore important to say that managers and organizations 

should adapt to be ready to welcome the artist. Daniel said that the managements’ support 

is necessary if something is to be integrated and accepted in the organization. This is again 

related to the discussion if artistic interventions should be supported by politicians and funds 

or if the art and organizational communities could work harder to establish cross- and inter-

disciplinary partnerships. 

 

In summary, managers have an important role in supporting the artistic intervention through-

out the process and are much needed to create legitimacy. Managers should be aware of 

balancing their presence and guidance to establish employees’ ownership of the process 

and learning. Managers are just as responsible as intermediaries and artists for the 
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intervention and managers should be made aware of the benefits of art in the organizational 

context but also how they best support artistic interventions and ensure that benefits are 

anchored. 

 

5.3.4 Employees 

The literature on artistic interventions mentions employees when describing the benefits. 

Moreover, artistic processes are a way for employees to experience meaningful work (Schi-

uma, 2011; Berthoin Antal, Debucquet, & Frémeaux, 2018). However, through conducting 

our secondary research we have discovered that employees seemingly do not play a big 

role in theory but surprisingly we were able to see that our primary data has shown other-

wise. Thus, the importance of employees points to a gap in the field. As stated in 4.3.4, 

interviewees mentioned employees frequently when describing the benefits and the process 

and furthermore they are brought up in relation to other stakeholders. For example, Peter 

explained that ⅓ of the employees were excited, ⅓ were indifferent, and ⅓ were skeptical 

which led to important discussions for the process. We would therefore argue that employ-

ees are important as the interventions directly affect employees’ personal development. 

Moreover, their engagement is important for the success of integrating the artistic process 

for long-term effects and thereby transforming the organization. And finally, employees are 

potentially playing a role in promoting artistic intervention both internally and externally. We, 

therefore, conclude that employees have a role in securing the artistic intervention and since 

we have not been able to research this due to Covid-19, we urge other researchers to collect 

empirical data on this stakeholder group. 

 
5.3.5 Secondary stakeholders 
We have identified further highly relevant secondary stakeholders, such as the art commu-

nity, politicians and funds though no theory was found on these secondary stakeholders. 

However, the lack might be due to the different national political initiatives that support art 

and the creative industry. As seen in both primary and secondary research, the artists and 

organizations collaboration in Denmark have been supported through different political initi-

atives and funding, such as the CKO (CKO, 2012). A new perspective that we identified was 

introduced by Anne who said that there exists fragmentation as stakeholders involved in 

artistic interventions either have to lobby for more political support and funding or the parties 
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have to self-initiate the projects and promote the benefits. Though it is most likely a combi-

nation as funding is needed for managers to invest in it as Margit and Christian are examples 

of, and according to David funding is a main part of the relationship between the art com-

munity and the artists. Therefore, the art community and funds are important stakeholders 

in supporting the artistic work. However, Peter and David were critical and suggested that 

the art world has to be better organized and be more open towards working with the corpo-

rate world. Acknowledging these stakeholders is important in overcoming the challenges 

and essential to establish robust partnerships across the fields. 

 

Apart from the mentioned stakeholders, other actors have been identified through our data 

collection which are shareholders, board members and other members of the organization 

as these are significant to the organization that to some extent will be affected by the artistic 

intervention. More peripheral but important stakeholders are art institutions and museums, 

policymakers, educational institutions and society in general, besides the companies’ com-

petitors and partnerships and finally different stakeholders’ networks. We have illustrated 

these stakeholders in figure 4. Due to limitations in length, these will not be addressed here 

but are relevant for successfully integrating artistic intervention, not only in organizations but 

in society in general. 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 4. Our stakeholder model inspired by Freeman’s (1984) stakeholder map. 
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In summary, we have researched the relevant stakeholders in artistic interventions and 

added to the field by providing insights into their different roles. We found that stakeholders’ 

roles overlap as support from managers and intermediaries is vital, however, the interven-

tions can also be facilitated by artists. More importantly, we gained new insights into their 

role in anchoring the developments of the interventions. Moreover, we also found insights 

on how stakeholders form partnerships and on their specific tasks. The intermediaries’ role 

is to innate their network and they have a natural role in matchmaking. As artists are in direct 

contact with the companies throughout the process, it is a legitimate part of their job to pro-

long the relationships. Additionally, it was found that some managers initiate relationships, 

and they were all interested in prolonging current collaborations. Overall, we argue that 

strong partnerships are a competitive advantage that is significant for all parties involved 

which we will provide recommendations for in chapter 6. 
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5.4 Artistic processes in artistic interventions 
Based on the theory and empirical data it will be discussed what organizations can learn 

from artistic processes and how artistic interventions can create artistic processes that chal-

lenge organizations’ aesthetics. Furthermore, we will discuss how time, space and visual 

tools can affect the artistic process, the learnings and long-term value creation. 
 

How can organizations learn to be more creative through artistic processes? 
 

One of our main findings is that artistic processes can give organizational members an im-

proved aesthetic understanding which can make them think differently. Through the artistic 

processes organizational members learn to become more present, open, see more and fail 

faster, which can make organizations become more creative. Johan argued that artists have 

a creative logic that organizations can adapt and use together with their economic logic, and 

thereby, learn to be more open and to experiment more. According to Austin and Devin 

(2004), there are four important characteristics of the helical and iterative process of artful 

work that organizations can adapt and benefit from. In the following, Austin and Devin’s 

(2004) four characteristics will be used together with our empirical data to define and de-

scribe the artistic process as a way for organizations to become more creative. 

 

When we discovered that artistic processes can provide organizational members with a 

more aesthetic perspective that makes them more creative, we structured a model which 

shows the correlation between an artistic process and ‘uncreativity’, and how it leads to 

creativity. The model shows the current definition of creativity and the new understanding of 

creativity (Figure 5). The new understanding is about being uncreative in order to become 

creative which involves opening up, reducing pressure for speed and originality in organiza-

tions, and accepting block, doubt and failure as a natural part of creativity (Bilton, 2015). 

‘Uncreativity’ can be argued to be similar to the artistic process as they both can teach em-

ployees and managers to be more aesthetically intelligent and more present, see more, be 

open, fail faster. Thereby, we argue that artistic processes are a way for organizational 

members to become creative by being uncreative. 



117 

 
Figure 5. Creativity through artistic ‘uncreativity’ (our own model based on definitions of creativity (Rehn & De 

Cock, 2008; Bilton, 2015). 

 

 

Diving into the artistic process we did not find a gen-

eral structure for artistic processes, so we were ex-

cited to use findings from theory and our empirical 

data to create a general way to perceive an artistic 

process (Figure 6). We discovered that the artistic 

processes consist of three steps: problem identifica-

tion, an aesthetic experience, and reflection. The 

three steps will be further explained in the following. 

 
Figure 6. Three-step artistic process for artistic interventions 

based on several theorists and primary data findings. 

 

 

5.4.1 Identifying a problem for the artistic process 

From theory we found that organizations can learn from the emergent yet reliable process, 

which is about discovering throughout the process. Thereby, if employees are too focused 

on a preconceived destination it can keep them from noticing a potentially better outcome 

(Austin and Devin, 2004). Our interviewees stated the importance of having an open pro-

cess. In order to have an open process, there is a need for some kind of structure and 

reliability which our interviewees argued could be done by identifying a problem at the be-

ginning of an artistic intervention. Identifying a problem is coherent with what theory states 
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about intermediaries helping to formulate the objectives for the artistic intervention (Berthoin 

Antal, 2012). Therefore, we argue that there is a need for defining a problem at the beginning 

of the artistic process but that the organizational members need to be open towards finding 

an answer to the defined problem. In relation, Gerda said that you might know where you 

want to go but not how to get there and you, therefore, have to be open to new inputs 

throughout the process. Kenneth said that it is about knowing that something will be discov-

ered but not knowing what it is that you want to discover and that you are in a process and 

still just searching. Pernille argued that companies should engage in artistic interventions in 

order to solve or explore a problem. However, it can be seen as contradicting that the inter-

ventions need a strong purpose to structure the process when the intervention itself is about 

letting go of some of the organizational limiting structures. But as the artistic interventions 

often have a time frame and limited resources, we argue that there needs to be a frame for 

what is explored and the aim of the artistic intervention which should be done by problem 

identification. 

 

5.4.2 Aesthetics experiences in organizations 

Through theory we found that artistic interventions should be used as a way for giving or-

ganizational members aesthetic experiences (Carlucci & Schiuma, 2018a). Interestingly, 

people who are working in an organization are generally not aware of how their aesthetic 

senses affect what they experience and understand (Berthoin Antal, 2014). Therefore, we 

argue that there is a need for employees and managers within organizations to challenge 

their aesthetics senses, so they increase their aesthetic intelligence in order to think differ-

ently, be imaginative and create value from it (Strati, 2000; Zambrell, 2016; Goodwin & 

Mucha, 2010). By connecting Goodwin and Mucha’s (2010) theory on aesthetic intelligence 

with theories of artistic interventions and our empirical data, we found that artistic interven-

tions can help organizational members to challenge their senses. Therefore, we argue that 

challenging aesthetic senses through an aesthetic experience is a very important part of the 

artistic process as it helps awaken organizational members’ artistic thinking. 

 

In many of the cases that we found the artist engages the employees and managers by 

letting them try out an art form such as improvisation, singing, dancing, painting, acting or 

storytelling. Both Kenneth and Pernille use art forms to go into an aesthetic universe and 
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create an aesthetic experience for the employees and managers. Here the organizational 

members’ senses are activated, especially in terms of seeing, touching and hearing. When 

these senses are activated, it gives participants an increased bodily knowledge. Thereby, 

they will also become more conscious of themselves and gain the capacity to solve more 

unexpected tasks (Goodwin & Mucha, 2010). 

 

In relation, artistic interventions can create the much-needed ‘interspaces’ in which partici-

pants can feel safe to experience possible ways of thinking, being and doing that they can 

apply in organizational settings (Berthoin Antal, 2014). We argue that these interspaces are 

a place where employees and managers can have aesthetic experiences and learn to think 

in new ways. Having an aesthetic experience is about experiencing art through the senses. 

