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Preface

As marketing academics, the authors have been struggling for some time
to come to terms with the worrying anomaly that, despite the often cre-
ative efforts of marketing practice, creativity in marketing theory is
largely absent. There is a reasonably long history of pleas for new mar-
keting, re-imagining marketing and other paradigm-like calls but, save
for some creative efforts in consumption studies, very little has been
written in marketing management about creativity. We live in a world
where globalisation and technology effects make it more important than
ever before to be able to think creatively in order to create competitive
advantage. This book appeals to those of us who are prepared to think
unconventionally, at least occasionally, so that our ideas are not merely
repetitions and reworkings of pre-existing concepts.

The paucity of material on creative marketing and the highlighting of
the need for creativity in marketing from the earliest academics revealed
the need for a book such as this one. Creativity is needed not just in mar-
keting practice but also within the academic community. Intelligence is
undoubtedly an important characteristic, but this does not necessarily
equate with creative thinking. To be truly creative in a marketing sense
may mean actually listening to what practitioners have to say about mar-
keting theory and to subsequently facilitate, if not derive, a form of mar-
keting which can be used by both practitioner and academic alike.

With this in mind, the authors discussed their ideas with colleagues in
the field and read widely in related and seemingly non-related fields.
Marketing is ultimately socially, artistically, and scientifically influenced
and therefore a disparate literature base was consulted in order to con-
struct the arguments presented in the book. The authors are both experts
in their fields, with a keen understanding of marketing and creativity, and
write in a non-technical manner in order to make their contributions
accessible to the widest possible audience. Our book places on record the
importance of creativity to the marketing discipline and positions cre-
ative marketing at the forefront of discussion, in order to emphasise
its global importance to economic and social debate. The book is the
product of a creative partnership between Ian Fillis in Scotland and Ruth
Rentschler in Australia: evidence in itself of the global, networked,
information-based society in which we live making possible new connec-
tions and creative outcomes not imagined even a few decades ago.
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An Introduction to Creative
Marketing

Ah, but a man’s reach should exceed his grasp, or what's a
heaven for?
Robert Browning, Andrea del Sarto, called ‘The Faultless Painter

What is creative marketing? What are the links between the existing
marketing literature and creativity? How can creative marketing help
practitioners and enrich theory? These are the questions we set out to
answer in Creative Marketing. We explore marketing from a creative
standpoint. In order to do that, we take the simple premise that all the-
ories of marketing are based on metaphor. Use of metaphor is a way of
seeing and understanding in a distinctive way. Metaphor creates
powerful insights as it gives a way of reconceptualising marketing on
the understanding that no single theory will give us a perfect view of
marketing. For these reasons, it seems a useful starting point as the
term ‘creative marketing’ is a metaphorical extension of the notion of
commodities between buyer and seller.

We recognise that the challenge to find fresh ways of seeing and
understanding marketing will help us deliver better customer value. As
Morgan found, some metaphors tap familiar ways of thinking; others
develop new insights.! Collectively, metaphors generate a range of com-
plementary and competing insights that build on the strengths of the
different points of view. The feature of the metaphor is that it creates
‘evocative images’ that would not otherwise be apparent. Figure 1.1
illustrates the overlap between marketing and creativity as evoked by
visual metaphor.

There are implicit and explicit indicators of creative marketing as
metaphor. Implicit indicators are seen in changes to market, strategy,
structure and needs. For example, Howkins states that copyright
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Figure 1.1 The nature of creative marketing
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became the leading export in the United States in 1997, producing
over $414 billion worth of books, films, music, television programmes
and other similar products.? Flew observes that it was in 1997 that the
Spice Girls became Britain’s leading export, through sales of their
music, film attendances at Spice World and ancillary merchandising.’

In the same year, the Rolling Stones earned $200 million from CD
sales, merchandising and concerts. The Rolling Stones have perfected a
business model that any executive would admire, the most successful
and enduring brand in the music business. Four decades into the busi-
ness and with the key singers into their seventh decade, the Rolling
Stones have exploited globalisation and brand power. Using the Boston
Consulting Group matrix, the Stones are a ‘cash cow’ business in a
mature phase, no longer developing new product or investing in new
businesses. However, they just as consistently bring in the money.* The
group’s success is still due to a product that pulled them out of a
crowded market. They have sustained the fundamental intellectual
capital: the songs. Each unit of intellectual effort is sustained by
recording, licensing, touring, royalties and merchandising. While the
‘don’t care, anti-establishment rock’n’roll’ model sustains the brand, it
does not sustain the business, which is built on a sound model of inter-
locking companies.

Explicit indicators are evident in comparisons of three different
product/market approaches to launching the creative products of the
Rolling Stones, Spice Girls and Australian contemporary dance com-
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Figure 1.2 Comparison of three different potential product/market approaches

Product Market
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demand

Source: Modified from Coulson 2003 unpublished paper

pany Chunky Move (Figure 1.2). Creativity as product, such as the
development of the Rolling Stones songs in the 1960s, suggests implicit
metaphors are evident in the way in which marketers think and con-
ceive their ideas, such as how they develop and launch products into
the marketplace. The way the Spice Girls were brought to market con-
trasts with the way the Rolling Stones product was brought to market.
By combining product and market focus, extraordinary value and eco-
nomic and social impacts are created. This is seen in the third way of
marketing such as for Chunky Move.

These three different ways of thinking demonstrate complementary
and competing insights which build on the strengths of different
points of view. Creative marketing can mobilise the power of metaphor
in a growth industry - music. Metaphor is relevant to digitisation, con-
vergence, micro-enterprise start-ups and small to medium enterprises,
especially those in the area of intellectual property, where it is seen
that no single theory will give us an overall view of marketing.
Ditferent metaphors have far-reaching consequences for different areas
of the music industry. Creative marketing allows us to recognise those
differences and use formative experience to apply the appropriate
metaphor to the business model at hand.

While analysed in this way, creative marketing is seen to be a part of
organisational life, and yet the relationship between creativity and
marketing remains almost invisible in the marketing textbooks. Here
we attempt to loosen the strictures of organisational conformity that
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have bound marketing thought for decades by using metaphor to link
concepts to real world changes.

For the purposes of this book, creativity is defined as a way of achiev-
ing a balance between creating new ways of doing things and building
on established tradition and generating new ideas and approaches to
the reworking of existing ideas and concepts. Creativity has been
researched in many disciplines, including psychology, psychotherapy,
science, management, education and the arts, to name a few. Creativity
is also fundamental to marketing. However, it has not been researched
much at all in the marketing discipline.

Marketing is defined as a social and managerial process of inter-
personal influence by individuals and groups to ensure that they
obtain what they want by creating, offering and exchanging products
of value with others. Writing in the first quarter of the twentieth
century, the leading economist Schumpeter called attention to the
great strength of entrepreneurs to revolutionise patterns of production
and use creativity to overcome the stultifying effects of large organisa-
tions on creativity.> Conversely, as discussed in this book, corporate
entrepreneurship suggests that there is some sort of creativity evident
in large organisations.

Marketing is in the middle, between the creativity that occurs in the
field and the academic discipline that spawned it. Marketers are like
midwives bringing ideas to birth. They are not only involved in the
innovation, production and distribution of new product but also in
creating a new kind of content and new kinds of customers. It is in this
sense that marketing can benefit from creativity. Developing new
product, content and customers requires people to use their imagina-
tion to exploit the economic and social impact of these things on
society — this takes creativity.

This book is about more than creativity and economics. Both creativ-
ity and marketing are attempting to visualise and represent the needs
and wants of people to create a new reality. They need to use the same
thinking and creating processes. This has not been evident in the way
marketing is presented to the world in books and articles. In summary,
creativity can benefit from marketing and marketing from creativity.
We examine the interface between creativity and marketing, so that
each can benefit the other and the emerging discipline of marketing
can be enriched by a widened application of thinking. The discussion
in this book draws liberally on the authors’ keen interest in the creative
industries and the arts for examples and paradigms of use to marketers
in the new economy. The creative industries are part of a new type of
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small or micro-enterprise that is growing alongside larger firms. These
firms have their own characteristics peculiar to them and in need of
analysis.

We agree with Howkins® that science, the arts, technology and intel-
lectual property comprise the creative industries. We further agree that
the arts have no monopoly on creativity. Creativity occurs across all
industry sectors. It is not solely the preserve of the creative industries.
However, successful creative marketing practice is identified within
these ‘creative’ organisations. Some of these organisations suffer from
severe resource constraints. Nevertheless, they have been able to grow
successfully through entrepreneurial exploitation of their creative mar-
keting competencies. The rationale for examining practice in the cre-
ative industries is that resource constraints are creatively overcome,
despite the fact that these constraints are often greater than in other
sectors. This being the case, firms in other sectors are viewed as equally
capable of developing similar creative behavioural paths.

The study

We have used various methods of collecting data, including longitud-
inal, historical and contemporary methods, as well as the use of meta-
phor as the linking concept between all methods. While annual reports,
biographies, interviews and case studies gave us rich and complex data
on creativity in organisations, surveys and published statistics gave us
cross-sectional information at particular points in time. For over ten
years, we have studied a wide range of organisations and individuals in
the for-profit and non-profit arts, and the high-technology industries
in the United Kingdom, Republic of Ireland, Australia, New Zealand,
United States and various regions in Asia. The results of these individual
and joint projects are included in our discussion. In each research initi-
ative, our intention has been to study which marketing practices have
been linked to creativity and which have not. Textbook marketing has
tended to focus on creativity in advertising, sales management and new
product development. Marketing practice involves a much wider range
of creative approaches, from short-term tactics to long-term marketing
planning and strategy.

Book outline

Three things differentiate this book from similar titles. First, it is based
on sound and extensive research into marketing and creativity over a
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number of years. The wide range of research is cited at the end of the
book. Second, it provides a more balanced approach to marketing than
has previously been the case. Most publications on marketing focus on
large firm needs, although this is beginning to change with the rise of
small firm and entrepreneurship literature. Third, it differentiates the
term by the use of ‘creative marketing’. Marketing and creative market-
ing are not the same concept. In fact, by delineating the term as ‘cre-
ative marketing’ we seek to carve out a niche that defines what
‘creativity’ refers to and how it can be measured and used by mar-
keters. While numerous commentators have picked on aspects of the
themes in this book, there is still no adequate conceptual framework or
working model of creative marketing. In this book, we offer such a
framework.

Creative Marketing stands as a treatise to creative marketing as meta-
phor. The metaphors are selected to illustrate a broad range of ideas
and perspectives. They are by no means meant to be all-inclusive, but
rather to open debate in a field that has long been prescriptive in its
approach. In this way, Creative Marketing is different from most market-
ing books. It has a clear point of view: that metaphor is central to the
way we read marketing, but that no one perspective should dominate
marketing. It offers a way of looking at marketing that is intended to
be provocative while aiding understanding of marketing in a changing
world. The marketing of an organisation’s product is too important to
its image and reputation to be left without analysis of what best meets
its needs. Creativity is not a new concept; neither is marketing. What is
new is the nature and extent of the evocative images suggested by the
relationships between them. These relationships are explored in the
book.
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The Emergence of Creative
Marketing

Erect no monument. But let the roses
Blossom every year for his memory’s sake.
For it is Orpheus. His metamorphosis
Into this one and that.

R.M. Rilke (translation by C. F. Maclntyre) Sonnets to Orpheus I, 5

The purpose of this book is to examine the concept of creative market-
ing metaphorically and how it can enable the marketer to establish
and maintain competitive advantage in the marketplace. Creative mar-
keting is used as an umbrella term to capture concepts from marketing
and creativity. Creative marketing is found in innovative, risk-taking
and proactive small firms and micro-enterprises, but is also practised in
larger organisations that embrace forward-thinking strategies rather
than using formulaic past practices.

In this chapter, we identify and examine the six core dimensions of
creative marketing. We also explain the advantages of creative market-
ing. This chapter synthesises insights from the literature on sociology,
art, marketing, creativity, entrepreneurship, and leadership and change
management. Linkages are established between creative marketing and
these other literatures. We present a model that includes key factors in
the concept of creative marketing.