Those of our interviewees that plan or carry out artistic interventions create these spaces 

where the participants can feel safe, happy and playful. Lene argued that when people feel 

safe, they come up with better ideas because they are not limited by their intellect. Pernille 

and Lene argued that artistic interventions help the participants to get out of their habits by 

making something new or doing something they have never tried before and thereby unlock 

their creative potential. Furthermore, Peter and David have created an interspace in Aqua-

porin where the artists’ and scientists’ aesthetics are challenged and where they can meet, 

open up and experiment more together. Creating interspaces like this within the organization 

can help the artistic intervention to settle into everyday work, structures and rituals (Berthoin 

Antal & Strauß, 2016). Thereby, we argue that the participants become creative by having 

an aesthetic experience where they are challenged to think differently. 

 

The interviewees that have been involved in artistic interventions argued that the process 

includes activities that involve feelings, experimentation, experience and trying something 

new. Daniel argued that the artistic process is about having the capacity to sense what feels 

right and that is what the participants in artistic interventions are taught. Moreover, the pro-

cess shape is argued to be iterative, not sequential (Austin & Devin, 2004). This character-

istic of artful work is about iteratively and rapidly testing ideas, which is found to be more 

flexible in contrast to the linear industrial process. Daniel argued that the artistic process is 

different from organizations’ processes as it is about multiplying prototyping and accelerating 

the process which takes time because the artist has to commit 100% to the prototype each 
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time in order to see its full potential. However, in artistic interventions, there is rarely time to 

commit to all ideas, but the process can still be iterative which is the case in Pernille’s artistic 

interventions when she makes the participants try out different ways of storytelling. 

 

Within the aesthetic experience, it is important to be open to uncertainty. Accepting uncer-

tainty instead of protecting the process from it is another characteristic of artful work (Austin 

& Devin, 2004). Uncertainty should be seen as a fuel for artistic processes and producing 

novel outcomes. Our empirical discoveries back up this understanding of uncertainty when 

Johan said that in an artistic intervention you do not try to avoid uncertainty but instead you 

try to accept uncertainty and open up to new ideas. We argue that this is an important way 

for organizations to perceive uncertainty. In relation, Peter argued that in order for artistic 

interventions to be a success and integrated, we have to accept the uncertainty of the col-

laboration. Thus, we will further address ways on how to deal with uncertainty in chapter 6. 

 

5.4.3 Reflecting on learnings and reminders from the artistic process 

In the following, we will present different findings on how organizational members can reflect 

and hereby anchor their learnings. Through theory, we found that interspaces are an im-

portant way for the learnings from artistic interventions to be implemented in companies 

(Berthoin Antal, 2014). We build on this understanding with the concept of time, as our em-

pirical data showed us a very interesting relation between the length of the artistic interven-

tions and the level of value it creates for the companies. Thereby, we argue that both space 

and time are needed for artistic processes to become part of the organization and create 

long-term value. Peter and David’s Artist-in-Residence project creates the space and time 

needed for building partnerships, relationships and technologies that can produce solutions 

to different problems and result in value creation. 

 

Moreover, we found that reflection is part of the artistic process as it helps employees and 

managers to understand their senses and gain aesthetic knowledge. In the theory, it is stated 

that in order for the participants to apply the learnings from artistic interventions there is a 

need for reflection (Berthoin Antal, 2014). Both Pernille and Kenneth use reflection in their 

processes, however, Pernille only uses dialogue whereas Kenneth uses tools such as an 

aesthetic analysis to talk with the participants about what they have experienced. However, 
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through the empirical data, we found that it can be difficult for the employees and managers 

to express what they felt in the aesthetic experience and what they have learned. Interest-

ingly, Kenneth solved this by giving the participants the language to express themselves in 

new ways. Therefore, we argue that there is a need for dialogue and other reflection tools 

after the aesthetic experience to help the employees and managers express their feelings 

and understanding more clearly. When reflecting on the aesthetic experience and the artistic 

process, it can also be important to learn from the failures they experienced as a step on the 

way to valuable innovation (Austin & Devin, 2004). Christian said that we need to learn and 

that it is okay to fail and move on. After this reflection, we discovered that the employees 

and managers are able to bring in the learnings from the experience to their work. 

 

Furthermore, there is also a need for active support from the management in order for the 

participants to apply the learnings from artistic interventions (Berthoin Antal, 2014). Having 

active support from the management can be difficult as it often takes a person that sees the 

importance of balancing aesthetics and economic perspectives to even take initiative for an 

artistic intervention (Austin, Hjorth & Hessel, 2018). However, as argued, these managers 

rarely understand their own aesthetic senses which makes it more difficult for them to un-

derstand the need for aesthetic experiences and learning. Nevertheless, as argued in 5.3.3, 

Pernille said that in order for these solutions to become long-term integrated into the organ-

ization, managers need to take responsibility for implementing the change. 

 

Another surprising finding from our empirical data that goes beyond the theoretical aspects 

is that visuals products created during the artistic process can serve as a reminder of the 

process that the employees have been through and the learnings they had. This was some-

thing that both Margit and Christian experienced, and it is also a technique that Pernille has 

used. However, here it can be discussed that the time frame and the trust created are cor-

related with the aesthetic value that visual products can bring to the employees. We have 

seen examples, such as Christian, where the artistic intervention only lasted for a couple of 

days, the artist did not engage with the employees and afterwards it was mostly Christian 

that referred to the paintings. Whereas in Margit’s case the intervention lasted for seven 

months, the artist participated in discussion with the different stakeholders and the employ-

ees still used the visual materials when communicating with each other and the clients. This 
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is a very essential finding that shows that time, trust and visual tools might be interconnected 

and can help to implement new learnings and values. 

 

In summary, organizations can learn from artistic processes in artistic interventions to think 

differently and be more creative by being uncreative. It is found that there is a general struc-

ture for most artistic interventions, which includes finding a problem, having an aesthetic 

experience and reflecting upon it. First, the organization needs to find problems that it wants 

to solve or explore. Second, having an aesthetic experience can help employees and man-

agers to become aesthetically intelligent, understand their sense and how it affects organi-

zational learning which will challenge their aesthetics and as a result create value. Third, in 

order for the participants to apply the learnings from the artistic intervention, there is a need 

for reflection and active support from management. Furthermore, both space and time are 

needed for artistic processes to become part of the organization and create long-term value. 

In relation, we have found that time, trust and visual tools might be interconnected and can 

help to implement new learnings, which leads to value creation. This will be further discussed 

in chapter 6. 
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5.5 Benefits of artistic processes 
Based on findings from the analysis and the theories about benefits and effects it will be 

discussed how artistic interventions create benefits and value for organizations.  
 

What are the benefits of artistic interventions? 
 

The structure is based on four levels of effect which helps to understand who the beneficiar-

ies are (Berthoin Antal & Strauß, 2016). Furthermore, the benefits are divided into these 

levels in order to create a structure and limit the blurriness of some benefits. It will also be 

considered how benefits can spill over to other categories and levels (See illustration of the 

benefits in figure 7). 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

Figure 7. Benefits from the artistic intervention (based on Berthoin Antal & Strauß’ (2016) levels of effect and 

primary data). 

 

The focus will be on benefits that have the purpose of developing organizations and not for 

the purpose of entertainment. Therefore, we will only use the Arts Value Matrix’s eight cat-

egories of benefits: Galvanising, Inspiration, Reputation, Environment, Learning and Devel-

opment, Investment, Networking and Transformation (Schiuma, 2011). 
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5.5.1 Personal level 
From the theory, we found that artistic interventions can lead to personal development, such 

as personal growth, leadership development, and learning new skills (Berthoin Antal & 

Strauß, 2016). The interviewees agreed with this effect on personal development and Lene 

argued that the participants begin to understand themselves and their roles. On a more 

practical level, theory found that artistic interventions can help discover new competencies 

of the employees and help to improve employees' artful capabilities (Berthoin Antal, 2012; 

Darsø, 2004). This is what Pernille does when she helps the participants in the interventions 

with improving their skills through communication training and improvisation exercises. 

Thereby, Pernille creates the benefits from the Art Value Matrix of Learning and Develop-

ment for employees in organizations (Schiuma, 2011). 

 

Furthermore, theory found that artistic interventions can awaken emotions, and create pas-

sion which makes the employees and managers feel happier, more satisfied and motivated 

(Schiuma, 2011). Pernille has experienced that the participants like to be in a positive and 

playful space, and they long for more fun and joy in the workplace. In relation, Lene and 

Pernille argued that artistic interventions can inspire, awaken artistic thinking, imagination 

and the need for creating, and thereby also create the benefit of Inspiration that is defined 

in the Art Value Matrix, which develops the organizational members (Schiuma, 2011). 

Thereby, we argue that artistic interventions can help employees and managers become 

better versions of themselves by understanding themselves and their need for being aes-

thetically challenged. 

 

Furthermore, the theory states that artistic interventions can help challenge employees to 

see their work situation from different perspectives and thereby gain more awareness of the 

present (Berthoin Antal & Strauß, 2016). In relation, Lene has experienced that the partici-

pants in artistic interventions learn to be in the present and work creatively when using their 

senses to create artistic products and that they can forget about their habits. Thereby, the 

artistic interventions can create value in terms of helping employees and managers seeing 

more, which is coherent with the argument from 5.4.2 about challenging the aesthetic 

senses in order to awaken aesthetic thinking. However, it was found in the theory that in 

order for participants to expand their awareness they need to reflect (Berthoin Antal & 
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Strauß, 2016). This is what most of the interviewees argued and Pernille also experienced 

that participants understand themselves in new ways when they reflect upon their experi-

ence. Therefore, we can see that reflection during and after the artistic intervention is im-

portant in order to create benefits beyond the personal level. 

 

On this level, we found no surprising findings from our primary data as the personal level is 

the level that has been researched the most because most artistic interventions will affect 

the personal development of the employees and managers which can easily be detected. 

This was also the case for our interviewees who are very aware of what happens on the 

personal level and provided us with good examples, however nothing that deviated from the 

theory.  

 

When the employees and managers have learned to understand themselves and the world 

around them in new ways, we argue that they have gone through personal development and 

maybe also learned some new skills which will spill over into new relations and new ways of 

collaborating. 

 

5.5.2 Interpersonal level 
From the theory, we found that artistic interventions can have an effect on internal relation-

ships and external relationships which create benefits in terms of interacting and relating to 

others (Berthoin Antal & Strauß, 2016). Both Margit and Christian have experienced that the 

artistic intervention has provided new inputs which have affected the internal relationships 

in their organizations in terms of making the employees learn about themselves and their 

colleagues. However, as the theory argues, there is rarely an effect on external relationships 

(Berthoin Antal and Strauß, 2016). It is interesting that we found that the interviewees expe-

rienced that the artistic intervention has increased their employees’ abilities to understand 

and advise their clients and customers. As we have discovered more cases where artistic 

interventions have created stronger or new external relations, we have added to the re-

search of benefits on the interpersonal level. We further argue that this benefit is also likely 

to happen for other organizations that try an artistic intervention. 
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Berthoin Antal and Strauß (2016) found that artistic interventions often have a larger effect 

on internal relationships than external relationships because participants in an artistic inter-

vention come from different internal departments, establishing cross-disciplinary interaction 

and relationships. Both, Pernille and Andreas, have experienced that artistic interventions 

can make people interact and create connections. And Lene argued that the participants in 

artistic interventions learn to follow others and create something together with others. In the 

theory, it is also found that artistic interventions can help to pilot collaborative experience 

that can be applied with stakeholders and with other artists (Berthoin Antal, 2012). Peter has 

done something similar in his organization where they have created an interactive environ-

ment where artists and scientists can meet and challenge each other's understanding which 

can be used in other work tasks. Thereby Peter has experienced the benefit of the Environ-

ment that is defined in the Art Value Matrix, which both develops the organization and the 

organizational members (Schiuma, 2011). 

 

Besides piloting collaborative experiences, the theory also found another interpersonal ef-

fect which is to help create new collaborative ways of working and increase the quality of 

the work that is done together (Berthoin Antal & Strauß, 2016). In comparison, Margit expe-

rienced an increase in the quality of the employees’ work and the communication between 

the employees and the clients, which we argue to be an external relationship. Furthermore, 

Berthoin Antal (2012) found that having artistic interventions can help companies enhance 

network relationships and that has been the case for Margit who has been involved with 

students (besides us) and peers in both Denmark and Sweden that found the project inter-

esting. Thereby she experienced that the artistic intervention has created the benefit of Net-

working that is defined in the Art Value Matrix which can lead to developments in the organ-

izational infrastructure (Schiuma, 2011). 

 

The theory argues that artistic interventions can create effects on multiple levels and gener-

ate multiple benefits and through that, the interpersonal effects, such as collaborative be-

havior, can spill over onto an organizational level where innovative solutions can create 

productivity and revenue (Berthoin Antal & Strauß, 2016; Schiuma, 2011). Incoherence, 

Lene said that the personal development of employees can lead to cultural development 

within organizations. Furthermore, we were intrigued by Gerda's argument that if employees 
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are happy, it creates increased profit, however, if the employees are stressed or preoccupied 

with conflicts, it affects the profit negatively. We agree with Gerda and argue that organiza-

tions should not only invest in artistic interventions to engage employees in their work but 

also to establish co-ownership to implement internal changes and to make employees hap-

pier, which makes them more likely to promote their organization externally. In relation, 

Pernille believes that if companies begin to understand that their employees want to use 

their imagination to develop solutions and products, artistic interventions potentially can be-

come a game-changer in organizations. We support this, as we see artistic interventions as 

a way to make companies more creative and innovative. 

 

The theory argues that these internal and external relationships and collaborating ways of 

working will spill over into organizational systems. However, the artistic interventions do not 

directly lead to organizational development, so there is a need for integrating the learnings 

from the artistic intervention into structures and processes, otherwise, the personal and in-

terpersonal learnings are likely to disappear in the everyday organizational life routines 

(Berthoin Antal & Strauß, 2016). 

 

5.5.3 Organizational level 
From the theory we found that artistic interventions can create an impact on strategy and 

operations, however, as the benefits for the organization often come from personal and re-

lational development, it is difficult to find a direct causal link between the artistic intervention 

and productivity and turnover (Berthoin Antal & Strauß, 2016). However, Schiuma and Car-

lucci (2016) have created an Arts Value Map which can be used to understand the direct 

and indirect cause-and-effect relationships and how it creates value for the organizations. 

Christian’s case will be used as an example because he argued that the artistic intervention 

helped the organization to double its gross profit and win three awards for its continuous 

growth. The artistic intervention has helped Christian to articulate the cultural changes to the 

employees and develop their competencies/knowledge assets of understanding customers' 

needs which has enhanced the organization's value creation/capabilities. These new capa-

bilities have created improvement of the organization’s performance in terms of stakeholder, 

innovation, operations management processes and product development which have in-

creased the value creation for the stakeholders. In order to understand how it creates value 
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for the stakeholders, the Business Model Canvas will be used (Osterwalder et al. 2010). The 

value that is created is captured in products and services which are delivered to the custom-

ers through channels and by building relationships, leading to an increase in revenue. How-

ever, we need to be critical here since the theory argues that artistic interventions are not 

the only factor influencing the organization as external factors, such as new competitors or 

economic downturns, and internal factors such as a change in leadership, also affect the 

organization (Berthoin Antal & Strauß, 2016). It can be argued that internal factors have 

affected the development of Christian’s organization as he said that the artistic intervention 

was part of a culture change in the organization. However, we argue that other external 

factors that influenced the organization need to be considered as well. Nonetheless, as the 

artistic intervention created a spark of creativity, we can argue that it was one of the reasons 

why Christian’s organization has increased its profits. 

 

From the theory, it is also found that artistic interventions can be used to address values 

and norms and clarify organizational culture and thereby, help to create change (Berthoin 

Antal & Strauß, 2016; Berthoin Antal, 2012). Furthermore, the theory found that artistic in-

terventions can create value that can lead to social innovation, product/service innovation 

or organizational change and thereby increase revenue (Berthoin Antal, 2012; Darsø, 2004). 

Interestingly, we found that interviewees such as Christian, Rasmus and Peter also believe 

this to be the case and they are trying to use artistic interventions to gain these benefits. 

Christian and Rasmus argued that artistic processes can help challenge existing processes, 

concepts and realities, and create new processes and work cultures, or can be used for 

product development, product innovation and user-face design. Peter has already created 

organizational changes and is currently using the artistic intervention to establish artistic 

processes in his organizations, but more importantly, he also hopes to create new products 

or business models. This finding supports our understanding of the artistic process as a way 

to foster innovation. The concept of creating a business model to implement artistic pro-

cesses in organizations will be further discussed in chapter 6. 

 

The theory also argues that artistic interventions create benefits in terms of strategic trans-

formation (Schiuma, 2011). Kenneth stated that artistic interventions can be used for major 

change or transformation in organizations. He argued that it is possible to use artistic 
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interventions as a way to create divergent thinking where people explore problems and find 

iterative solutions, which is something we expected as it is part of the characteristics of artful 

work (Austin & Devin, 2004). Kenneth and Pernille both argued that artistic processes have 

the capability of solving problems, which might dig deeper into the organization's culture. 

For Center Chief Margit the artists helped solve the problem of communication between 

employees and clients with a special focus on difficult situations. Both the employees and 

clients experienced development in their ability to communicate and to use visual materials 

to express and understand each other, and thereby, the artistic intervention created benefits 

in terms of employees’ personal development and stronger interrelations with the clients. 

This also illustrates the spill-over effect that was mentioned earlier as it is the personal and 

interpersonal changes that make the organization transform and create more meaning for 

the employees. Thereby Margit experienced the benefit of Transformation described in the 

Art Value Matrix which is highly beneficial when wanting to develop the organizational infra-

structure and organizational members (Schiuma, 2011). Both the theory and our primary 

data show that artistic interventions can create the benefit of transformation which can be 

very beneficial for organizations that want to stay competitive in the VUCA environment. 

 

Moreover, artistic interventions create benefits such as transferring a more appealing organ-

izational image and enhance the visibility of the organization which can also create a positive 

impact on reputation, brand recognition, market attraction and public awareness (Schiuma, 

2011; Berthoin Antal, 2012). In comparison, Peter uses the artistic intervention to brand his 

science, create employee branding and create communicative solutions to the customers 

which are more understandable for the broader audience. Christian used artistic interven-

tions to make his company stand out in the world of engineering. And he also collaborates 

with the artist to make it apparent to the employees that the company wants to do things 

differently. Thereby, more of the interviewees have experienced that artistic interventions 

have created the benefit of Reputation that is defined in the Art Value Matrix as a way for 

organizational development (Schiuma, 2011). In relation, Rasmus argued that artistic pro-

cesses in organizations can be used to create branding and communication. Margit argued 

that the artistic project has become part of their brand and that she has become better at 

promoting the project because she has been invited to different events where she has pre-

sented the artistic project. This shows that artistic processes and artistic interventions can 
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help companies solve different types of problems, both in relation to culture, innovation and 

communication. 

 

The theory also argues that artistic interventions can help organizations to create economic 

goals (Schiuma, 2011), and thereby, become an investment. In relation, Peter has invested 

in the Artist-in-Residence project which has developed from being about creating an envi-

ronment together where the artists and scientists can meet, to creating a dialogue between 

them, to now applying for projects and funds together. Thereby, Peter experienced the ben-

efit of Investment described in the Art Value Matrix as highly beneficial for organizational 

development (Schiuma, 2011). Furthermore, the theory argued that artistic interventions 

create benefits in terms of achieving broad socio-cultural goals (Schiuma, 2011). In relation, 

David argued that artistic processes and innovation are found valuable in terms of solving 

societal issues. 

 

Thus, we argue that artistic processes can help create structures for divergent thinking and 

organizational change which can lead to innovative solutions and processes. However, there 

is a need for fostering personal and interpersonal learning from the artistic interventions, 

and thereby, use the artistic processes within the organization in order to achieve the ben-

efits of product development and increase in revenue. 

 

5.5.4 Level spanning 

The benefits that span between the above-mentioned levels are artful ways of working and 

activation of stimuli and emotions (Berthoin Antal & Strauß, 2016). This is also what we have 

described as an artistic process in chapter 5.4. The employees and managers can learn to 

work in artful ways by being involved and learn from an artistic process. It will help the em-

ployees and managers to differ from routines and institutionalized practices in organizations 

and become more creative and innovative. Artistic interventions can help the participants to 

deal with the unexpected and be open to the new, such as being able to deal with a crisis 

and think about other types of value than economic value (Berthoin Antal & Strauß, 2016). 