Marketing has been called a number of things by various recent
authors, including troubled, irrelevant, out of step with practice, over-
reliant on rules and formula-based thinking, over-reliant on the whims
of customers, imitative and focused on selling products rather than cre-
ating markets.” To understand creative marketing, we first need to
understand the meaning of the terms marketing, creativity and finally
‘creative marketing’.
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Development of marketing theory and practice

Marketing
Marketing is generally held to be a profitable exchange process that
satisfies both individual and organisational needs and achieves value in
a market setting. Marketing is a customer-oriented philosophy that
guides all related activities from conception, pricing and promotion to
distribution of ideas, goods and services. Due to increasing globalisa-
tion and technology that create turbulent, chaotic business environ-
ments, marketing needs to be reconceptualised in line with the realities
of contemporary commercial practice. In order to do this, we turn to
the background of the marketing concept by giving an overview of
the development of marketing theory and practice (Figure 2.1). The
authors’ reservations about traditional marketing theory are mainly
due to its stepwise, inflexible application of out-of-date principles.
There is no doubt that marketing concepts have developed since the
years of its inception in the 1950s. Figure 2.1 shows the developments
in marketing since then.
When most people hear the word ‘marketing’ they still hear ‘busi-
ness structure’. Marketing developed from a consumer goods focus in the
1950s. Many of its principles today are embedded in those developed

Figure 2.1 Development of marketing theory and practice

Consumer goods marketing

Customer catching %

Industrial marketing ] %

Nonprofit and societal marketing }

Services marketing ;

Lo ¢ ! Entrepreneurial marketing ;
' : . | Customercreating |
: Creative marketing i
s P i

1950s 1960s 1970s 1980s 1990s 2000s }

Source: Modified from Kotler et al 2001
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for consumer goods more than fifty years ago. It is no wonder, then,
that some of the principles do not fit the small, service-oriented organ-
isation that typifies business in the twenty-first century. Marketing can
be defined as a social and managerial process by which individuals
and groups obtain what they need and want through creating and
exchanging products and value with others.® This definition has cer-
tainly developed from the 1950s and 1960s where marketing was con-
sidered to be the process in society which determines the demand
structure for economic goods and services through anticipation and
enlargement and satisfaction through the conception, promotion,
exchange and physical distribution of those goods and services.’

The industrial marketing model is grounded in language and meta-
phor suited to formal decision-making within a tightly structured hier-
archy. This model is questionable today, as much creative activity takes
place in small or micro-enterprises, with independent entrepreneurs or
in cross-disciplinary teams pulled together for the explicit purpose of
achieving a particular vision. An important theoretical development
posed in this book is that creative spillovers may occur in a variety of
units of observation - individuals, small or micro-enterprises and other
areas of society - rather than only in large organisations.

Our definition of marketing relates to, yet differs from, the definition
offered by Lovelock et al, for example, whose view of marketing as a
service, especially for non-profit and societal marketing in the 1970s,
led to the focus on services marketing in the 1980s.1° This focus provides
an experience or a performance for the customer. A theatrical meta-
phor for service delivery could be the staging of a play, with service
personnel as actors and customers as the audience. This definition is
moving closer to the authors’ thinking on marketing.

Marketing did not emerge in its present form until after the Second
World War, so it too is a creature of the era of transformation. It was
initially conceptualised as belonging to the needs of large business
organisations. But it was soon realised by early adopters like Philip
Kotler that marketing also applied to non-business organisations,
through consideration of the broadening of the marketing concept.
The business environment has changed, with factors such as globalisa-
tion and the increasing impact of technology resulting in a market-
place characterised by fragmentation, mass customisation, chaos and
non-linear behaviour. However, these early realisations were put aside
due to the dominant needs of the large-scale business organisation.

We now know that marketing can be applied to all sorts of organisa-
tions, from large-scale business to non-profit and government organ-
isations to small-scale and micro-enterprises. However, what we do not



10 Creative Marketing

know is the form that marketing should take. Is marketing knowledge
a generic function of all organisations, independent of size and type?
Or does it need modification in the new world of transformation in
which we live? There is evidence from marketing writers that there is
also a transformation occurring in our understanding of the needs of
marketing knowledge for the new organisation in the creative eco-
nomy. The task of marketing now could be accurately defined as being
responsible for the application and performance of new knowledge.
Key reasons for this belief can be gleaned from the experience of entre-
preneurial marketing in small to medium enterprises in the knowledge
economy of the 1990s. Entrepreneurship is a process that occurs in all
types and sizes of organisations, from micro-enterprise to global firm. We
define entrepreneurship as the process of creating value for the com-
munity by bringing together unique combinations of public and private
resources to exploit economic, social or cultural opportunities in an
environment of change.!! Entrepreneurship has three underlying dimen-
sions, noted by many contemporary authors on the topic: innovation,
risk-taking and pro-activeness. Innovation is the manner in which the
entrepreneur searches for new opportunities, or the way they bring ideas
to fruition. The test of innovation lies in its success in the marketplace of
ideas, rather than in its novelty alone. Risk-taking refers to the manner
of carrying innovation to the (new) institution, society or community.
It refers to the willingness of people to commit significant resources to
opportunities that are calculated to succeed. Pro-activeness is concerned
with making things happen by perseverance, adaptability and by break-
ing with the established ways of doing things. We have extended the
definition of entrepreneurship from a for-profit focus to include
Schumpeter’s ‘“creative-destructive” process of capitalism’.'? The eco-
nomists Jean-Baptiste Say and Joseph Schumpeter produced an interpre-
tation of the term that identifies entrepreneurs as ‘the catalysts and
innovators’, more appropriately describing their contemporary role.™
Relating entrepreneurial marketing to creative marketing is not altogether
straightforward: while researchers in entrepreneurship make some
mention of innovation, they do not usually mention creativity.

Creativity

Creativity is not a new term. There is no universally accepted defini-
tion of creativity. Dictionaries define creativity as showing imagination
as well as skill. Creative activity is a balance between innovation - cre-
ating new forms — and adaptation — building on established ways of
doing things. Creativity is an attribute of a process, product, place or
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person. It needs to be understood as something intrinsic, not opposed, to
the productive capacities of contemporary global, mediated, techno-
logy-driven economies.!* As a discipline, creativity provides the back-
ground to the marketing knowledge base that is critical to successful
innovation. It is a source of insight into the consequences of moving
to a knowledge-based economy. Creativity has become a contributor to
a vast range of undertakings including marketing.

This book sources numerous creativity dimensions evident in the
cross-disciplinary literature. For example, the early twentieth-century
schools of psychology such as structuralism, functionalism and beha-
viourism ignored creativity, while popular creativity ‘experts’ promoted
creative thinking without substantiation. However, there are now jour-
nals devoted to creativity research such as the journal of Creative
Behaviour and the Creativity Research Journal, as well as innovation-
related publications such as the International Journal of Innovation
Management and Creativity and Innovation Management. There is a lack of
agreement regarding the location of creativity (in an individual, as a
product or as a process) but there is acknowledgement that it occurs on
different levels such as the personal (P-Creativity), the historical/ societal
(H-Creativity), the organisational (O-Creativity) and even animal cre-
ativity (A-Creativity). Contemporary creativity research is found in fields
not automatically considered to be creative, such as engineering and
computer programming, where a number of tangible and intangible
skills are required, such as synthesis of ideas, decision making in the face
of a variety of factors and the application of scientific principles.'s

In this book, creativity is defined as doing imaginative and non-
routine things and also building on tradition to achieve profitable out-
comes. In marketing, there seems to be an inevitable and continuing
tension between the establishment and maintenance of tradition, and
the interruption of achieved equilibrium in the interests of new poss-
ibilities of experience. The creative role in marketing most often
applies to the owner/manager of the small or micro-enterprise (though
it could also apply to the larger organisation via corporate entrepre-
neurship) and is a perceptual response to the environment, which may
induce a high or low frequency or degree of creativity. Creativity is not
an all or nothing concept. The variable nature of creativity is illustrated
in Figure 2.2.

Following Morris, the term ‘creative intensity’ is used to illustrate the
combined effects of the degree and frequency of creative behaviour at
the individual, organisational or societal levels.!® In this sense, creativity
is seen in two ways in relation to the marketing and entrepreneurship
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Figure 2.2 The variable nature of creativity
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interface. First, it is seen as part of marketing. Here the interface is con-
cerned with the application of tools, concepts and theory in supporting
innovation in the small to medium enterprise. Marketing management
has been notorious in its resistance to change, even in the light of
theory being increasingly out of step with practice. Second, marketing is
seen as part of creativity and entrepreneurship. This dimension repres-
ents ways in which new attitudes and behaviours can be applied to the
development of marketing programmes. There has been recent empir-
ical work in this area linking marketing, entrepreneurship and creativ-
ity.!” It is possible that creativity, entrepreneurship and marketing are
part of the same philosophy, integrating innovation, market leadership
and new ways of thinking and acting.

Evidence of creativity is identified over millennia. Creativity is linked
to magic, genius and psychology, to name but a few of its aspects. The
creative psychology is most evident in science and art, where a number
of individuals have attained heroic status through their creative philo-
sophies, discoveries, practices and products. As well as a personality
characteristic, creativity has been viewed as a process and a system and
been grounded within sociological contexts. A number of attempts have
been made at modelling, measuring and testing creativity, although it
must be recognised that no single interpretation has been able to cap-
ture the essence of creativity. Creativity is viewed as a central element
in problem solving and there are a number of ways in which creative
thinking can facilitate decision making. There are clear links between
creativity and innovation, with many viewing innovation as a necessary
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result of creative thinking. It has also been shown that creativity for cre-
ativity’s sake can result in very profitable outcomes.

Creative marketing

Creative marketing has emerged in response to the need for marketing
thinking to broaden so that it encompasses the realities of contempor-
ary business practice. Creative marketing refers to the process of bring-
ing new approaches and ideas to problem-solving to achieve results in
pecuniary and non-pecuniary terms. In this sense, marketing relates to
either profitable or social organisations as well as individuals. It links
creativity to innovation: creativity being the development of new ideas;
innovation being the application of those ideas to practical use. This
new marketing needs to create the conditions, whether in large firms,
small firms or micro-enterprises, that make it possible for people to
solve problems and invent new strategies for achieving results. Creative
marketing involves the intuitive juxtapositioning of existing useful
ideas, frameworks, concepts and theories in an effort to close the
theory/practice gap present within marketing as a discipline. It entails
the construction of a new paradigm of thinking which has its ground-
ing in areas outside what we call the ‘marketing academy’ or traditional
marketers. The structure of the discussion is outlined in Figure 2.3.
Creative Marketing draws from a diverse range of disciplines in order
to inspire entrepreneurial thinking and practice among those market-
ing academics who wish to push the boundaries of knowledge. Further,

Figure 2.3 Dimensions of creative marketing
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it attempts to relate and define how the entrepreneurial marketing
practitioner gains competitive advantage through the use of creative
thinking as a strategic weapon. Creative marketing practice offers an
innovative, proactive and opportunistic approach to creating value for
customers by bringing together unique combinations of public and
private resources to exploit economic, social or cultural opportunities
in an environment of change. Clearly, there are similarities to and
extensions from the entrepreneurship concept.

Creativity is also linked with knowledge and thinking, and with
moving from thinking to acting. Knowledge, rather than land, labour
and capital, has become the quintessential resource which creates new
dynamics and new ways of managing to meet the challenges presented
by a changing world.'® This new view of creativity has enormous impli-
cations for marketing. Marketing is a repository of knowledge and
seeks to communicate that knowledge to the public. It is undergoing
significant change and is seeking new ways of doing things.

Creativity has been researched at three levels. First, it has been
researched at the individual level of the creative genius, innovator or
change agent. Second it has been researched at the social level,!”
exploring aspects of creativity, recognising that creativity occurs within
a particular culture field and domain. Third, it has been researched at
the level of a particular discipline or field, such as culture, science or
psychotherapy. Authors link the individual level with the environ-
mental in the field of creative marketing. This third field of endeavour
is new for the study of creativity. In other words, while creativity itself
is not a new concept or field of research, creative marketing is a new
domain of creativity research. We pull together a set of literature to
develop the elements of creative marketing discussed below. Our
approach leads to insights into the development of a new type of mar-
keting with the opportunity to provide a road map for future market-
ing activity in theory and practice. Creative marketers can help
individuals, organisations, cities, regions and society explore uncharted
territories and move beyond the formulaic known realms and into a
new realm. These possibilities are the subject of this book.