The interviewees have not used artistic interventions to deal with a crisis, but they have used 

the new inputs and new dimensions from the artistic interventions to spark new thinking. In 

relation, Margit experienced that the intervention made her and the employees more open 
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to new ways of learning. Johan argued that when Tillt began to do artistic interventions they 

believed that it was enough to disrupt the participants’ minds and thereby create the benefit 

of Galvanising described in the Art Value Matrix (Schiuma, 2011). However, surprisingly 

they have found that in order to make the participants become open to the new, they first 

needed to create trust in the artists and within the group, which can create more benefits for 

the organizational members and the organizational structure. 

 

10 out of 15 interviewees argued that artistic interventions can help employees, managers 

and organizations to become more open, learn from each other, get new inputs and create 

new dimensions for work. The theory does not directly talk about creating new dimensions 

for work but more indirectly that organizations can learn from artistic interventions to be more 

creative by being open to divergent thinking (Berthoin Antal & Strauß, 2016). David argued 

that artistic interventions can bring in new dimensions to what organizations are already 

doing because the artist may see certain problems from another perspective. Furthermore, 

Peter thinks that integrating artistic processes can create a new mindset within the organi-

zation and that he wants to use artistic processes to help his employees look at the same 

technology from different angles which he hopes might resolve in creating new products. 

 

Another artful way of working is to start trusting the process, be open to the uncertainty of 

the process and accept not being comfortable, to try things out, discover throughout the 

process and to be innovative (Berthoin Antal & Strauß, 2016, Austin & Devin, 2004). Gerda 

argued that organizations can learn from artists in terms of using a process that does not 

provide answers but can create change and new responses. In addition, the theory argues 

that organizations should draw from artful capabilities and competencies, such as shaping 

the sense for deep listening and being exposed to new ways of seeing, by learning empathy, 

intuition and improvisation from the arts (Darsø, 2004). Building on this, we found that it is 

significant to understand that organizations and artists can learn from each other which Da-

vid argued is because they share many different sorts of qualities, such as working with 

experimentation, trying things out, being exploratory, being curious about the world in many 

different ways and learning from methods as they go along. Darsø (2004) also argued that 

it can be beneficial to learn how to use creative approaches such as conceptualizing and 

prototyping in order to spark the imagination.  
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Furthermore, Berthoin Antal & Strauß (2016) found that level-spanning can be activated 

when the participants in the artistic intervention experience stimuli of energy, emotions and 

have a positive experience. In relation, Christian argued that receiving other inputs from 

people that are not from the world of engineering or the business world provides the com-

pany with stimuli that helps break the conformity and trains the brain in getting out of patterns 

and learning to use other inputs. The theory also found that artistic interventions can stimu-

late the participants to reflect on the emotions at work and that the artist can use their energy 

and passion as a way to motivate the employees (Berthoin Antal & Strauß, 2016; Darsø, 

2004). In comparison, Gerda found that artists can help participants in artistic interventions 

to become more open and make them reflect on their life. She argued that it is the artist's 

job to involve and motivate people and help them understand that it is okay to make mistakes 

in the process, and not to be able to solve the problem because they will learn something 

from it. 

 

In summary, artistic processes can create benefits on the personal, interpersonal and or-

ganizational level. On the personal level, artistic processes can help employees and man-

agers to understand themselves and their roles, and gain awareness of how to be present 

in a more aesthetically way. On the interpersonal level, artistic processes can help create 

new internal and external relationships and networks, new ways of collaborating and help 

teams to challenge each other's understanding. We have contributed to the research of the 

interpersonal level as we found cases where artistic intervention created stronger external 

relations with the customers and clients, which is rarely found. Moreover, we have estab-

lished that the benefits and learnings from the personal and interpersonal levels should be 

fostered so they can spill over into organizational systems and create benefits such as prod-

uct innovation. On the organizational level, artistic processes create benefits in terms of 

organizational development and strategy which involve creating new structures and innova-

tion that can lead to change and strategic transformation. The benefits of the artistic pro-

cesses which span between the different levels are argued to be the artful way of working, 

creating divergent thinking, a creative mindset, and the activation of stimuli and emotions. 
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5.6 Challenges and how to overcome them  
This part of the discussion will contrast and compare barriers and challenges of integrating 

artistic processes in organizations as well as how to overcome them. This is of great im-

portance in order to portray whether there are gaps between the challenges referred to in 

theory as well as the ones mentioned by our interviewees. This comparison will help us to 

address potential solutions for organizations that have not yet been discussed in the litera-

ture and to help us answer the sub-research question: 
 

What are the challenges of artistic interventions and how to overcome these? 
 

We have structured this chapter in different subchapters in which each one represents a 

challenge. 

 

5.6.1 Evaluation 
One of the most important challenges of artistic processes in the organizational context is 

the value and how and whether it should be evaluated. This is something that we expected 

when starting our primary research since it was not possible to find straightforward research 

on how to measure the effects of artistic interventions. In organizational theory, financial 

value has been the single value measured for a long time (Kanter, 2011), but it has shifted 

to a more immaterial value focus in recent decades (Darsø, 2004; Have 2019). Our inter-

viewees, such as Pernille and Anna agreed with this and stated that there has been a shift 

in the economic environment. Furthermore, Daniel pointed out that other values, such as 

customer value, are gaining more importance. This is supported by Sutton and Hargadon 

(1996) who found that effectiveness is not the most important outcome and that other out-

comes can just as well be labeled effective. In relation, Berthoin Antal and Strauß (2013) 

found the expected outcomes that managers and employees initially have for artistic inter-

ventions are not what they perceive to be of most value after the project is ended. 

 

Being able to evaluate artistic interventions is seen as one of the main interests in literature 

and there exists a need for more case studies and empirical research. Many academic arti-

cles with the focus of researching the added value of artistic interventions have pointed out 

the importance of measuring the effects in order to support the prevalence of artistic inter-

ventions in organizations. Styhre and Eriksson (2008) have gathered data from Artist-in-
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Residence projects to evaluate artists based on qualitative effects instead of output. Some 

of our interviewees, such as Johan, agreed with this approach and have done qualitative 

interviews after the completion of a project. In the case of Styhre and Eriksson (2008) the 

interviews and anecdotal evidence showed that the projects were conceived to be beneficial, 

and the projects were believed to improve work satisfaction and hereby indirectly improved 

productivity. Nevertheless, it was not possible to identify immediate, measurable effects. 

Thus, we argue that it is highly relevant to find specific tools to conduct qualitative research 

in order to try to trace effects based on artistic interventions which will be further discussed 

in chapter 6. 

 

In total, our interviewees did not have a common opinion when it came to whether or not to 

measure the quantitative value. Gerda, for example, argued that we need to be able to 

measure and utilize that as a selling point to companies in order to promote artistic interven-

tions. Peter, on the other hand, argued for focusing on the artistic outcome for the organiza-

tions instead of on profit and says that the results cannot be measured. This is very surpris-

ing since one could think that Peter, as CEO of Aquaporin, would care more about profit and 

act on the economic logic that we have previously addressed. Margit has been working to-

gether with students, doing qualitative research, similar to what Styhre and Eriksson also 

tried to do, and has discussed the effect with the leaders of the organization. Andreas had 

a similar approach and stated that he thinks that you need qualitative insights if you really 

want to understand the dynamics and that only measuring quantitatively is not enough. We 

highly agree with this since we have found that an in-depth understanding of the value is 

relevant in order to take advantage of the long-term effects of artistic interventions. Daniel 

on the other hand argued that we need to figure out how to quantify and measure artistic 

processes and how to make them more legitimate. The above shows the various perspec-

tives on whether to measure the value of artistic interventions and at the same time portrays 

the general difficulty on how to measure. 

 

In relation to the aspect of value, we want to mention the uncertainty of planning concrete 

outcomes when working with artistic processes. Since it is also brought up as a large chal-

lenge by theory as well as our interviewees, we see it as a highly important part and will 

discuss it here as well. According to Austin and Devin (2004), managers can learn from artful 
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work, for example being open to uncertainty. Our interviewees agreed with that but take it 

one step further: They stressed that we need to accept uncertainty but also that we need 

frameworks in order to guide artistic processes in organizations. Also, the interviewees 

stated that knowing the exact value of artistic interventions beforehand is difficult as well as 

measuring the success of integrating artistic processes into organizations. Furthermore, 

they agreed that an organization does not know and plan the profitability, the competition 

and the exact resources needed when working with artists.  

 

The above-mentioned points show the disagreement in the theoretical as well as the practi-

cal field as to the dilemma of handling the obstacle of value. Concluding, we will introduce 

recommendations on how to deal with the challenge of value and evaluation in chapter 6. 

 

5.6.2 Organizational Structure 
Another obstacle is the organizational structure of organizations. Most companies in the 

creative industries work in a functional division of splitting up artistic and economic work into 

different departments (Albert & Whetten, 2004). Our interviewees agree with this statement, 

and Peter pointed out that science and art are too closed around their own worlds. In order 

for art to be integrated into organizations, it needs to be structured which David sees as a 

challenge because of the silo thinking. Also, he argued that we tend to focus too much on 

our own professions which are aligned with the functional splitting up of departments which 

also happens in the art community. This is of great importance to our research since this 

has proven the need for more collaboration between the fields, which can be established 

through the use of artistic interventions. 
 

According to Movitz and Sandberg (2009), the organizational structures let managers control 

the organizational environment as well as the creative process with its products and Eikhof 

and Haunschild (2007) argue that through this management of artistic processes vital re-

sources to creative production are endangered. Our interviewee Daniel agreed with this 

statement and argued that he does not think that there is any sort of authority attributed to 

the artistic voice in an organization, which he argues there should be. This finding is highly 

relevant because it gives a reason for having a role model or a ‘godmother’ in the organiza-

tion that emphasizes the importance of artistic processes. The CEOs we talked to, such as 
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Peter, Christian and Margit all seemed to have this role in their organization. Thus, this 

shows a gap between theory and the reality lived by our interviewees which we see as es-

sential, and we will provide a recommendation for it in chapter 6. Moreover, the theory said 

that it is often the managers and their economic logic that gets prioritized over the artists 

and their creative logic (Austin, Hjorth & Hessel, 2018). However, very interestingly through 

our interviews, we found that the organizational managers we talked to are trying to give 

space to the artists and their processes, and thereby make room for the creative logic. To 

put it briefly, we were not surprised to find this difference because the CEOs we have talked 

to are very convinced of artistic interventions and thus support them with protecting them, 

giving them authority and providing space. 