The creative industries and the value of creative knowledge

The theories of Richard Florida and John Howkins have exerted a
powerful influence over the development of the concept of the creative
industries.2® While their theories are centred around finding new ways
of developing the economic development opportunities of cities and



The Emergence of Creative Marketing 15

regions, they are also capable of being modified for use in the develop-
ment of creative marketing theory. Florida asserts, for example, that
the future economic prosperity of cities and regions depends on their
ability to attract the ‘creative class’: those who add economic value
through their creativity. Of particular interest are those people who
provide the creative core: lawyers, information technology experts,
architects, educators, artists, sports and media people. Interestingly,
marketers are not mentioned, unless they are considered as part of edu-
cators in marketing. The premise of this book is that marketers should
be part of the talent networks — but that this requires a paradigm shift
in how marketers think and go about their work.

There is a cohort of countries that have experienced a significant
shift in investment and employment away from manufacturing and
towards services. England, Republic of Ireland, Scotland, Australia, New
Zealand, the United States, Taiwan and Singapore are some of those
examples. In addition, there has been a technological shift from labour
intensive to capital intensive industries. Alongside this has gone a
greater commitment to leisure and recreation fostering the growth and
development of the creative industries. Accompanying these shifts in
economic priority, has been the development of key international the-
oretical frameworks upon which the creative industries are based. The
creative industries play a significant role in promoting interconnecting
discourses, rationales, contradictions and consequences in key inter-
national influences and exchanges.?!

Yet despite the growth and importance of the creative industries,
there has been little investigation of them until recently. One import-
ant consequence of this change in the nature of industry is that the
creative industries are emerging from the shadows of irrelevance to be
recognised for their importance to the economy and to the emerging
marketing theory offered in this book. Further, they are recognised for
what they are: a fast-growing and significant aspect of the world
economy.

A creative industries philosophy reconfigures various elements of
existing industries. These developments have profound implications
for creative marketing (see Table 2.1). The technological revolution
affected arts and cultural creation and distribution. The role creativity
plays has become a core issue for the new economy. Different types of
people are seen to contribute to creative fields - from artists to archi-
tects to urban designers. They are seen as the source of innovative
ideas, as ‘knowledge workers’, part of a creative class of individuals
who generate new products, processes, places and people. These con-
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Table 2.1 Emergence of creative marketing
Evolution of Product Selling Marketing Post-modern
marketing focus focus Science marketing
Focus focus
Product Object-centred Need effort Enhance with Differentiate
to sell services audience
segments
Marketing Data Sell benefits; Promote as Shared
function gathering build brand means of service
identity communication philosophy
across the
museum and
with its people
Marketing Low resources; Increased Management Strategic
position low status resources status integration
Market Irrelevant Need to Profile Needs, wants,
Knowledge locate attitudes,
behaviours
Segmentation General, socio- Visitor Geo- Attitudinal and
demographic studies demographic behavioural
change

Source: cf Morris Hargreaves McIntyre 2002

cepts are part of the emerging creative industries, a broad cross-section
of society which ranges from visual arts to computer games, fashion
festivals to multimedia. The creative industry sector encapsulates all
sizes of business, from the micro-organisation, to the small and
medium sized enterprise, through to the trans-national corporation.

Elements of creative marketing

The UK Creative Industries Task Force (CITF) was formed to identify
activities that intersect with wealth and job creation and that are
grounded in individual talent, skill and creativity. Their perceived basis
for success is the generation and exploitation of intellectual property
within areas such as advertising, architecture, the art and antiques
market, crafts, design, film and the performing arts (Cunningham,
2002). In Australia, the creative industries were recently estimated to be
generating thirteen billion dollars per year and employing 336,000
people.?? In the United Kingdom, recent figures suggest that 1.4 million
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Figure 2.4  Six metaphors of creative marketing
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people are employed in the industry and that the economic contribu-
tion is more than 90 billion pounds sterling per year (Smith, 2001).23

Six perspectives on creative marketing

This book’s approach has led to the development of six perspectives of
creative marketing. The perspectives share elements with both entre-
preneurship theory?* and creative industries theory.? (Figure 2.4)

Strategic technological development

Strategy theory is about how organisations innovate, drawing on
certain elements of tradition, such as values and core mission, as well
as creating services and products that are entirely new. Strategy is relev-
ant to a discussion on creativity because it emphasises the theoretical
underpinning of organisations and how they adapt in times of change.
It emphasises the need to attend more to the external context, to be
sensitive to customers and markets and recognises the increasing com-
plexity and variety of organisational forms and alliances. Strategy
theory is complemented by studies of organisations that discuss the
need for strong leadership in order to create new customer bases and
creativity in times of change.?
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Customer creating

All creative marketing strategies must exploit an innovation, achieving
leadership within a given environment - otherwise they only create
opportunities for the opposition.?’” Leadership is associated with
change and creativity and has been recognised in the conceptual and
empirical literature for some time. Leadership in marketing is not only
about giving customers what they want but about creating new cus-
tomers in new and existing markets. Change management is crucial to
customer development. In twenty-first century marketing theory, indi-
viduals are the source of new ideas. Individuals develop creative
responses to societal and organisational problems and can push for
change before opportunities dry up or become obsolete. As Rosabeth
Ross Kanter says in her outstanding book The Change Masters, ‘innova-
tions, whether in products, strategies, technological processes, or work
practices, are designed not by machines but by people’.2® The market-
ing discipline needs to understand the social dimensions that impact
upon it and on business in general, and the role of individual cus-
tomers in creating new possibilities.

Resource leveraging

Resource leveraging is seen to impact on creativity, as acquiring funds
is considered a creative venture that allows the organisational vision to
be realised. An ability to do more with less implies that creative mar-
keters are not constrained by the resources they have at their disposal.
They leverage resources in various ways - stretching them, getting uses
out of them that others are not able to, using others’ resources, raising
funds and complementing resources so that the combined value is
greater than the parts. Creativity here needs to be understood as some-
thing intrinsic, not opposed, to the productive capacities of contempor-
ary global, mediated, technology-driven economies.?

For example, in Australia the Indigenous art industry contributes
$100 million annually to the economy. However, grave concerns have
been raised as to its resourcing, generating national discussion on its
ethical framework. Leveraging resources for the Indigenous art market
plays a significant role both in promoting appreciation for the accom-
plishments of Aboriginal culture and within broader concepts of the
export of the creative industries.?* New ways of managing resources in
the Indigenous art market are needed to better support emerging and
established artists in a globalised economy. There is a pressing need for
future research to develop a new framework for the operation of this
market.?!
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Creative marketing is essential for resource management in an
emerging industry sector dominated by micro-enterprises and small
business. One of the characteristics of small firm marketing is their
limited resources, which in turn leads to the need to leverage resources.
This view is consistent with resource dependency theory. Resource
dependency theory suggests that organisations adjust in response to
the amount and type of resources available, such as funding.*?

Calculated risk-taking

Risk-taking has been identified consistently as part of the entrepreneur-
ial manager’s toolkit. It involves pursuing opportunities as they arise.
Creative marketers also take calculated risks in developing new products
or processes, leading customers to new ways of using products or to new
products themselves, borrowing or sharing resources or creating part-
nerships with suppliers, distributors or competitors. Calculated risk-
taking has formed part of the practice of marketing in both profitable
and social organisations for centuries and yet it is only now emerging as
an avenue for investigation within the discipline of marketing itself. We
need to risk creating conditions to make it possible for individuals and
organisations to benefit from experimenting, creating, developing and
testing ideas that require intellectual effort. The new marketing needs to
create the conditions, whether in large or small or micro-enterprises,
that make it possible for people to do things in unconventional ways.
The workplace environment should encourage creativity, not compli-
ance to and reliance on existing structures and thinking.

Creative imagination

The creative marketer knows that creative imagination plays an inte-
gral part in marketing success. Situations where only linear, algorith-
mic understandings are allowed limit creativity. Rather, creativity is
best achieved when flexible, exploratory, non-predetermined paths are
possible. There is an increasing call within academia for creativity, but
it remains sadly lacking within traditional marketing.

Today’s economy is predominantly a creative economy. Interest-
ingly, this view is held by economists, urban innovators, geographers
and management theorists, to name a few.?® The increasing value of
creative imagination is creating a greater emphasis on intellectual
property, networks, brands and talent.

As discussed earlier, there has been a rapid spread of recognition of
the breadth of the creative industries and their reliance on a new type
of knowledge. Much of that new type of knowledge is based in the
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development and growth of intellectual property. Intellectual property
is a legal term. It is defined as an intangible, artificial construct that
came into being when legislators invented it for the purposes of pre-
scribing an owner’s rights. Many creative products, though not all,
qualify as intellectual property. It includes the areas of patents, copy-
right, designs and trademarks. There is an excellent analysis of this
growth market in Howkins’ book The Creative Economy: How People Make
Money from Ideas.>* The important point here is that intellectual prop-
erty has gained credence due to its reliance on preserving people’s cre-
ative imagination so that they and/or society can benefit from it in the
long-term. Achieving an appropriate balance between individual and
societal benefit causes a tension in the law and people’s response to it.

The creative industries and the creative economy are largely consti-
tuted of intellectual property. Like intellectual property, creative mar-
keting is a cluster of intangible services consisting of transactions of
creative products. As Howkins states, ‘each transaction may have two
complementary values: the value of the intangible, intellectual prop-
erty and the value of the physical carrier or platform (if any)’.*®
Creative imagination, then, is linked to the new technologies, new
businesses and non-profit enterprises (large and small), new wealth and
other economic and social developments that flow from it. As a result,
Florida argues, our lives have begun to resonate with a ‘creative ethos’.
Creative ethos is a fundamental spirit of imagination. This can be har-
nessed by marketers in that it provides the underlying infrastructure
which facilitates the flow of knowledge and technology.

Sustainable innovation

While often discussed outside marketing theory, in the general man-
agement literature, sustainable innovation is about new knowledge
development and the implementation of creative ideas. People can
soutrce knowledge and information from around the wotld by a click of
a mouse, causing the way we operate to be turned on its head. This
should lead to globalisation of markets and marketing as faster com-
munications diminish the role of the local environment. However,
today’s world is dominated by creative ‘clusters’ of knowledge and
technological advantage that are increasingly reliant on local things
such as relationships, motivation and skills. These clusters place an
emphasis on local geography in creative cities and regions.>¢ Clusters
are geographic concentrations of creative individuals and institutions
such as government, universities and businesses that lead to specialised
support, training, education, information and research for economic
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Figure 2.5 Anatomy of the crafts cluster in England
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and social growth. In the high technology sector, Silicon Valley in San
Francisco, Hollywood in Los Angeles and the banking cluster in
London are well known.

There are three ways in which clusters generate competitive advan-
tage. First, they generate productivity through access to specialist
knowledge, labour and technology. Second, they promote sustained
innovation as those in the region become quickly aware of new ways
of doing things by their proximity to the cluster. Third, they promote
new knowledge development in related sectors, leading to new oppor-
tunity developments, as there is access to labour, skills, knowledge,
technology and capital. The craft sector in England is an example of a
creative cluster. It includes festivals, education, intellectual property
management and new technology promotions (Figure 2.5). An exten-
sive complement of industries exists under its umbrella, which sup-
ports cultural activities, tourism, the environment and sustainable
innovation. These include specialised publicity and marketing firms,
universities and numerous publications, pamphlets and media promo-
tional material aimed at consumer and trade audiences. There are
special committees at local government level devoted to developing
the sector’s regional tourism. Academics research the subject for the
betterment of their local community. The cluster also enjoys weaker
linkages to other clusters, such as cultural tourism and hospitality.
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Creative clusters contain hard and soft infrastructure. Hard infra-
structure comprises buildings, institutions and such like in a region or
city. Soft infrastructure comprises the social networks and human
interactions that underpin and encourage the flow of ideas (sustainable
innovation) between individuals and institutions. These concepts of
infrastructure are a reminder of the importance of creativity in the
development of new products and services as well as dynamic regions
and cities. As regions and cities are increasingly sites of leisure, enter-
tainment, hospitality and tourism sectors, such as is indicated by the
case study of English crafts, such developments require innovative
public policy which seeks and identifies new opportunities for creative
development. Clusters enable creative growth as they stimulate compe-
tition for ideas and innovative solutions for bringing them to market.
They drive the pace of innovation and they stimulate the formation of

Table 2.2 Characteristics of academy marketing and creative marketing

Mass Marketing

Creative Marketing

Basis of
competitiveness

Production system

Marketing
infrastructure

Human infrastructure

Physical and
communication
infrastructure

Industrial governance
system

Organisational
structure

Marketing attitudes

Natural and physical
resources

Physical labour and
separation of innovation
and production

Arm’s length supplier
relations

Low-skill, low-cost
labour, ‘Taylorist’
workforce

Domestically oriented
physical infrastructure

Adversarial relationships

Command and control
framework

‘Selling the sizzle’

Knowledge and
technology

Continuous creation and
synthesis of innovation
and production

Individual and firm
networks as sources of
innovation

Knowledge workers, life-
long learning

Globally oriented physical
and communication
infrastructure and
electronic data exchange

Mutually dependent
relationships

Network organisation

Gaining and retaining
value

Source: Modified from Florida 1995
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other new enterprises (for-profit and non-profit) as well as encouraging
their institutional support services to thrive. A cluster allows each
person in it to benefit as if it had greater scale or formality without it
needing to sacrifice its flexibility.%”

In order to understand the various facets of creativity and how they
interact, the link with sustainable innovation needs to be considered
alongside culture, organisation and group.

The need for a shift in marketing thinking

The shift to knowledge- and technology-centred change goes beyond
any particular marketing theory of the organisation. It involves the
development of new inputs and a broader infrastructure at the indi-
vidual, organisational and cluster levels. The nature of this transforma-
tion makes creative marketing a key unit in the economic and social
economy. Creative marketing is part of the process of social trans-
formation. Here, continuous improvement, new ideas, knowledge
creation and individual development apply the same criteria that com-
prise organisational learning.*® Marketing must adopt the principles of
knowledge creation which can facilitate creative growth and learning.
As seen in Table 2.2, creative marketing possesses a basic set of charac-
teristics that constitute the infrastructure on which the creative
economy is based.

Increasing numbers of organisations have intangible assets: know-
ledge, relationships, reputation and people. But their assets are only
valuable if they are converted into intangible capital: intellectual prop-
erty, networks, brand and talent.

Conclusions

The growth of interest in creativity and marketing can enhance the
study of both disciplines and enrich our understanding of the contri-
butions to be made by marketing to enterprises of varying sizes.
However, little previous literature has addressed this interface. This
chapter has sought to bring creative marketing under one umbrella to
capture a school of thought that epitomises the need for innovation,
risk-taking and pro-activeness in society, organisations and individuals.
The chapter provided a metaphor for investigating creative marketing.
Specifically, six dimensions of creative marketing were presented as a
means of conceptualising the notion of creative marketing for a new
age.
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As we move through the twenty-first century we find academy mar-
keting thinking coming under increased attack due to its rigidities and
dysfunctional consequences. Table 2.3 illustrates the different focus
characteristics and pressures as seen from the marketing academy and
the creative marketing points of view. Creative marketing emphasises
flexible, non-mechanistic ways of solving marketing problems. From a
historical perspective, the academy marketing approach belongs to the
age when marketing was developed: the 1950s, a period of stability,
focus on large organisations and consumer goods marketing. Today we
are entering an age with a completely different technological base
drawing on new metaphors for organising enterprises and marketing
anything from individuals to new organisational images. The following
chapters give us a glimpse of what may be possible and appropriate for
creative marketers in this new age.
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Eureka! Creativity Research Then
and Now

Introduction

The play’s the thing
William Shakespeare Hamlet Act 2, Scene 2

This chapter examines the origins and growth of creativity as a research
topic in a variety of disciplines which, until recently, was a neglected
area of research. A number of factors have contributed to the neglect of
creativity as a research topic. One of them is the belief that creativity is
a mystical phenomenon or spiritual process that does not fit with aca-
demic scrutiny. The early twentieth century schools of psychology such
as structuralism, functionalism and behaviourism ignored creativity;
while populist creativity ‘experts’ promoted creative thinking without
substantiation. However, there are now journals devoted to creativity
research such as the Journal of Creative Behavior and the Creativity
Research Journal, as well as innovation-related publications such as the
International Journal of Innovation Management and Creativity and
Innovation Management. There is a lack of agreement regarding the loca-
tion of creativity (in an individual, as a product or as a process) but
there is acknowledgement that it occurs on different levels such as the
personal (P-Creativity), the historical/societal (H-Creativity), the organ-
isational (O-Creativity) and even animal creativity (A-Creativity).

What is creativity?

Situations where only linear, algorithmic understandings are created
do not permit meaningful creativity. Rather, creativity is best achieved
when flexible, exploratory, non-predetermined paths are possible.
Petrowski believes that there is an increasing call within academia to

26
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embrace creativity.’® However, this is sadly lacking within the market-
ing academy.

There has been a call for the establishment of a Creativity University,
focusing on the teaching and nurturing of the art and skills of creativ-
ity.?* A number of research centres have been formed, including the
University of Colorado Center for Research on Creativity and Innova-
tion, the Creative University Project on Fostering Creativity in Higher
Education, and the International Center for Studies in Creativity at
Buffalo State University. Research topics and programmes of study
focus on a range of issues including: the interaction of creativity within
innovation and entrepreneurship; how creativity can contribute to
information system design; the development of knowledge through
the implementation of creativity technique; an MSc in Creativity
focusing on creative problem solving; the foundations of creativity;
and research and development issues. The Edward do Bono Institute
for the Design and Development of Thinking at the University of Malta
offers an MA in Creativity and Innovation, covering topics such as
lateral thinking, organisational creativity, foresight techniques, creative
leadership, creativity and innovation in the media, literature, arts,
science and technology.

Creativity is inherent in a number of disciplines and has become part
of our everyday lives through the creation of innovative products as a
response to insatiable consumer demand and in our individual creative
thoughts. Creativity can be found in fields not automatically consid-
ered to be creative such as engineering and computer programming
where it interacts with a number of tangible and intangible factors:

Engineering design ... involves the use of scientific principles,
numeracy, synthesis, analysis, creativity, decision making, together
with the timely consideration of human factors, technical informa-
tion and market demand in the definition of a product...*!

A central issue is whether or not the personality of the artistic and
scientific creator is significantly different from that of other people.

Within the sciences, the same ‘discovery’ can be made simultan-
eously by more than one person. In the arts, the creative discovery can
be at the individual or group level; for example, the painter Monet is
acclaimed as the founder of Impressionism but examination of artistic
practice shows that impressionistic paintings had been in existence for
some time beforehand. Paintings by J.M.W. Turner and William Blake
produced years before Monet’s paintings convey natural impressions of
light and weather conditions.
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Meaningful creative ideas and products such as paintings, poems,
music, theories and concepts are often derived from unusual juxtaposi-
tions. It is not simply a case of randomly selecting two seemingly un-
related ideas and then attempting to fit them together in order to
derive a creative solution. There must be some sense in what is hap-
pening, together with the fact that this new combination could not,
rather than did not, happen before. New ideas are considered by peer
groups and the wider community in a subjective fashion and are really
culture related value judgements.*? Therefore, what is deemed creative
in one social group may be disregarded by another. A completely new
idea is one that is not grounded or determined in any way from previ-
ous thinking; this compares to a novel idea which is shaped in part by
previous rules and paradigm parameters.

How is creativity defined?

There are a wide variety of meanings of creativity. These meanings are
clearly the result of its subjective nature, how we define it and the
metaphors used to explain it. To assist in defining creativity, different
authors emphasise one or more of the ‘six Ps’ of creativity in their
writing. These are illustrated in Table 3.1. The sub-indicators and key
authors who analyse each of the indicators are discussed in the follow-
ing pages. These definitions have been summarised as place, people,
property, process, practice and product. Definitions of creativity are
thus influenced by the indicator or indicators emphasised by the
researcher. Rhodes has identified over forty interpretations of creativity,
so our classifications and definitions cannot be seen to be exhaustive.*3
With this in mind, each indicator is explained briefly. However, some
attempt at ordering the field is necessary if any progress is to be made in
analysing it. Finally, we present our own definition of creativity and our
view of the indicators appropriate to illustrate its application.

Table 3.1 Six definitions of creativity research

Place milieu to facilitate or inhibit creativity

People creativity embodied in individual ability, trait or role
Property creativity as conditions in organisations

Process creativity as innovative steps in producing products
Practice creativity in what is done

Product creativity as outcomes
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The six Ps of creativity

Place sees creativity as embedded in the milieu or the context so that
an innovative approach is facilitated or inhibited. Evidence of the wide
ranging nature of creativity can be identified in the building of the
pyramids, the painting of the ceiling of the Sistine Chapel by
Michelangelo, contemporary writings on the Renaissance art world
by Vasari and the way in which small firms can gain instant inter-
national market access by exploiting their creative competencies.
People focuses on creativity as embodied in the individual’s ability,
trait or role. Creative individuals tend to produce products which often
clash with what others expect or want.** Rather than fitting in with
existing ways of thinking, the majority of the best creative work is par-
adigm rejecting.*> Property pertains to creativity within the confines of
the organisation, so that it creates a ‘brand’ and an organisational
culture of problem solving and motivation. The creative process
involves individuals analysing ideas, attempting to persuade others to
accept their thinking, taking calculated risks and looking for uncon-
ventional connections. Further, it involves the rejection of current
ways of performing tasks so that the most effective one is selected.
Practice relates to the ways of doing things in the organisation.
Product refers to the output, whether tangible or intangible in form.

Place

Creativity has been investigated from a social environmental perspect-
ive — place. Place is considered as either a positive or negative influence
by different authors. Amabile et al believe that, rather than having a
positive impact on creativity, the presence of others can be detrimental
to the process.® However, research on creative artists such as Salvador
Dali, Pablo Picasso and Andy Warhol has shown that, although there is
often a need for solitary thinking and space, creative people thrive on
social interaction.?” Peer group acceptance of creative ideas may be
crucial to the sustaining of creative practice. In the component model
of creativity,*® consisting of domain- and creativity-relevant skills as
well as intrinsic task motivation, it is the latter factor that can be most
influenced by the immediate social environment. Individuals gathered
together in a brainstorming group are socially influenced, with think-
ing being stimulated and a greater number of ideas generated than
would have been possible had individual thinking been carried out.*’
Boden considers how creativity is initialised, noting that a new idea
must be positively valued by a social group before recognition of its
creative value.*® Social conditioning shapes our thinking; in marketing,
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this social impact contributes towards the perpetuation of the domin-
ant quantitative marketing management paradigm. Some researchers,
however, have been socially shaped to question the dominant para-
digm and to investigate alternative explanations. A creative act or
person is often socially sanctioned and yet there are examples of coura-
geous creative acts where this sanctioning has not occurred until long
after the individual’s death (for instance Vincent Van Gogh).

The notion of fame is not ascribed solely by merit alone but is also
socially ascribed and is therefore given a mutually agreed status by a
number of people. The status of the famous scientist, for instance, as
an intellectual hero can be compared to the famous entrepreneur and
artist. Scientific discovery involves a large amount of hard work over a
considerable period and this is carried out within a sophisticated social
network. Intellectual discovery in marketing research and creative dis-
covery in marketing practice are also socially shaped. Today’s creative
marketer achieves competitive advantage through successful exploita-
tion of personal contact, business contact and knowledge networks.
For a creative idea to be accepted, there must be agreement among a
particular social group which shares similar values, attitudes, beliefs
and culture.

Any paradigm is partly socially constructed. The act of recognition
by an avant garde group or potential group members determines
whether or not the current dominant paradigm is deemed no longer
useful. As long as there are certain favourable environmental con-
ditions, creative discovery will take place despite the ‘strictures of
authoritative personalities, restrictive methodologies and cannons
of rationality’.>! The Creative Marketing Paradigm has been con-
structed partly on the basis of social pressure — pressure stemming from
place - to produce an alternative mode of understanding that closely
matches the realities of actual business practice, rather than the pre-
scriptions of the marketing textbook.

People

There has been a considerable amount of recent attention from within
the psychology literature on researching creativity. Creativity consists
of tangible and intangible elements, grounded in conscious and
unconscious thought.>? Schredl, for example, investigates the relation-
ship between creativity and dream recall,> while Schonbar views cre-
ative, introverted individuals as having a richer inner life.>* Creativity
theory has been grounded culturally, with linkages to ability, skills and
motivation.>® Each person is born with domain-specific abilities such as
musical, analytical or artistic talent. If creativity is viewed as a skill,



Eureka! Creativity Research Then and Now 31

then it is proposed that it can be taught. The link between creativity
and intelligence has been both confirmed and disputed. Intelligence is
viewed as a subset of creativity, since creativity also consists of think-
ing styles, motivation and cultural influences. Feist sees positive per-
sonality traits of creative individuals as including high levels of energy,
attraction towards complex and novel phenomena, openness to ambi-
guity, willingness to be open-minded and being persistent in adverse
conditions.’® These traits can be found across a range of industry
sectors, and across time, from the non-profit arts organisation to the
entrepreneurial owner/manager of the small or medium enterprise.