 

These ways of structuring organizations also show the challenge of the two opposing logics 

which is based on the logic that artists and organizations follow on an ideological level. As 

mentioned in chapter 2.6 artists behave based on artistic logic whereas managers behave 

based on economic logic (Austin, Hjorth & Hessel, 2018). Even though they can behave 

according to both logics, they usually prefer one over the other. With our interviewees we 

have experienced something else which was very interesting: In section 5.3 we described 

how many of them had a role in which they fulfilled both parts and had the mindset to switch 

between economic and artistic logic such as Pernille; being an artist and business owner, 

Brian; who went to art school, is a musician and is a CEO as well and Johan; who is a CEO 

but also an intermediary that acts as a facilitator. These are just examples, as previously 

described in chapter 3 we had more interviewees who had different faces to their roles. This 

is also backed up by secondary research, such as Have (2019) arguing that art and organi-

zations have outdated considerations about each other and that businesspeople think that 

artists are politically left-wing, that they do not think about profit and lack business orienta-

tion. 

 

Connecting the two logics as well as a change in organizational structure is one main barrier 

that needs to be addressed. Thus, in order to overcome the challenge, learning from the 

other logic and finding a way to combine them to benefit from them is of high importance, 

which will be further addressed in chapter 6. 
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5.6.3 Education 
Another challenge that has been introduced by the interviewees has been the obstacle of 

education. We have neither read about the topic of education in theory nor have we thought 

about it ourselves before collecting the primary data. Hence, we did not expect that educa-

tion would be brought up by so many of our interviewees and there is no way to compare 

our primary data with theory for the topic of education. Interviewees from all of our categories 

found that education is highly important in order to form a common understanding and to 

build up the aesthetic senses. They argued that art is seen as a weekend culture that is 

mostly not applied and experienced in work life and education. Similarly, the interviewees 

argued that we, in general, need a better understanding of art and it is suggested that aes-

thetic learning and creativity should take place all the way through the educational system. 
 

In conclusion, it is very important to mention this topic since we, as well as our interviewees, 

believe that educating society is a big part of the solution of overcoming barriers and we will 

address this in detail in our recommendations in chapter 6. 

 

5.6.4 Third parties 
The support of managers as well as the facilitation of intermediaries and artists being trained 

for the art interventions contain important challenges that need to be addressed. In chapter 

5.3 we have provided in-depth insights and answer what role they have in forming partner-

ships which we think is very important. It is furthermore addressed here in order to stress 

their relevance when overcoming barriers of integrating artistic processes into organizations. 
 

Intermediaries, as one third-party participant, are relevant when addressing the aspect of 

language. In relation to the obstacle of the ‘right’ language, third parties are also mentioned 

and Berthoin Antal (2012) see the creation of a common language as one of the functions 

of intermediaries. When conducting our interviewees, we found that our interviewees agree 

that there needs to be a decoder, and Kenneth furthermore pointed out that we have poor 

language to describe our experiences. Furthermore, language can also be connected with 

the challenge of education, as we learn through education in aesthetics to explain ourselves 

better. Thus, the topic of language and of intermediaries or facilitators will be further dis-

cussed in chapter 6. 
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5.6.5 Promoting artistic interventions 
In connection to the chapter of stakeholders, the topic of whether or not to convince manag-

ers and top executives of artistic interventions needs to be addressed. We have discussed 

this challenge with our interviewees but have not been able to find literature that considers 

this aspect. There has only been secondary data in the form of cases, which are very con-

text-specific, but no general theory which points to another gap. 

 

In general, all of our interviewees in the category of intermediaries like Gerda, Lene and 

Johan believed that artistic interventions should be promoted. This is an important finding 

because it shows that it is the intermediaries’ role to work as a connector and promoter and 

the mentioned interviewees are intermediaries themselves. It is relevant to discuss the sub-

ject of promoting artistic interventions since it involves the matters of branding, perception, 

innovation and value creation that are pertinent when we want to overcome the challenges 

and to foster more artistic interventions. Thus, Anna argued that on one hand more funding 

and support from politicians are needed, and on the other hand that artists and companies 

need to promote it more themselves. Margit and Christian agreed with this and argued that 

funding was important for their projects. Peter furthermore stated that he initiated the collab-

orations himself and that he sees it as an investment. Funding is important since it goes 

hand in hand with attention and promotion through politicians and investors. Thus, the topic 

of funding and support is another solution that will be addressed in the next chapter of rec-

ommendations. 

 

5.6.6 Integration of artistic processes 
Lastly, long-term integration has been a big obstacle for implementing artistic processes and 

makes up a large part of this thesis. As we have learned through the theory that artistic 

interventions and their participants usually leave the organization with the responsibility to 

implement the effects, we have been surprised that our primary data has shown us other-

wise. For almost all of our interviewees, the long-term integration has been highly relevant, 

and they feel the obligation to make sure that their learnings stick with the organization even 

when they have completed a project or an intervention. Nevertheless, sometimes artists do 

not always have the power to do so, as mentioned by for example Pernille. In fact, this is not 

surprising since, as previously mentioned, Pernille’s projects are usually short, so we would 
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argue that that also decreases her influence on the organization and the implementation of 

effects. In theory, long-term integration of artistic processes has not been addressed much 

yet and only some themes of the interviewees are described, for example by Zambrell 

(2016). She argued for the need for the support of the managers so that the organizational 

culture can change from the artistic intervention in the long term. This is backed up by our 

interviewees, such as Johan and other interviewees from the category of top managers, who 

argued that the right leadership style is relevant, as well as the right culture within the or-

ganization in order to keep processes in the long-term even when the artist has left. We 

argue that this is highly important in order to benefit from the long-term effects of artistic 

interventions. Austin, Hjorth and Hessel (2018) furthermore argued that stakeholders should 

sustain the conversation between the two logics to keep the cross-disciplinary collaboration 

and thinking alive in the organization. This theoretical perspective is in line with our inter-

viewees’ understanding since they argued that it is the artists’ role to bring in a new per-

spective and it is the managers’ role to make room for creating new processes. 

 

In conclusion, the literature, as well as our interviewees, agreed on various themes and it 

shows that challenges of integrating artistic processes into organizations seem to be inevi-

table. In summary, the main challenges are measuring the value, the organizational struc-

ture, the lack of education, the role of third parties, whether or not to convince managers of 

artistic interventions and the long-term integration. The primary and secondary data both 

show that barriers to integrating artistic processes into an organization need to be addressed 

and managed actively. The aspects that we have found through contrasting the data of pri-

mary and secondary research point to several gaps in the field in which more research, as 

well as concrete solutions, are needed to further integrate artistic processes in organiza-

tions. We will get back to these points in chapter 6. 
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5.7 Summary   
In the following, we will summarize our learnings from connecting theory with our primary 

data. The discussion has provided new insights to the field by answering the sub-research 

questions. 

 

Our first finding is that artistic interventions have great potential for organizations. Our re-

search shows that artistic interventions can be a way to face the challenges of the VUCA 

environment, as artistic processes foster creativity and innovation, which is found to be a 

key driver to become more resilient. Moreover, we have identified previous initiatives and 

we conclude that learnings and recommendations resulting from them must be shared in 

order to benefit from previous mistakes and improvements. 

 

Our second finding is that artistic interventions have many different variations and objec-

tives, such as decoration or strategic transformation. Due to the differences, it is difficult to 

evaluate the impact thereof. In addition, we learned that art and organizations have very 

divergent logics and that we should not try to transfer one professional logic into another. In 

contrast, we must first ensure that trust is established as well as respect and understanding 

between the multiple stakeholders, before integrating and learning from each other. We con-

clude that the main objective for an artistic intervention must be to achieve cross-disciplinary 

learning, simultaneously with sustaining parties’ independence.  

 

Our third finding is that stakeholders’ roles are overlapping, and tasks are facilitated by dif-

ferent parties. Intermediaries are essential and they must establish future interventions, ei-

ther directly by networks and matchmaking, or indirectly through the artists. Artists must be 

skilled in placing their artistic competencies into the organization and provide transparency 

which can be improved by training. Managers must support and create legitimacy for the 

interventions both internally and externally and they should consider their attendance in the 

artistic intervention. Moreover, we identified other relevant stakeholders, such as the art 

community, funds and the education systems, and we found that employees have a signifi-

cant impact on integrating artistic processes. We conclude that identifying these stakehold-

ers is important to establish partnerships and promote artistic interventions. 
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Our fourth finding is that organizations can learn from artistic processes to be more creative 

by being uncreative and we developed a structure for artistic interventions. First, the artistic 

intervention needs to be connected to an organizational problem to solve or explore, which 

frames the artistic process. Second, organizational members’ aesthetic intelligence must be 

developed, meaning to become aware of their sense, in order for them to exploit their crea-

tivity. Third, reflection is a vital part of the learning process, if participants should be able to 

apply the learning to their everyday work. Moreover, an interspace must be established to 

integrate the artistic process. In addition, we discovered that managers should allow more 

time for the intervention, in order for it to unfold and flourish. We conclude that the organi-

zational aesthetic needs to be challenged through this process. 

 

Our fifth finding is that artistic processes can create benefits on the personal, interpersonal 

and organizational level. On the personal level, employees and managers gain awareness 

of their roles, and the present by viewing the world in a more aesthetical way. On the inter-

personal level, internal and external relationships, networks and new ways of collaborating 

are created. It is found that because of the interconnectedness of the different levels, learn-

ings on one level can spill over to the other levels. On the organizational level, artistic pro-

cesses involve creating new practices and innovations that can lead to change and strategic 

transformation. Due to the spill-over effect, it is important to foster (inter)personal develop-

ment and establish a new behavior that has an impact on the organization's development.  