Within psychology, creativity is mainly examined by looking at
people’s cognitive style, social psychology, personality and environ-
mental perspectives.>” In order to understand how creativity develops
at the individual level, research has focused on understanding person-
ality factors.

Creativity and personality

Studying the relationship between creativity and personality takes one
of three routes: explaining creativity by utilising personality theories;
examining the personality and biographical characteristics of well
known creative individuals and their activities in different fields; and
focusing on a small number of particular personality dimensions.
Personality theory is adopted since it would be expected that this
should account for creative behaviour along with other behaviour
types. Psychoanalytical theorists view creativity as emerging from the
unconscious or preconscious (as discussed by Freud) while humanistic
theorists relate creativity to self-actualisation.’® These positions are
further indicators of the need to evaluate creatively from a qualitative
perspective, as well as noting creativity’s quantitative dimensions. By
examining biographical information and identifying and comparing
personality characteristics within the same field and across other
disciplines, future creative behaviour can be predicted. Barron and
Harrington identified the following personality factors following a
15-year-long research programme:

[A] fairly stable set of core characteristics (e.g. high valuation of
aesthetic qualities in experience, broad interests, attraction to com-
plexity, high energy, independence of judgement, autonomy, intu-
ition, self-confidence, ability to resolve or accommodate apparently
opposite or conflicting traits in one’s self concept, and finally, a firm
sense of self as ‘creative’) continued to emerge as correlates of cre-
ative achievement and activity in many domains.
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Creativity and cognitive style

There has been a shift in emphasis in the psychology literature towards
examining creativity from a cognitive style approach.>® This relates to
how we think, learn, form ideas, generate knowledge and ultimately
manage our lives and our businesses. The focus is on understanding
the mental processes that determine this learning. Relevant factors
include creative thinking and problem-solving styles, divergent think-
ing, linking remote associations in order to derive creative solutions,
ideational fluency (the ability to generate many different ideas) and
imagery and verbal fluency.

Creativity, motivation and actualisation

Some believe that creativity is part of everyone’s innate makeup but
that only a small proportion of the population actualise this. This sug-
gests that everyone is born with the ability and potential to be creative
but it is the degree to which certain individuals are much more able to
actualise this than others which is of interest here. Although talent
plays a part in determining creativity development, intrinsic motiva-
tion and hard work also play a part.®® Understanding how motivation
and actualisation interact results in a clearer grasp of their linkage with
creativity. Ultimately, marketers must also understand this if they want
to attain competitive advantage in the marketplace. Amabile differenti-
ates between essential and non-essential creative motivators:

People will be most creative when they are primarily intrinsically
motivated, by the interest, enjoyment, satisfaction, and challenge of
the work itself; this intrinsic motivation can be undermined by
extrinsic motivators that lead people to feel externally controlled in
their work...°!

Entrepreneurial marketers are able to reach a heightened state of
intrinsic motivation since, as owner/managers, they are in control
of their work environment. Intrinsic motivation channels passion and
interest in creative personnel who carry out a task because they enjoy
the challenge of it. Individuals are extrinsically motivated when an
additional goal is reached which is separate from the act of doing the
work, or when a constraint imposed by an extrinsic source is over-
come. One such example is when a small firm is able to overcome
conventional barriers to internationalisation through successful
exploitation of their creative competencies such as opportunity recog-
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nition, networking and word of mouth marketing.®> Motivation is
affected by factors such as evaluation expectation, actual performance
feedback, expected reward, autonomy and the nature of the work
itself.%

Amabile’s Intrinsic Motivation Principle of Creativity posits that
intrinsic motivation is conducive to creativity, but extrinsic motiva-
tion is detrimental.®* However, some external motivators such as
reward and recognition for creative ideas can have a positive impact
on creativity. According to Amabile, those individuals who are more
inclined to be intrinsically motivated exhibit behaviour that is more
deeply engaged in an activity because they are free of ‘extraneous
and irrelevant concerns about goals extrinsic to the activity itself.’
This allows for playfulness with ideas and materials and the freedom
to ‘take risks, to explore new cognitive pathways, to engage in
behaviours that might not be directly relevant to attaining a “solu-
tion”’.%> They are less likely to be hindered by concern for the
extrinsic goal. These orientations also relate to marketing theory and
research where entrepreneurial researchers will be mainly intrinsic-
ally motivated and Marketing Academy researchers will be mainly
extrinsically motivated in their perpetuation of well-worn cognitive
pathways.

Creativity as a trait

Creativity as a trait focuses on issues such as locus of control, self-
esteem, dogmatism and narcissism. Riquelme notes that specific cog-
nitive styles and personality traits that directly impact upon creativity
include being sensitive, open-minded, intellectually curious, having
determination and perseverance and using the right side of the brain
to process information.® The individual composition of creative char-
acteristics will vary and so each creative individual will possess differ-
ent sets of traits.

There are links between viewing creativity as a trait and the literature
on entrepreneurial trait theory which relates to factors such as motives,
temperament, style and ability, need for achievement and being in
control rather than being controlled.’” People latch onto and identify
with certain traits and characteristics as descriptors of particular indi-
viduals and groups. However, this only tells part of the creativity story
and a much fuller understanding is needed rather than this surface
level description. Guilford examines creativity from the perspective of
psychological trait theory:
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I have often defined an individual’s personality as his unique
pattern of traits. A trait is any relatively enduring way in which
persons differ from one another ... Behaviour traits come under the
broad categories of aptitudes, interests, attitudes, and tempera-
mental qualities...Creative personality is then a matter of those pat-
terns of traits that are characteristics of creative persons...%

Examining creativity from a trait perspective can have limited impact,
given the impact of social surroundings (place) on creative behaviour.
Identifying patterns is useful but a more in-depth appreciation is
needed in terms of their consequences. The authors model creativity in
a much more holistic way by integrating traits, characteristics, person-
alities, cognitive decision making, the life of the creative individual,
group or organisation and any longitudinal social effects.

Creative genius

Historically, creativity has been linked to genius. One of the earliest
works on hereditary genius by Francis Galton, Hereditary Genius: An
Inquiry into its Laws and Consequences, attempted to measure mental
capacity across different cultures and classes.®” The central tenet of his
thesis was that genius was an inherited trait. Genius is a combination of
imagination and understanding, but its origins are difficult to identify:

[W]here an author owes a product to his genius he does not know
how the ideas for it have entered into his head, nor has he it in his
power to invent the like at pleasure or methodically.”®

Puccio identifies the work of William Duff (1767) as one of the earliest
explorations of the relationship between genius and imagination.”!
Judgement is used to assess the interplay between the diverse responses
of divergent thinking and the consideration of the feasible possibilities
of convergent thinking.

Recent work suggests that, rather than creativity being a rare charac-
teristic found only in those attaining a genius status, it is much more
common, occurring to varying degrees in everyone.’? There is a lack of
an agreed definition of genius, but two categories of genius have been
identified:

‘Creators’ — who make lasting contributions to human culture,
whether as scientists, philosophers, writers, composers or artists —
and ‘leaders’, who transform the wotld by their deeds rather than by
their ideas or emotional expressions...”



Eureka! Creativity Research Then and Now 35

Genius has also been used synonymously with terms such as ‘high
ability’ and ‘giftedness’.”* Biographical research provides wide-ranging
evidence of the relationship between creativity and genius. Approaches
used include the allotted space in biographical dictionaries for each
individual, achievement and intelligence testing, the degree of socially
recognised status and the statistical analysis of individual differences
between groups. However, by focusing solely on biographical examina-
tion of individuals who had reached a heightened state of socially
recognised eminence, data on future genius is overlooked.

Property

Creativity is seen by some as residing in a particular property, such as
an organisation itself. Property is linked to the organisational culture
that helps or hinders creative problem solving. Creative problem
solving and innovation, as we have established, are central factors in
establishing competitive advantage and flexibility in the marketplace.
Creative problem solving can be visualised on a continuum of para-
digms: paradigm preserving, paradigm stretching and paradigm break-
ing. The first is deemed the most comfortable but the least innovative
and the last can result in true innovation:

Paradigm preserving techniques do not tend to change a particip-
ant’s perspective ... no new elements ot relationships are introduced
into the problem space ... Examples of these techniques include
Brainwriting and Brainstorming ... Paradigm stretching techniques
encourage users to stretch the boundaries of the problem space. This
is achieved by either introducing new elements or new relationships
so that group members can consider something new ... Examples of
these techniques include Object Stimulation and Metaphors ...
Paradigm breaking techniques encourage participants to completely
break down the boundaries of the problem space and to look at
something entirely new. This occurs when both new elements and
new relationships are introduced ... Examples of these techniques
include wishful thinking and rich pictures...”

Organisations must be prepared to adapt in order to keep their compet-
itive edge. Re-engineering an organisation calls for the dissolution of
existing paradigms and the breaking of new ground, rather than a con-
tinued reliance on existing prevalent thinking. Creativity can improve
communication and facilitate learning and idea exploration, as well as
aid in the development of new ideas or solutions.”® When creativity is
employed in group problem solving, participants are able to use one
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another to stimulate their thinking, shape their perceptions and ques-
tion their assumptions.””

A further benefit of creative problem solving is that the process
should have a fun element, thereby leading to the motivation of those
involved and the creation of energy for solving the problem. Creative
problem solving can also result in opportunities for exploration and
learning, with information being communicated and shared under-
standing being realised. For all of this to happen, organisational culture
must be conducive to facilitating such thinking. Employees are free to
challenge existing practices and assumptions. Another way of develop-
ing creative thinking is to employ people who do not conform to the
organisation’s current thinking, so that challenging the status quo
results in new perspectives.

The majority of problem-solving techniques in marketing texts focus
on a linear, rational approach and yet the realities of the business
environment are somewhat different. The chief paradigm of creative
problem solving is the humanistic paradigm and not the positivist
approach.’® We often solve problems intuitively, rather than following
a prescribed problem-solving path. Techniques originally developed for
developing creativity in children can also be incorporated into strat-

Figure 3.1 The SCAMPER acronym

Substitute S What could you substitute? What might you do
instead? What could you do as well or better?

Combine C  What could you combine? What might work well
together? What could be added together?

Adapt A What could be adjusted to suit a purpose or
condition? How could you make it fit?

Modify M What would happen if you changed form or quality?

Magnify Could you make it larger, greater, stronger? Could

you make it smaller, lighter, slower?

Minify

Put to otheruses P How could you use it for a different purpose? What
are some new ways to apply it?

Eliminate E  What could you subtract or take away? What could
you do without?

Reverse R What could you have if you reversed it, or turned it
around? Could you change the parts, order, layout,
or sequence?
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egies in the wider learning environment. Ford and Harris describe the
SCAMPER acronym as a mechanism for extending the boundaries of
conventional thinking.” (Figure 3.1)

Organisational creativity

Alongside creative problem solving, creative thinking is viewed as a
critical success factor for organisations. The understanding of attitudes
towards creative thinking within the organisation are pre-requisites to
facilitating creativity in all employees. Organisational creativity results
in higher levels of quality, customer satisfaction and improved costs. In
today’s business environment, turbulent conditions are becoming the
norm and decision making is being carried out in less traditional ways.
Given these circumstances, creative leadership is deemed more appro-
priate than conventional managerial methods. Brownlie views creative
managerial judgement as being as relevant to decision-making compet-
ency as conventional managerial skills.® Intuitive decision-making is
an appropriate response to the contemporary business environment,
where the generation of a range of options can be constructed through
appropriate visionary leadership and entrepreneurial behaviour.

Discussions on creativity and its impact on entrepreneurship and the
organisation have been carried out by Kao,?! who analysed how cre-
ativity can be managed and developed as a competitive strength,
Carson et al, who identified creativity as a key competency in small
and medium enterprises and Bridge et al,®® who saw it as an entrepre-
neurial attribute.

Creative individuals can often be perceived as organisational anarch-
ists who try to resist conformity. As a result, managers often act to
quell those who show any individual initiative, confining them to
using tried and tested methods. Amabile believes that management can
influence organisational creativity by providing an environment in
which creative individuals function.’* A workplace environment
favourably disposed to creative thinking will have a much better
chance of fostering creative outcomes than an environment which acts
to prevent or slow down creative thinking. Creative individuals within
an organisation exhibit either an adaptive or innovative style of cre-
ativity.®> With the former, the individual is content to operate within
an existing system or paradigm in order to improve upon it while the
latter challenges existing thinking in order to change the situation.
Creative ability alone is not sufficient in determining organisational
success. It must also be assessed in conjunction with strong leadership
skills and visionary ability.
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Process

The creative act does not happen at one particular point in time but
occurs as an extended, variable process.?¢ The creative process can be
visualised in four stages, although it is recognised that individuals do
not necessarily follow this set sequence:

The first stage is problem identification, during which the problem
solvers recognise, define, and attempt to understand the problem or
the opportunity facing them. The second is preparation, during
which the problem-solvers gather information and other resources
necessary to tackle the problem or pursue the opportunity. The
third stage is response generation, during which various ideas for
solving the problem or pursuing the opportunity are designed. The
fourth stage, validation and communication, involves the considera-
tion of the ideas generated, selection among them, and formalisa-
tion or communication of the selected approach...%

Wallas®® and Motamedi® both construct a seven-stage process of cre-
ativity which helps to explain how the individual, group and organisa-
tion can develop a creative place. This process can be seen in Table 3.2.

Table 3.2 Comparison of two process theories of creativity

Wallas (1926) Motamedi (1982)
Encounter Framing
Preparation Probing
Concentraton Exploring
Incubation Revelation
lllumination Affirming
Verification Reframing
Persuasion Realising

Kao constructs a stage-based approach to creative development
based on Wallas.”® The psychological stages indicate the degree of cre-
ative free-thinking compared to more controlled rational behaviour
(Table 3.3).
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Table 3.3 The process approach to creativity

Creativity stage Activity Psychological stage
Interest Environmental scanning Intuition/emotion
Preparation Preparing the expedition Details/planning
Incubation ‘Mulling things over’ Intuition
[lumination ‘Eureka’ experience Intuition
Verification Market research Details/rationality
Exploitation Captain of industry Details/rationality

Although viewing creativity as a process grounded in stage by stage
development is useful, there are limitations to this approach. It has
been demonstrated elsewhere that owner/managers and their organisa-
tions rarely behave in this way; for example, in small and medium
enterprise internationalisation and e-business development.®! Rather, a
non-linear explanation is a better match to the realities of today’s busi-
ness environment.

The systems approach to creativity

When viewed as a system, creativity can be seen in nature, in the mind
of an inventor and as social processes that result in complex languages.
Each of these systems is capable of producing novel and adaptive
outputs as a result of searching throughout a space of possibilities.
Csikszentmihalyi views creativity as a systemic process consisting of
individuals, gatekeepers who represent the field or society, and the
culture or domain.?? These factors interact in order to filter and valid-
ate new ideas.

The systems approach was developed as a response to stagnation in
the creativity debate. By viewing creativity as a system, factors such as
organisational theories, creativity-enhancing methods and theories of
group facilitation can be viewed together.”® A product is only deemed
creative if the innovation is accepted by a field of experts and the cul-
tural system is subsequently changed by this new discovery or way of
thinking. Individual creative elements cannot be isolated since they are
deemed part of a larger social system.

Gruber and Wallace use the evolving systems approach to investigate
creativity due to the lack of research focusing on how a creative indi-
vidual actually carries out the creative work.”* The focus is on longitud-
inal examinations of individuals and the evolution of their creative
work. Creativity is identified through the various interacting elements
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such as family, professional life and the socio-cultural environment
and is developmental rather than static.

The evolving systems approach uses direct measures of creative work,
rather than indirect psychometric measures. The researcher must
understand the creative work and the domain in which it is based.
There must be sufficient data available to reconstruct development of
the creativity. Although problem solving, use of metaphors and ima-
gery are incorporated, these need to be understood in terms of how
they mutually interact. Instead of identifying specific traits, this
approach unveils the characteristics of the creative individual. It
endeavours to make generalisations from a number of cases rather than
focusing on a small number of examples.

The ‘network of enterprises’ concept is utilised in order to identify
the variety of endeavours with which the creative individual has been
engaged over time so that a more holistic perspective can be formed.
This permits the identification of specific times when ideas emerge and
allows for both active and dormant enterprises to be represented. At
any point in time, enterprises will be at different stages of develop-
ment. It is important to realise that ‘process’ does not automatically
suggest a linear sequence but can also refer to a progressive cycle. This
has specific implications for modelling creativity.

Practice

Artistic practice is inherently creative and therefore serves as an
extremely valuable data source. Artists show strong corollaries with the
owner/managet in business, where a set of creative entrepreneurial
marketing competencies gives the individual the opportunity to estab-
lish a tailor-made mode of marketing. Many of the most successful
artists have also been identified as successful business people. For
example, Pablo Picasso, Salvador Dali and the Australian artist Marian
Ellis Rowan developed their particular brands of art and artistic
philosophies, which they then used to creative a profitable relationship
with their patrons as customers.

Mace investigates the activities of visual artists using a qualitative
approach in order to understand the interactive and mutually depend-
ent nature of the influencing factors of creativity.”® This multivariate
approach is in contrast with the majority of creativity research, which
focuses on specific factors such as the qualities of the creative person,
the creative product or process or the creative environment. This wider
philosophy has been adopted by the authors in the modelling and
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investigation of creativity as an entrepreneurial marketing compet-
ency. The rationale for investigating a specific area, such as the art
world, is driven by a lack of in-depth understanding of specific issues.
As Mace states:

If we are effectively to understand creativity we must enlarge our
conception of where its determinants lie and develop methods for
identifying how those determinants interact and give rise to creative
behaviour and production ... The field of creativity research is
typified by multiple theoretical and methodological approaches that
provide alternative insights into the nature of creativity. Although
creativity research has undergone a recent explosion, there is little
research into the details of the creative process based on the obser-
vation of creative production by those involved in a particular field
of creative endeavour...”

Mace also discusses the methodological benefits of this holistic per-
spective, grounded in a qualitative approach that permits an in-depth
appraisal of the determinants of creativity and allows the perspectives
of the participant to emerge. By adopting this approach, the researcher
can identify a variety of self-constructed meanings of creativity that
would otherwise remain undiscovered by following the scientific
method alone. In this social constructivist approach, meanings and
knowledge are formed by individuals within cultural, historical and
social contexts. Any questionnaires used are open-ended and allow the
researcher to react to the dialogue of the respondent.

A further rationale for investigating creativity in art is that artists
spend long periods of time engaged in creative problem-solving strat-
egies. Ecker views the process of making art as a problem solution
problem continuum.?” Even though the creative process is complex,
decision making is common to all types of creative performance.
Hence, investigation of the artistic decision-making process can
provide insight into creative decision making generally:

In art making this involves decisions about the materials to be used,
the initial concept, making changes to the concept, discontinuing
the artwork, and building on current artworks ... exploring the
development of artworks through an investigation of the process of
art making might reveal something about the artists’ decision-
making processes, thus illuminating any critical variables involved
in creative performance...”
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Research by Getzels and Csikszentmihalyi focused on the problem-
finding dimension among fine arts students.”” They noted that prob-
lem formulation came before problem solving and they distinguished
between a discovered problem and a presented problem:

A presented problem is a problem with a predetermined formulation
and customer method of solution (e.g. the solving of algebraic equa-
tions). In contrast, a discovered problem situation has no known
formulation or method of solution; even the problem itself is yet to
be identified...1%

In art making, problem solving involves construction of a concept
together with a critique of the impact of adopting particular materials.
Instead of distinct stages of problem identification, formulation and
solving, a simultaneous discovery and solution finding occurs.

This simultaneous discovery and solution finding again reflects that
which occurs with the small and medium enterprise environment.
Information gathering and problem finding are also commonplace
within business. Making tangible the previously intangible is one of
the main functions of successful marketing. Problem manipulation
occurs throughout the production process. Artists may not necessarily
know what the final product will look like when they begin the process
and their ideas may change as the artwork progresses. Problem solving
often comes about through communicating with the work instead of
applying a tried and tested solution.

Creative artists exhibit self-confidence, independence, energy and
risk-taking behaviour, in similar fashion to the business entrepreneur.
Becker believes that changes in art occur as a consequence of changes
in the world; in other words, there are much larger, macro-level soci-
etal factors which impinge directly on the ability to create new ideas
and produce new products.!%! This innovation incorporates changes in
an artistic vision or idea.

The use of analogical thinking has been adopted in the arts for some
considerable time; for example, in surrealism, the juxtapositioning of
words, objects, theories and other entities resulted in the creation of a
new artistic movement which challenged the conventions of the art
establishment. The most effective analogies in art and science are
surprising and extremely counterintuitive, and do not rely on being
reminded of a familiar idea by relating to an element of it. The authors
continually make use of analogical thinking in this book in order to
stimulate creative thinking generally, as well as encouraging the
researcher and practitioner to draw inspiration from unconventional
data sources.
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Product

Creativity within products ultimately rests on outcomes, such as inno-
vations in products and services or new products and services. Much of
the marketing literature is devoted to product design, launch, distribu-
tion and success or failure. With a seventy per cent failure rate of new
products, better ways of assessing their likelihood of success are
needed.

There are two perspectives linking product with creativity and inno-
vation. The first perspective focuses on the need to operationalise
creative thinking by turning an idea into an innovative process or
product. The second accepts that there may well be linkages between
creativity and innovation, but creativity for creativity’s sake can also
result in useful outcomes. Kuczmarski believes that innovation should
be the driving force behind successful business performance, and that
it should be viewed as an investment rather than an unwanted cost. He
promotes the need for an innovation-based organisational philosophy:

An innovation mindset is an attitude that should be adopted
throughout an organisation by virtually every employee, from the
CEO to hourly workers. It is a pervasive spirit that stimulates indi-
viduals, as well as teams, to endorse holistically a belief in creating
newness across all dimensions of the company...!2

A combination of factors such as skills, passion, creativity, insights and
values contribute collectively towards innovative thought and practice.
Amabile et al distinguish between creativity and innovation, in that
innovation is not just affected by creative inputs:

We define creativity as the production of novel and useful ideas in
any domain. We define innovation as the successful implementation
of creative ideas within an organisation ... creativity by individuals
and teams is a starting point for innovation; the first is a necessary
but not sufficient condition for the second. Successful innovation
depends on other factors as well, and it can stem not only from cre-
ative ideas that originate within an organisation but also from ideas
that originate elsewhere (as in technology transfer)...!1%

The term innovation can be used in several ways. The innovation
process results in an innovation that may be a new product or service
or it can involve new organisational processes that impact significantly
upon individuals, groups and organisations. The ‘innovation equation’
describes how creativity and organisational culture interact to develop
the innovation (C + OC =1). Creativity dimensions relate to personal
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and group issues as well as creativity processes and techniques.
Innovation relates to product issues where marketing and management
factors have an impact.

Gurteen makes a number of fundamental errors when discussing cre-
ativity.!% He believes that creativity must lead to innovation in order
to be successful; however, there are numerous examples from the art
world where creativity for creativity’s sake has resulted in success. For
instance, in Andy Warhol’s Factory a ‘creativity for creativity’s sake’
philosophy was encouraged.'% Transmutation of thought rather than
conforming behaviour resulted in much more interesting and profit-
able outcomes than would normally be the case. Gurteen also believes
that we are all naturally creative; this would mean that creativity is an
inherent trait in all individuals. If this is the case, there would be a
much higher percentage of individuals who want to counteract the
linear/rational model of existing, thinking, behaving and working than
are currently so doing.

Rampley believes that, although there is a relationship between cre-
ativity and innovation, this connection is only marginal.!% Using the
example of the artistic school of Purism and the artists Amedée
Ozenfant and Pierre Jeanneret, he notes that, although their output
was viewed as innovative, it could not be seen as creative due to the
framewortk of restrictive and repetitive formulae they adopted in their
work. Simonton believes that true innovation results from a trial and
error process of mental reasoning.!%” This results in the construction of
new mental models by the individual, rather than simultaneous dis-
covery by several people at any one time.