 

Our final finding is that multiple challenges pose a great barrier for artistic interventions and 

for integrating artistic processes in the organization. These are the dilemma of how to eval-

uate the effect or artistic processes; the lack of organizations infrastructure for artistic pro-

cesses; our societies general lack of understanding of artistic processes and their value; the 

necessity of intermediaries’ support and their role in promoting and convincing managers of 

the benefits; and finally, the obstacle of how-to and who is responsible for the long-term 

integrating. We conclude that there are many challenges in artistic interventions and that 

stakeholders have an active part in dealing with these challenges. 
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6. Recommendations 
In this chapter, we will provide discussions and concrete recommendations on:   

How to bridge between the economic logic and creative logic? 

The recommendations will make it possible to redeem the potential of artistic interventions, 

by implementing artistic processes into organizational practices, which will result in long-

term benefits and transform the organization. The recommendations are based on our re-

search and are relevant to answer the research question and to contribute to the research 

of the field of artistic interventions. As this thesis focuses on artistic interventions in organi-

zations, the recommendations are intended for top managers. However, they are just as 

relevant for other stakeholders, such as intermediaries and artists as well as for the art com-

munity and politicians. Moreover, the recommendations are listed in the order of a narrow 

organizational focus towards a broader societal scope.   

One of our main findings is the two conflicting logics; the economic and the creative one, 

and how their indifferences make it difficult to connect the two fields, which constitutes one 

main barrier for artistic interventions. We also found that these logics are already connected, 

as we are all aesthetic human beings, and artistic interventions are a way to awaken our 

aesthetic senses. In relation, there is great potential in the intersection between the two 

logics, and we must therefore increasingly bridge between the two, and exploit the tensions 

that arise from connecting the two, to make room for discussion, reflection and learning. 

However, despite the potential, there is a lack of research on how to integrate artistic pro-

cesses in organizations in the long term. 

Another main finding is that we cannot transfer one logic and practice into another, and we 

strongly recommend against that. Instead, we suggest an integration where the two logics 

engage and interact with each other with respect. Because of the two logics and their indi-

vidual processes, it is possible to influence each other and question and improve practices 

(Pelzer, 2006). This awareness is highly relevant for the following recommendations which 

combined lead to the more successful integration of the artistic processes into the organiza-

tion. 
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6.1 Long-term integration of the artistic process 
In the following, we want to present our first recommendation for how to inte-

grate artistic processes into organizations, when the artistic intervention ends 

and the artist leaves. The recommendation is based on the structure for artistic 

interventions from chapter 5.4, as the intervention also builds on a learning 

process. As the artistic process is iterative it can take many tries before organizations create 

aesthetic value, and therefore, we argue that there is a need for time and interspace for the 

process to be integrated. 

In order to integrate an artistic process in the organization, the first step is to find a problem 

that the organization wants to solve or explore. We recommend that the organizations use 

an impact case, to focus on a specific problem and explore different solutions within that 

area. We have drawn up an example in figure 8 (App. H). An impact case can be a one-

page document that explains the intention and the potential for the artistic process. Creating 

an impact case makes it easier to understand the purpose of the artistic process and it 

makes it more likely that employees and managers will trust the process and engage in the 

project, creating co-leadership. Using an impact case to integrate the artistic process en-

sures that the process is still open and iterative, but that it has a purpose and a frame. The 

impact case will be further discussed concerning the evaluation in recommendation 4.  

 

Figure 8. Our example of an Impact case (See app. H). 
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When the organization knows which problems they want to explore, the next step is to create 

interspaces for investigating them through aesthetic experiences. We recommend that the 

organization creates interspaces where the employees and managers can experiment, col-

laborate, test, fail and use their imagination. Organizations also need to make employees 

and managers understand the importance of having interspaces for aesthetic experiences. 

Therefore, we recommend that organizations provide courses and ongoing training for em-

ployees’ aesthetic thinking. Training employees is a way to ensure that the artistic process 

is integrated and driven by the organizational members. 

When spaces for aesthetic thinking are created in the organization, the third step is to help 

employees and managers reflect upon the aesthetic experience, in order to understand their 

senses, gain aesthetic knowledge from it, and use the knowledge in their work. We recom-

mend that the organizations use both dialogue and question schemas to help the employees 

and managers express what they feel and reflect upon the aesthetic experience. The ques-

tion schema will include specific questions, where the employees and managers can learn 

new ways of expressing their feelings and senses. Reflecting on aesthetic experiences and 

new learnings helps the employees and managers to move away from rational thinking, and 

train them to be better at coming up with new aesthetics ideas. 

The organization must spend time creating trust and fostering the belief in artistic processes, 

by letting employees and managers explore the process themselves. Furthermore, they 

need time to reflect upon how their senses affect their work, but also to be more present in 

the world, which in addition can help them understand their customers in a new way. As 

argued, there is also a need for reflection in order to learn, which often takes time. We dis-

covered a significant coherence between the length of the artistic interventions and the value 

that they created, and often the best result is when the organizations invest in long-term 

artistic interventions. The organization should therefore be willing to continually invest in this 

process if they want to create impact within the organization, and value for its customers. 

 

Furthermore, when the artistic intervention ends, the managers must initiate ongoing activi-

ties to sustain the learnings. Artistic processes should be given authority in the organization, 

either through a Creative Director or by restructuring decision-making in the organization. It 

can also be an in-house artist or intermediary who acts as the ‘godmother’. In order for 
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artistic processes to become an integrated part of the organization, managers have to recruit 

talents that understand both logics and can work in the intersection between them. We will 

refer back to the future workforce in our fifth recommendation. 

 

6.2 The business model as a strategic tool for artistic interventions  
In the following, we want to present our second recommendation of how to in-

tegrate an artistic intervention and artistic processes into an organization's busi-

ness model in order to create value and foster innovation. 

As found through theory in chapter 2.5, the Arts Value Map and the Business 

Model Canvas can be seen as similar in the way that they both show how to create value 

within an organization through assets/resources and capabilities/activities. But the Art Value 

Map does not consider how to capture the value in products and services, and to deliver 

value to its stakeholder through channels and relations. We have developed our own Busi-

ness Model Canvas (Figure 9), based on Osterwalder et al., (2010) model, to show how 

artistic processes can create, capture and deliver value, and used the Art Value Map (Schi-

uma and Carlucci, 2016) to support it with more specific activities within the organizations. 

 

Figure 9. Business Model Canvas - adapted from Osterwalder et al. (2010: 18-19). 
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As seen in the figure, the organization first needs to invest in intermediaries and artists who 

can, in collaboration with the organization, create an artistic intervention. The employees 

and managers will engage in the artistic intervention and gain an aesthetic understanding 

and new learnings about themselves, the team and the organization. Second, in order to 

develop the strategic organizational knowledge assets, the organization needs to invest re-

sources in terms of time and space. Moreover, managers and employees must integrate 

these new learning and foster their new aesthetic understanding in the long term. This will 

enhance the organization's operational and dynamic capabilities and potentially create new 

activities, which creates new resources in the form of aesthetic knowledge and new ways of 

thinking (see grey arrow in the model), (Schiuma and Carlucci, 2016). This will help to im-

prove the organizational performance and to foster creativity in management processes and 

product development processes, which creates benefits and value (see chapter 5.5). When 

the value is created it can be captured in forms of innovation such as products, services and 

experiences. After the value has been captured it can be delivered to the customers through 

different channels and help strengthen the relationship with existing customers or help to 

acquire new customers (Osterwalder et al., 2010). Delivering value that provides both a 

practical function and aesthetic value, fulfills multiple wants and needs at different levels for 

the customer, which satisfy the customer and thereby generate revenue. The profit can pay 

for the initial investment of the artistic intervention. In relation, it is found that the branding 

of the artistic intervention itself can create stronger relationships with customers. 

 

The purpose of this model is that organizations and intermediaries can use it to explain how 

to track the value, but also discuss which resources and activities are important if the artistic 

process is to be successfully integrated into the organization and create an improved Value 

Proposition. Furthermore, we argue that the business model can help to create transparency 

and decrease the uncertainty and risk that it can be for organizations to fully engage in an 

artistic intervention.  
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6.3 Establishing a platform and partnerships 
In the following, we want to present our third recommendation of the necessity 

of forming partnerships and networks to promote artistic interventions and the 

need to involve all participating stakeholders.  

Our research has shown that we need role models to initiate artistic interventions and to 

make them work in the long term. Thus, we argue for a multi-stakeholder collaboration which 

means that we need to involve all relevant stakeholders in order to foster an ecosystem of 

collaboration and to successfully learn from previous artistic interventions and promote them 

further. 

We found that intermediaries are vital, either directly or indirectly through artists, in order to 

decode the two logics, communicate and be some form of a process consultant. Thus, we 

are critical of the previously established theory which has neglected the double role of some 

artists who successfully act as intermediaries and as artists at the same time. However, we 

have been able to establish a differentiation that is applicable in most cases of artistic inter-

ventions: Through our research, a tendency has been shown in which intermediaries do 

most of the back-office work of networking and connecting, whereas artists take on more 

tasks of facilitating artistic interventions and sometimes take on the work of a process con-

sultant. Thus, the intermediaries are highly important since it is their role to sell and promote 

artistic interventions. We recommend promoting them through storytelling and networking 

which has already been proven successful as described in our primary data. 

As a consequence, our third recommendation is to set up an official network between inter-

mediaries, artists and organizations in order to build strong partnerships that offer support 

and knowledge. A concrete idea is to set up a physical hub connected with an online plat-

form. This is based on our research which has shown that even though it is a small bubble 

of artists, organizations and intermediaries, the network effects of it are not used efficiently. 

Thus, we recommend building a platform to connect stakeholders through an artistic hub, 

e.g., in the Center of Copenhagen, with the aim of knowledge sharing and adding to the 

network. There, hub-participants can receive continuous support from experts to develop 

and promote the collaborations. Furthermore, artists could receive specific training at the 

hub to broaden their business skills, as we have identified a need for this. We imagine it to 
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be a place in which networking and after-work events can take place, and artists can pro-

mote their competencies. Events could also take place in the form of speed dating in which 

artists, managers and intermediaries could meet. Furthermore, managers could visit the hub 

on e.g., an excursion that creates the interspace that provides them with first experiences 

on artistic interventions. This can be helpful in order to make artistic interventions more ac-

cessible without having a need to go ‘all in’ and buy in on an intervention for the entire 

organization. However, we also need to be critical of this and make sure that this is just a 

first impression and that actual artistic interventions at organizations would still take place. 

It could be the intermediaries’ role to follow up and sell the intervention to the organization 

once a personal relationship has been built up at the hub. 

As previously mentioned, the physical hub would also be connected to an online platform. 

The aim would be to have a structured collection on knowledge acquisition to ensure greater 

anchoring among the organizations. On the website, gathered information about interven-

tions and cases, recommendations from those, the role of intermediaries and artists, how to 

get in contact, where to get funding, questions to ask before, during, and after, and sugges-

tions on different ways to evaluate the product would be presented. Thus, the online platform 

would be a continuation of the offline platform to provide 360° guidance, by providing con-

crete and directly usable tools for organizations that they can download from the website. 

Knowledge sharing for the collaboration between organizations and creatives has also been 

recommended in the CKO initiatives (Deloitte, 2012), and we have hereby provided concrete 

ideas for how to act on these recommendations. 

The critical aspect would be centered around how to fund this project. Our research has 

shown that funding and support from politicians help, also since it is a form of promotion and 

legitimization. We argue that the institutionalized promotion from the government contributes 

to the bigger picture of art in organizations and we will refer back to this in our fifth recom-

mendation. Thus, one idea would be to try to get funding from the state to set up the hub. 

Another idea would be to finance it through memberships, but we would critically argue 

against that since that would bear the risk of making the artistic hub too exclusive. We need 

to prevent this from happening since the exclusiveness and being too siloed is a current 

challenge of art and organizations. Furthermore, through public funding the hub could also 

be made accessible for students, relating to the fifth recommendation of education. 
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6.4 The use of a toolbox to evaluate artistic interventions  
Our fourth recommendation is based on the challenge of evaluating the benefits 

and the added value of artistic interventions. It is difficult to point out a concrete 

recommendation because of the lack of research of tracing back the value to the 

artistic interventions. However, we argue that it is a highly relevant topic. 

Our research has shown that we need new ways of defining and evaluating value. Thus, we 

want to be critical towards those who claim that measuring should not be done in order to 

protect art because we need the evaluation in order to provide proof to convince managers 

of the benefits. Furthermore, in some cases, storytelling has been enough to promote inter-

ventions to businesspeople, but we argue that evaluation is stronger than storytelling or that 

it should be used in combination with it. 

As a consequence, our recommendation is the development of a toolbox to provide ways to 

measure the effects and added value based on the context. The context is dependent on 

the particular field of the organizational environment, the size of the organization in which 

the artistic intervention takes place, the previously defined goals of the intervention, the 

length of the project as well as the participating stakeholders. 

One approach of the toolbox could be to use a mixed-methods approach in which the artistic 

intervention is evaluated by both soft and hard facts. We have inserted an example in ap-

pendix I in order to visually emphasize our explanation. Furthermore, as one of the tools, we 

suggest that in the future an impact case must be created before entering the collaboration. 

We have already explained the concept of an impact case in the previous recommendation, 

which can be further used for evaluating the project progress. In consequence, an impact 

case is relevant for evaluation because it provides better documentation of what is actually 

needed. Thus, the one-pager can be used throughout the process and after completion of 

the project in order to cross-check which tasks have been successfully implemented. We 

are aware that the impact case is not a way to measure the value, but it is a way to outline 

more concrete intentions and to evaluate the impact during and after the intervention. 

If a mixed-methods approach is not possible, we could measure either quantitatively based 

on potentially increased sales or qualitatively to evaluate the increased work satisfaction, 

new learnings and soft skills of employees. We argue that measuring quantitatively should 
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only be done if it is related to the captured value represented in a service or a product. As 

previously mentioned, we argue that value is captured and can be delivered to the customer. 

Thus, we claim that depending on how the customers like the product or service and how 

well it sells this can be a way of measuring an artistic intervention. Even though this can be 

one idea, we need to be critical because different factors can influence revenue and there 

does not exist a direct cause-and-effect link between the artistic intervention and revenue. 

Moreover, revenue might only be generated months or years after, thus it might still be dif-

ficult to evaluate and trace the effects back to the artistic intervention itself. This applies 

especially to large organizations in which many influencing factors exist. 

Measuring qualitatively can be done through surveys before and after an artistic intervention 

which could be the intermediaries’ role as a facilitator. Moreover, it is important that the 

intermediary stays in contact and forms long-lasting partnerships, as described in the third 

recommendation. Thus, they are able to come back after a year to see whether the effects 

of the artistic intervention have been able to last, and they can measure again and eventually 

follow up with further interventions. 

It has not been the main goal of this thesis to establish a concrete framework on how we 

can measure, which is further addressed in limitations in chapter 7.2. The topic of evaluation 

could be a single master thesis topic on its own, thus we need to be critical of this recom-

mendation since it does not go into great depth. However, we are still convinced that our 

recommendation of establishing a toolbox for evaluation serves as a good point of departure 

for further research. 

6.5 Educating to foster cross-disciplinary collaboration  
Our fifth recommendation is based on our research that shows that people lack 

an understanding of other professions and their added value, e.g., what artists 

can contribute to an organization. This is one of our most significant findings as 

it contrasts theory, and our recommendation is therefore highly relevant in order 

to foster artistic intervention. Moreover, this recommendation affects all of our other sugges-

tions as it highlights a societal need for integrating artistic processes in our lives.  
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Society's lack of knowledge of art, also affects how we express ourselves, as our research 

shows that we lack sufficient language to describe what we experience, e.g., how we expe-

rience an artistic process. We, therefore, argue that in order for artistic processes to be 

integrated into organizations in the future, we need to educate people in order to establish 

a cross-disciplinary understanding. This recommendation is supported by secondary data, 

such as Have (2019) who argues to educate children and young adults, as they constitute 

the labor force of tomorrow. Thus, we recommend including artful learning throughout the 

education system, to sustain children’s creativity. 

This could be done by having more artful classes throughout the education system, such as 

a course of design thinking and innovation, to learn about methods such as idea generation, 

play and ensemble. We believe that children and young adults have many great ideas, and 

their pool of ideas should be fostered and exploited. Students should go through the man-

datory science syllabus and in addition, learn about idea generation for radical and incre-

mental innovation. For example, a science project could be about sustainability, which is of 

great concern for us as well as new generations. Educating for artful processes could also 

be done by merging different art disciplines with mandatory courses, such as music and 

math, or acting and language courses. 

Moreover, we also see opportunities in higher academic levels, such as in business schools. 

For example, every degree could have a complementary semester, designed to offer new 

perspectives that complement the areas covered in the students’ chosen degree. The focus 

should be on learning about the dilemma of connecting different fields and logics as well as 

how to exploit the benefits of cross-disciplinary collaboration. In terms of including art, an 

example could be to learn the processes of improvisation, when students in marketing pro-

grams learn about customer experiences and value-driven strategies. Or finance students 

could draw the financial systems, to better explain the complexity to laymen. Students might 

be skeptical of the need of generalizing, instead of specializing in an academic field. How-

ever, the learning is in the ability to switch between roles and use both economic and artistic 

logic and to learn to be open to uncertainty through the artful processes. This is a vital com-

petence for future recruits who are to navigate themselves and others in the VUCA environ-

ment. In addition, we also recommend that the art community should collaborate with 

schools to a higher degree from kindergarteners to universities. Students need to experience 
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art in their everyday life, not only as a visit to the local museum or as decoration in the great 

hall, but as an active part of their environment and in their teaching. 

 

Moreover, connecting artistic processes throughout the education system is not only rele-

vant for the future of organizations but it is a choice of educating an entire society to teach 

people to think anew and develop their aesthetic understanding. It is a prejudice that the 

funding of the art world is a one-way deal, where the artists only receive (Have, 2019). What 

we have explored was that artists with their processes provide many tangible and intangible 

values and we must therefore acknowledge that art is not a luxury or weekend activity. In-

stead, it is an investment in our future as art is an important part of revitalizing our society 

which is highly important in a knowledge society and to ensure a competitive task force. We 

therefore also recommend that the politicians increase the funding to the art community, as 

artistic processes are one of the few things that can renew our society and make us able to 

face the great societal problems of today and tomorrow. 

 

6.6 Summary 
In conclusion, the provided recommendations are all interconnected, and the successful ap-

plication can create the needed intersection by bridging the economic and the creative logic. 

However, some barriers need to be broken down and initiatives need to be set in motion 

before we can implement them. Additionally, it is also a circular movement, where successful 

stories of the changes gained through artistic interventions and the learnings of how to ap-

proach this, will help to overcome these barriers even more. Thus, the recommendations 

offer a long-term perspective for implementing artistic interventions in organizations and 

contribute to the larger picture of creating resilient organizations and a creative society. 
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7. Conclusion 
In the following a conclusion of this thesis will be provided, by summarizing the main findings 

and answering the research question: 
 

How can artistic interventions be a way for organizations to increase creativity and foster 

innovation, and how can artistic processes be integrated into organizations for strategic 

development? 
 

This is followed by the limitations that this thesis should be seen in the light of, and finally, 

propositions for further research will be presented. 

 

Research has shown that there is a big potential for artistic interventions in organizations 

because of the benefits for (inter-)personal development and on an organizational strategic 

level (Berthoin Antal and Strauß, 2016). However, our research shows that learnings and 

practices from interventions do not stick to the organization after an artist has left. Thus, the 

gap between the theoretical potential and the practical implementation needs to be investi-

gated. The answer of this study is based on the empirical data collected through 15 qualita-

tive interviews as well as secondary data collection in the form of cases and theory. Through 

a qualitative content analysis, we have coded as well as categorized the data in order to 

form the basis for our analysis. This furthermore ensures the comparability of the results as 

well as the reliability of the analysis. Thus, we have been able to ensure validation through 

the chosen methodology. 