Creativity and business planning

The formal, linear, prescriptive approach of strategic planning fails to
deal adequately with an uncertain view of the future. Managerial judge-
ment and creativity are more appropriate and actionable responses. The
majority of plans are routine in nature; any notion of innovation is lost.
A creative alternative is often preferable to avoid a ‘more of the same’
or ‘business as usual’ approach, especially if these approaches hinder
competitiveness.'?®

Creativity can impact positively in the planning process by con-
tributing to product development, new market opportunities, creative
constructions of future views and the ability to visualise alternative
resources. Rickards has identified ways in which creativity can be
utilised in SWOT analysis by encouraging weaknesses to be converted
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into strengths and threats into opportunities.!% So there is often no
need to create a new framework for planning and strategy; rather,
working creatively within the existing boundaries may be sufficient. By
considering creative characteristics such as extraversion, intuition,
open-mindedness and imagination, employers are able to recruit indi-
viduals who can bring innovative thinking to the strategic planning
process.

Creativity and managerial decision making

Ford and Gioia investigate the role of creative factors in managerial
decision making, drawing on the literature on creativity, strategy for-
mulation and organisational decision processes.'!” Alexander examines
the managerial decision-making process and distinguishes between a
search process concerned with discovering existing solutions and
a process that focuses on generating solutions that do not pre-exist.!!!
A more collaborative arrangement for finding solutions is proposed
involving a balance of search and creativity. However, this is not
typical of the managerial decision-making process and usually first
interpretations are rarely critiqued since they tend to result in some
form of action.!'? Worryingly, in the majority of cases, no creative
alternatives are ever considered:

Perhaps of more ominous import with respect to alternative genera-
tion processes is Nutt's (1984) finding that no alternative generation
activities occurred in 85 per cent of the managerial decisions he
studied. Instead of generating potentially creative alternatives, man-
agers usually adopt well-understood, previously successful options.
This empirical evidence suggests that managers rarely concern
themselves with creativity during their day to day decision-making
activities. These findings also suggest that this domain is quite dif-
ferent from those commonly investigated by creativity researchers
where creativity is a primary concern guiding actors’ choices...!!?

The authors, however, have found that creativity is very much in evid-
ence in decision making in the smaller firm, given the limited
resources under which they must operate on a daily basis. Creativity
should be encouraged, rather than the uncreative method of adopting
‘off-the-shelf’ solutions that have been shown to inhibit creativity,
where existing ‘solutions’ are seen as non-threatening to the status
quo.
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Rationality must be part of the creative process, since some degree of
order needs to give shape to the process.''* Rationality is viewed as
being able to produce an exhaustive number of alternatives, each of
which are evaluated. The managerial decision-making process often
tends to be non-linear and so flexibility must be introduced to account
for this. Flexibility and creativity relate to the degree to which unusual
ideas are generated, the reconsideration of the various stages of the
decision-making process and the degree to which individuals make a
contribution that is outside the defined terms of their job.1!5

Sternberg et al identify the need for exploiting uncertainty,''® and
indeed managers should encourage uncertainty to continue in order to
facilitate creative thinking. The most useful areas in managerial deci-
sion making deemed appropriate for creativity are situations where
there is a large degree of uncertainty, there is no meaningful preceding
framework, the impacting variables cannot be predicted scientifically,
examination of the facts does not make it clear which direction to take,
the situation is entirely new with no historical trend evaluation pos-
sible, there are several potential directions to take and where time is a
limiting factor.!?

Conclusions

This chapter examined the origins and growth of creativity, its varied
aspects and their relationship to both academy and creative marketing
thinking. Intellectual discovery in marketing research and creative dis-
covery in marketing practice are shaped by place, people, property,
process, product and practice. However, these ‘six Ps’ were seen to be
insufficient for today’s creative marketer. The creative marketer also
achieves competitive advantage through successful exploitation of per-
sonal contact, business contact and knowledge networks thinking.
Reviewing the creativity literature, a series of overlapping creative char-
acteristics and competencies can be identified. Table 3.4 shows how
science, computing, marketing, entrepreneurship and art produce
similar creative needs and skills.
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4

Artistic Biography as Insight into
Creative Marketing

We make our destinies by our choice of gods...
Virgil

The opening chapters of this book contain a detailed justification of
the adoption of a creative approach to marketing research. This chap-
ter develops these notions in more detail whereby practitioners and
theorists within marketing and the arts can learn from each other’s dis-
ciplines in order to form more appropriate understanding of marketing
phenomena.

Art and creativity are often viewed as the ultimate expression of
human achievement and yet there is little mention of this connection
in the marketing literature. Being creative can serve as a catalyst to
achieving self-esteem and self-actualisation. Inspiration can be drawn
from the examination of artistic practice and, through the use of meta-
phor and evidence of marketing in art, a more meaningful form of
marketing is developed.

Development of the art metaphor

The word ‘metaphor’ is derived from the Greek metapherein, where
meaning is carried over, or transferred, from one concept to another.
The use of metaphors in marketing is not a new phenomenon; for
example, it has been used to create the notion of brand community,
brand personality and relationship marketing.!'® Since marketing is
dominated by the empiricist worldview and the logical empiricist para-
digm, understanding can be enriched by investigating alternative
paradigms that focus on subjective experiences. This understanding

49
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can be achieved through the application of metaphor and the exam-
ination of ways in which symbols can be used to make concrete the
intangible.!"

Metaphors have an epistemological role within marketing, as they
can result in the generation of new knowledge. Meaning is constructed
through application of different language, symbols and myths in a
process that is highly subjective but can result in a way of objectifying
the world:

Words, names, and ideas are used not so much to denote external
things but as tools for understanding what is out there in ways that
may be shared with others. Like other individuals, scientists draw
on symbolic constructs to make concrete the relationships between
the subjective and objective worlds ... scientific activity involves
viewing the world metaphorically through concepts, language, and
images which focus, structure and filter the perceptions of the
aspect studied. The metaphors often produce their effects by the
crossing of images.'?

Metaphors can be used as creative devices capable of suggesting
research directions and contributing towards new methodologies. The
incorporation of metaphors in marketing can make a useful contri-
bution towards developing competitive strategy theory, research and
practice but the full potential for their incorporation is yet to be
realised. Rather than interpreting metaphors in the literal sense, it is
more useful to view them from a theoretical perspective, whereby they
can stimulate ‘the kinds of creativity that will lead to long-term, sys-
tematic, programmatic research’.'?!

However, many existing marketing metaphors are superficial literal
metaphors rather than theoretically grounded forms that encourage
the reader to investigate a particular area of literature. The philosophy
of this book is based, in part, on encouraging the reader to investigate
the myriad of marketing phenomena contained within art history and
art theory literatures. There is a danger of seeing metaphors everywhere
so that their use becomes over inflated and their impact devalued.'?? As
long as there is a degree of theoretical grounding, then their adoption
can make a useful contribution to the generation of new marketing
theory development. All knowledge claims are metaphorical in any
case and, according to Zaltman et al, a theory is a metaphor used for
viewing a phenomenon.!?
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Metaphors stimulate creativity and result in new discoveries by:

[Bringing] together two separate, apparently anomalous domains
into cognitive and emotive association by using information that is
directly appropriate to one as a framework of associated implications
for understanding the other. These implications, suggestions, and
supporting connotations, by interacting with the literal meaning of
the metaphorical expression, create both cognitive and emotive ten-
sions. Translation efforts to reduce these tensions through seeking
similarities between the two domains result in comprehension and
... permit us to view a subject matter ... in an entirely new and fresh
perspective ... Thus, metaphors can lead to discovery through
‘metaphoric transfers’!?*

Creativity is stimulated by encouraging the reader to consider a meta-
phoric transfer of theoretical structures between the adopting discip-
line and the source discipline. The following table is adapted from
Hunt and Menon (Table 4.1)!% to incorporate the authors’ creative
marketing paradigm, heavily influenced by the art metaphor:

The ontological aspect refers to the elements that exist within the
metaphorical structure, while the concepts are the main organising
ideas that are borrowed in a metaphoric transfer. In order to be suc-
cessful, a metaphor needs to be ‘rich’, to have a high heuristic value.
This is largely determined by the substantive concepts that can be
translated into marketing concepts.?®

Richness results from the source discipline having a large body of
theory that can be made relevant to marketing, and this is certainly the
case in art. The value system of a metaphor refers to the underlying
goals, motivations, objectives, ideals and aspirations. Given that there
is an abundance of metaphorical usage in marketing, an unusual asso-
ciation or connection needs to be made in order to stand out and be
differentiated in the metaphor marketplace. Therefore, the artist-as-
marketer metaphor provides a useful contribution to marketing theory
and moves beyond the marketing as art discussion. Hunt and Menon
call for widespread diffusion of a particular metaphor throughout the
marketing discipline. This book is based on diffusing the notion of the
creative, artistic metaphor throughout marketing, as well as uncover-
ing actual evidence of creative marketing practice in art.
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Marketing has been heavily reliant on the use of metaphors but this
high incidence does not appear to have been questioned. Perhaps heavy
use of the metaphor is indicative of the fact that existing marketing
theory has poor levels of explanatory power and that alternative
avenues such as the art metaphor are needed. The metaphor can re-
invigorate the marketing discipline by providing additional explanatory
power. There is, however, a lack of theoretical justification and founda-
tion for the use of metaphor in marketing.'?” This is where the authors
of this book make a creative contribution to this area. The embracing of
art as creative marketing metaphor, as actual data and as an heuristic
device, is generally new within the realms of marketing management
particularly with small and medium enterprise marketing.

The way in which metaphor association works involves a large
amount of intangible associative thinking. In essence, one (primary)
concept is claimed to be another (secondary) concept in a literally false
declarative assertion of existential evidence.!?8

The metaphor is utilised as a non-stringent comparison between two
factors, resulting in a new, perhaps abstract, meaning that did not pre-
viously exist.!?” It implies a ‘statement of similarity as well as a hypo-
thesis of comparison between disparate concepts’.!3°

Very little work has been carried out on the implementation of meta-
phor. It is the imagery contained in the metaphor that takes it beyond
the literal connection and makes it so effective in generating new
research questions. Art imagery offers a very clear understanding of
how metaphor operates, since the discipline is already concerned with
interpretation of image and use of metaphor. The use of metaphor is
part of our everyday language and appears a ready made tool that can
easily be embraced in marketing.

Interest in the use of the metaphor has been seen across most aca-
demic disciplines concerned with language and meaning. There has been
a growth in the number of articles, books, conferences and journals con-
cerned with the nature and meaning of metaphor. Given this healthy
level of engagement, it would seem remiss for marketing not to be
engaged in its use since marketers are ultimately concerned with com-
municating meaning. The way in which metaphors are constructed,
communicated and subsequently understood can be visualised on a con-
tinuum from the point of initial comprehension, through to recogni-
tion, interpretation and appreciation. These phases are not necessarily
discrete but can occur simultaneously. Sometimes, understanding is
reached unconsciously, further reflecting the intangible, qualitative
nature of metaphor. Given the pervasiveness of metaphor, for marketers
to ignore it would be tantamount to academic and practitioner suicide.
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Researching art and creativity

There is a long history of the investigation of artists and the art-making
process, mainly from the perspective of the psychologist, historian and
art critic.’3! Freud described the work of Leonardo da Vinci in psycho-
analytical terms, and there has also been a focus on interpreting the
symbols and meanings contained in the artwork.'®2 A more holistic
approach is adopted by understanding creativity in art from a human-
istic perspective.!33 Understanding influential factors from cognitive
and developmental perspectives is gained by focusing on skills, atti-
tudes, beliefs and values of creative individuals. The authors have also
absorbed this approach in order to reach a more holistic understanding
of the creative marketer.

A deep insight into how artists manage their lives can be gained by
reading their biographical material, either written by themselves in the
form of journals, diaries and correspondence or in the form of biogra-
phies written by others. These factors can be grouped into internal and
external dimensions such as potential influences on the life of the
artist, the process of making art and the outcome or art work itself. By
taking a longitudinal, biographical perspective, social factors such as
childhood experiences, relationships with family members as well
as physical and perceptual barriers that may or may not have been
overcome, can be integrated into a holistic perspective of understand-
ing.'3* External factors such as the impact of the political environment,
travel and wider environmental influences have also been found to be
relevant. Several biographical profiles of artists are included later in
this chapter.