  

In our research, we found that an artistic intervention – the event in which an organization 

and an artist collaborate – can challenge the business landscape by creating the space and 

time for artistic processes to take place. While an artistic intervention creates the environ-

ment, the artistic process is the tool that will shift the definition of creativity in organizations 

from generating novel and useful ideas, to accepting ‘uncreativity’ and failures, foster em-

ployees’ aesthetic intelligence, and unlock their creative potential. Artistic processes can 

foster creativity and innovation through personal development, team collaboration and on a 

strategic organizational level. It is hereby proven that artistic interventions are not only ben-

eficial for their decorative purpose but can be a way to foster organizations’ creativity and 
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innovation, through having an impact on employees’ job satisfaction, encourage cross-dis-

ciplinary collaboration and innovative product development for increased value creation. 

 

Moreover, it was found that learnings and new skills developed from artistic interventions 

should be implemented in the organization's practices and ways of thinking in order for or-

ganizations to benefit to a higher extent. We have established that the artistic process con-

sists of three steps; problem identification, aesthetic experience and reflection, which are 

important for the integration of the learnings. The objectives for the project must be identified 

to connect it with the organization’s development and also to evaluate the impact throughout 

the project. The aesthetic experience develops the organizational members’ aesthetic ex-

perience and teaches them to see more, be present and think new. Finally, reflection is vital 

as it highlights the participants' learnings and makes them able to apply them in their every-

day practice. The act of taking the new behavior and skills with you into your work and 

profession is a key driver for implementing the artistic process in order to develop the or-

ganization and its strategy. Moreover, being open and transparent about the artistic pro-

cesses is an important task for the artist and intermediary, as it breaks down the barrier of 

artistic interventions being an opaque and risky investment for organizations. 

 

However, not only the artistic process needs to be managed. It was found that organizations’ 

infrastructure is not structured for artistic processes, as the creative or artistic agenda is not 

protected by a ‘godmother’ in the organization, as other agendas are. Therefore, organiza-

tions need to challenge their practices and develop their aesthetic intelligence in order be-

come imaginative and stay competitive. Organizations must fertilize the ground where the 

artistic thinking has to be planted, in order to structure for the interventions and achieve the 

full value of the investment. It is important to say that the structure should function as a frame 

for the intervention and open up the organization towards the benefits, however, it should 

not be a limiting factor for the artistic endeavor. 

 

Moreover, the top management's support is vital to create legitimization. It was found that 

time and space are key criteria, and managers should invest in them, to establish an inter-

space for the meeting between the artistic and the organizational logic in order to foster long-

term learning and integration of the processes. In relation, it is recommended that 
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employees have ongoing training to uphold these learnings. In addition, nuances to the dec-

orative objectives were provided, as it was found that visual art products remind the partici-

pants of their learnings. Furthermore, a framework e.g., the business model or the impact 

case, should be applied to define objectives and evaluate the short- and long-term effects. 

In relation, there is a shift in the way companies think of value, as it has been discussed that 

the benefits of artistic intervention cannot be measured only by tangible, quantitative meth-

ods. Therefore, involved stakeholders have to lobby for a new understanding of value, which 

can be done through establishing an ecosystem that can promote and support artistic inter-

vention. Moreover, it was found that key stakeholders have multiple and overlapping roles, 

but that they are equally responsible for a successful intervention. Finally, society’s general 

lack of understanding of art was identified, and it was recommended that artistic processes 

should be a part of the education system, as it is highly relevant for the future task force to 

deal with the VUCA environment. 

 

Structuring for the artistic intervention will lead to organizational development, as the artistic 

processes will affect how the organization thinks, how they hire new talent and how they 

develop products and create value for their customers. However, it is important to say that 

these findings and recommendations build on each other and only through enactment can 

we create new meaning. Therefore, it is necessary to work on the (inter-)personal develop-

ment before artistic processes can be the standard operation of the organization and an 

integrated part of the organization’s strategy and vision. 

 

In addition, an important finding is that the objective for an artistic intervention must never 

be to transfer the creative or artistic process into the organization. It will not be successful 

or assimilated, because the creative and economic logic would resist, or they would lose 

their originality which makes them capable of questioning each other’s practices. Instead, it 

is recommended to establish an interspace where people from the two logics can meet to 

establish a common understanding of each other and identify the value they each can con-

tribute to developing the individual and the organizational creativity and innovation. A key 

objective for an artistic intervention must therefore be to learn from other professions. The 

long-term impact can be seen in that organizational members' thinking is cross-disciplinary.  
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7.1 Purpose of the study 
The purpose of this thesis is hereby achieved, as we have determined the potential of artistic 

intervention in organizations through identifying several benefits that go beyond art as a 

decoration, and have provided proof of personal development, improved team collaboration, 

and organizational development on a strategic level. Moreover, our thesis answers the chal-

lenges of integrating the learnings and changes from the artistic processes into the organi-

zation’s practices by providing recommendations for how to bridge between the two different 

logics. Hereby the artistic process becomes integrated as a part of the organizational strat-

egy for innovation and value creation. 

 

In consequence, we have been able to provide new insights into artistic interventions and 

form a basis for future research. Thus, our recommendations have provided the ground for 

realizing the potential of artistic interventions in organizations through the integration of ar-

tistic processes. Furthermore, this thesis has been able to contribute to a bigger picture: As 

we have studied the field of artistic interventions in connection to creativity, innovation, en-

trepreneurship and playfulness, we have been able to contribute to the research field of 

organizational practices and their relation to management styles. This has been achieved 

by providing recommendations on ways to integrate artistic processes in organizations in 

order to move away from the rigid organizational structure, to a more cross-disciplinary and 

collaborative artful way of working. 

 

It was concluded that artistic interventions have a high potential for organizations in the 

complex business landscape of the 21st century. In the introduction, we formulated the need 

for new ways of dealing with the VUCA environment and a value shift towards soft capabili-

ties that enable organizations to not only survive but thrive. We are convinced that artistic 

interventions can be a way to make this value shift possible and that investing in art, artists, 

their processes and the integration of them into organizations and everyday life is a way to 

foster and revitalize the aesthetic understanding of society. This is highly relevant in order 

to shift the focus from profit to important matters such as building knowledge, the process 

of value creation and combining competitive forces in order to solve today’s and tomorrow’s 

societal problems. In conclusion, we recommend further research, investments and 
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promotion of the topic of artistic interventions and this thesis has taken the first step by 

providing recommendations to add to this field. 

 

Moreover, the implications of this research are relevant to the business practice taught 

through the Organizational Innovation and Entrepreneurship master program, because stud-

ying the field of artistic interventions is our way to investigate how to structure for more 

creative, playful, and entrepreneurial business models and it adds to the literature on man-

agement and its connection to creativity. 

 

7.2 Limitations 
The findings from this thesis have been limited by some factors that will be discussed in the 

following. The initial plan for the research design was to conduct our own case studies by 

visiting companies working with artistic intervention. However, due to Covid-19, it has not 

been possible. Instead, the research design consists of interviewees and secondary data 

from case studies. We have conducted 15 interviews with different actors in the field. In total, 

we have contacted 42 people and companies. However, not all of the people we have con-

tacted have gotten back to us and those who answered could not help us, did not have the 

time due to Covid-19, or could not remember the artistic intervention that their company had 

engaged in (App. C + D).  

 

Moreover, we asked all of these people for cases of artistic interventions. We did manage 

to find a few up-to-date examples, such as the projects that the interviewees Margit, Chris-

tian, Peter and David have been part of. However, many of the interviewees responded that 

they did not have any recent examples of artistic interventions, or that they were not allowed 

to tell us about the projects due to confidentiality. Our struggle to find contacts and cases 

might also be due to our relatively new insights and contacts in the field. Furthermore, the 

time span of our master thesis project is comparably short in relation to the length of some 

artistic interventions. Also, we found that the field of artistic interventions is relatively small 

and many of the interviewees knew each other or referred to each other, which might have 

limited us in performing a holistic investigation of different perspectives. Moreover, our 15 

interviewees are all positively set on artistic interventions, and we are critically aware of their 

bias. We did not ask all of the interviewees the exact same questions, as we learned during 
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the process of interviewing, and sometimes we knew that they were not in a position to 

answer. Furthermore, our empirical research is limited to Denmark, Sweden and Germany. 

The findings are therefore limited to countries with similar cultures of art and management 

theory. 

 

Finally, the Covid-19 situation has also affected our work and process. Given that the inter-

views were conducted online, the dialogue was partially limited, as facial expressions, as 

well as gestures, are more difficult to interpret. Moreover, all of our group work and supervi-

sion sessions have been held online. We see many possibilities in online meetings, how-

ever, in some parts of the process meeting face-to-face would have made brainstorming and 

discussions more giving.  

 

7.3 Further research 
This thesis deals with the use of artistic processes in the organizational environment and 

their effect on organizational creativity and innovation. We hope that the findings inspire 

further research on artistic interventions and how to structure for successful integration 

hereof. In the following, we will point to some gaps in the research.  

 

One main finding is a gap in the theory on how to anchor the changes from the artistic 

intervention in the organization and how to integrate artistic processes in practices for future 

benefits. Overall, we recommend that researchers develop an implementation strategy for 

the narrow field of artistic interventions. Moreover, another main interest for scholars in this 

field is to assess the added value of artistic interventions. However, concrete suggestions 

on how to measure and evaluate the impact are missing, which is problematic for managers' 

interest in investing in interventions. Another finding is the need for networking, and we rec-

ognize a need to research how to foster partnerships between the economic and creative 

logic. In addition, research should also dive into the different stakeholders’ overlapping roles 

and parts in forming partnerships. In relation, we concluded that the employees have an 

active role in securing the implementation of the artistic processes, and we urge other re-

searchers to conduct empirical data on this group, which we were not able to due to the 

Covid-19 situation. Moreover, artistic processes and how to make them more transparent 

should be investigated to keep artists’ originality and to minimize the risk of investing in it. 
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Furthermore, we have discussed whether artistic processes are more relevant for B2C or 

B2B, a topic that could be explored further. In general, there is a need for more case studies 

to provide context-specific insights, and in addition, also researching and learning from 

cases of failed interventions. Additionally, this thesis has focused on what artists can do for 

companies, however, it would also be interesting to ask what organizations can do for the 

artists. Finally, since our research has been geographically limited, it would be relevant to 

examine artistic interventions in cultures with a different view on management and artistic 

processes and their interconnectedness. 
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