Derrida discusses how truth is at the centre of painting, and
Heidegger reinforces this:

Art is the becoming and happening of truth ... Truth does not exist
in itself beforehand, somewhere in the stars ... it is after all only the
openness of beings that first affords the possibility of a somewhere
and of a place filled by present beings ... The happening of truth ...
is historical in many ways ... Art is historical, and as historical it is
the creative preserving of truth in the work'®

Jones feels that the spectator, or consumer, has largely been ignored in
relation to art.'®® In response to this, a belief has emerged that the
spectator plays a role in the creation of the art, while the art has an
aesthetic influence on the spectator. This mutual interaction is also
seen in the interplay between the marketer and the consumer who
assigns meanings to products. Postmodern art, according to Jones, is
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attuned to the rhythms of natural change. Joseph Beuys saw the highly
influential impact of art through its creativity, an impact that mar-
keters can only imagine:

I have come to the conclusion that there is no other possibility to
do something for man other than through art ... only the creative
man can change history, can utilise his creativity in a revolutionary
way ... art equals creativity equals human freedom.?’

The extensive body of literature on art and its history has been
described as the language of criticism.'*® There have been long-term
connections between art and economics, politics, philosophy, religion,
science, sociology and technology. Therefore, the art/marketing inter-
face should be viewed as a logical extension of the exploration of asso-
ciated disciplines. Individual works of art, and the artists who make
them, can then be interpreted in a variety of ways using different
forms of knowledge.

Gluck et al investigate how artists, designers and students differ in
their ability to be creative, believing that constraints such as limited
financial resources, technical capabilities and external demands can
impact on the form of creativity being practised.!*® However, the
authors argue that having limited resources can act as a catalyst to fos-
tering creativity. This has certainly been the case in small and medium
enterprises managed by creative marketers. It is the nature of the con-
straint which may vary by sector, but each situation will always incur
problems that must be overcome. External pressures can actually facil-
itate creativity; for example, time pressure actually has a positive effect
by forcing individuals to work harder.

Art professors rate imagination, originality and risk-taking as key ele-
ments of creativity, while physics professors see problem solving as
central to the creative process.!*® Emotion is also an important artistic
characteristic.!*! The creative marketer also needs a degree of emotion
and impulse to complement other necessary competencies such as ima-
gination, judgement and intuition. Falk et al carry out research into
overexcitability, or heightened mental functioning, in artists.!*? These
dimensions include imagination, intuition and emotion as necessary
conditions of artists’ creative work. Imaginational overexcitability may
be demonstrated by ‘rich and unusual associations, a creative imagina-
tion and a penchant for inventiveness. Use of metaphors, animistic
and magical thinking are also expressions’.!*3 There are close analogies
between what is happening in marketing and the contrast in situation
for Western artists, who are free to experiment with different styles,
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materials and boundaries and the traditional Asian artist, who must
conform to certain stringent guidelines on acceptability.** Of course,
until Impressionism, Western art also conformed to similar stringent
boundaries, but the creativity of avant garde artists broke through
these barriers. Li makes a fundamental point: that creativity can only
be explained if the creator’s mind and personal traits are also under-
stood. This is relevant both in art and in marketing.

In Western art, the artist is free to use a wide variety of marks which
each represent something. An idea may be represented in the shapes of
Mondrian or the colours of Rothko. There is no unified visual language
to which all painters must adhere.'*® Clear lessons can be drawn here in
marketing terms where creative marketers should be free to choose their
own markets, or ways of producing marketing plans, marketing strat-
egies, developing new products and conducting marketing research.
Although there are basic artistic rules, grounded in the historical art
academies of the past, today’s Western artist is under no obligation to
abide by these rules. In fact, great artists have often become so by break-
ing the rules.

Artists may copy other artists’ work in order to gain experience and
grow their creative competencies but ultimately the end result is their
own, individual work. Creative marketers are capable of absorbing rules
and regulations, analysing the inadequacies contained within, and
forming alternative approaches grounded in their creative thinking.

Creativity in the arts has also been viewed as incongruent and irregu-
lar. Some artists may exhibit varying degrees of deviation or disequilib-
rium in their personal lives, which is then transferred to their artistic
output.14¢

The art world and the business world may appear to be distinctly
separate entities but there are similarities. We should not limit either
the world of creativity or the world of business — or those who people
them - by prescribing qualities to them, whether of flights of fancy or
concrete actions.¥’

The contribution of semiotics to understanding marketing in art

In marketing, semiotic theory has been used by researchers in con-
sumer behaviour and advertising research, but little semiotic theory
has been used to examine the firm and the owner/manager. Semiotics
has been defined as the capacity for containing, replicating and
extracting messages and of extracting their significance.!*® Investigat-
ing the link between marketing, communications and semiotics reveals
that marketing messages are composed of strings of signs. These sign
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strings then constitute messages whose promotional success depends
on how meaningful they are to the targeted consumer. The degree of
meaning contains an element of subjective evaluation and is open to
interpretation. Deleuze and Guattari call for the joining together of key
thinkers from across disciplines in their treatise on the creation of con-
cepts as philosophy.!*

Creative media such as language, art, music and film are composed
of signs, embedded within the culture from which they are derived.
Each sign has a meaning beyond its literal self. Structural semiotics
attempts to identify universal mental structures found in social struc-
tures, literature, philosophy and mathematics, and in unconscious psy-
chological patterns that motivate human behaviour.!% It is perhaps
this last element that is of prime interest when researching the motiva-
tions of the smaller firm and its owner/manager with respect to
growth. There are, of course, conflicts in such thinking, with the ‘death
of the author’ notion, placing less importance on the individual artist
in giving meaning to a text or image.'s!

Saussure believed that language was a closed system whose main
purpose was the communication of ideas.'3? Language is viewed as the
grammatical structure of verbal and written communication agreed
jointly by a particular culture. Speech, however, is individual and vari-
able. Translating this into the realms of art, popular art as a language is
determined socially, but individual, creative, avant garde artis then a
form of speech, with the creative, entrepreneurial artist speaking via
the picture.

In semiotics, the signifier is the sounded or written element of a
word, while the signified is the word’s conceptual element; so for
example, with the word Surrealism, it contains both a sounded signi-
fier element and a signified meaning. In Pierce’s semiotics, the sign is
constructed of an icon, an index and a symbol.'>? The icon relates the
sign to something we recognise, the index can relate to something
from within a wider range of possibilities; for example, the social,
political and economic contexts of a work of art. The symbol depends
on conventional, agreed meanings. Translating semiotics visually, the
syntagm is a combination of signs on a linear plane, such as a sentence
(the x-axis). The y-axis visualises the associated relationships, with
words related to each other by a principle beyond the literal context.

The subject matter of semiotics involves the communication of the
message, or the exchange of messages. It also involves the system of
signs that underlies them. Metonymy and metaphor are identified as
important semiotic ingredients. Metonymy applies to narratives set in
linear time while metaphor relates to associated substitutions. In paint-
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ing, metonymy is the formal arrangement of its elements, and metaphor
is the content and its associative allusions to what is outside the painting
itself. Jakobson also applied the semiotic system to music, film, dreams
and language in order to feed into the language of the artist’s paintings.
He also called for the fostering of inter-disciplinary semiologies.

Merleau-Ponty remarks that change within systems such as painting
should be viewed as dynamic, rather than as an exact point in time. The
language of painting occurs on several levels, with the first or empirical
level concerning the actual words, creative act and gesture. The second
level relates to the sign structure. So, for example the first level might
relate to the painter Jackson Pollock and his paintings, while the second
level could concern the drips of paint as signs of his artistic presence,
with painting as a language.’>* The work of art can thus be seen as a
visual system of signs, with art being constructed of cultural signs.
When these are decoded, they unveil the level of art’s role in the wider
society. This decoding offers the marketer an endless supply of data
within a single painting, with messages and implications for consumer
researchers and researchers of the firm. The way a work of art interacts
with or draws from signs from the wider cultural environment facili-
tates the connection between art and other disciplines.

There are criticisms of the use of semiotics. Barthes originally
believed that semiology could not impact meaningfully on art since he
felt that artistic creation could not be reduced ultimately to a sys-
tem.!%5 He later relents somewhat with the example of photography,
where he identifies the operator as the person who frames reality and
takes the photograph, the spectator who observes the picture, and the
spectrum as the subject of the picture.!® This can be compared simi-
larly to the painter who paints the picture, the viewer who consumes
the painting and the spectrum as the subject of the painting.

Heidegger and Derrida suggest that semiotics should be viewed
dynamically rather than with a closed system, giving further weight to
the applicability of semiotics to other areas of enquiry.!>” Derrida
believed that meanings are not fixed but instead vary depending on
the context. In The Truth in Painting (1887), the title of the first chap-
ter, ‘Passe Partout’, or masterkey, is a metaphor for opening up the
boundaries of thought, again promoting the extension of semiotics to
other disciplines. Semiotic interpretation allows for a variety of repres-
entations. Picasso has said that he didn’t paint symbols, he only
painted what he saw and that it was up to others to seek meaning.!s8
This serves as a challenge to researchers across disciplines to use semi-
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otics and other methodologies to elicit meaning from his paintings.
Semiotics allows for the ‘parasitising’ of systems that interact with each
other.

The artistic biography as insight into creative marketing

Biography is the narrative of an individual’s life. Biographical study
allows the researcher to develop a closeness with other human sub-
jects. In marketing research, it could be the story of the firm, the man-
ager and the consumer in which researchers are interested. Biography
can be used to study creativity.

Works of art serve as a biography of an artist’s life, providing the
viewer with insight into their personality. In the same fashion that
products are given meaning by the way in which they are positioned
in the marketplace, the artist gives meaning to the artwork. In both
cases, there are also social and economic forces which impact.
Understanding the artistic intuition process assists in developing a cre-
ative, entrepreneurial marketing paradigm of understanding.

There are strong lessons from art that can be absorbed by the cre-
ative marketer, such as the need to be prepared to challenge conven-
tion or sometimes being spontaneous rather than having a planned
approach. If a prescribed marketing system, such as that found in
stepwise planning and strategy, does not work, the creative marketer
develops a customised approach which better serves the purpose of
the business. There are endless examples within the literature on the
artist as entrepreneur. We extend this further in Chapter 7 by identify-
ing examples of creative marketing and subsequently formulating a
series of strategies using the language of the artistic manifesto or
proclamation.

The central idea in presenting the following biographies is to con-
struct case study - like interpretations of the creative individual, while
at the same time facilitating the creativity metaphor as the linkage
between the world of marketing and the world of art. By examining
the contribution of creative artists, overlapping characteristics and
behaviour can be identified in entrepreneurial and small business mar-
keting research. The subsequent data can be utilised in constructing
sets of desirable competencies that are realistically achievable and
enable the organisation to grow. This also serves to encourage the
researcher to adapt a more creative stance when designing and imple-
menting research methodology.
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Biography one: Salvador Dali

At the age of six I wanted to be a cook. At seven I wanted to be
Napoleon.
And my ambition has been growing steadily ever since

Salvador Dali

The above quotation illustrates the self-belief, confidence and arrog-
ance of Salvador Dali that contributed to his success as artist, designer
and author. On close examination of Dali’s output over time, he
emerges as very shrewd in evaluating market conditions. For example,
he moved through a number of genres from Impressionism to Surreal-
ism to Religious art.’® Dali was perhaps the best known of the
Surrealists, deliberately interpreting reality and dreams in a way never
seen before in order to court controversy and then revel in the pub-
licity received. Graham summarises Dali’s approach:

Dali creates an alternative experience rather than capturing the
visual in our normal experience, and at the same time his creations
can be seen to be explorations of that experience!6?

Dali was careful to build up a network of shrewd patrons throughout
his life to ensure a steady income. He developed a creative mystique
that he promoted to great effect to the artistic, business and wider
community. He was able and willing to use technological inventions of
the twentieth century, such as film and television, in order to market
his work. Un Chien Andalou, Dali’s joint work with surrealist filmmaker
Louis Bunuel, is still viewed by many today as groundbreaking and
challenging to existing thought and practice.!6!

Dali was an expert in identifying opportunities to promote his work
and himself as celebrity, to the extent that it was sometimes difficult to
differentiate between Dali the artist and his creative output. His wider
competencies outside painting included the creation of the dream
sequence in Hitchcock’s film Spellbound, jewellery and furniture design
and his famous lobster-shaped telephone. Another example of Dali the
self-publicist and commodifier was demonstrated when he set up the
Dali Museum in Figueres, with members of his own Dali Foundation
employed to manage it.

The Surrealist movement, of which Dali was one of the main protag-
onists, was formed and given momentum following a performance of a
play by Guillaume Apollinaire in Paris in the summer of 1917.1% The
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play, Les Mamelles de Tiresias, was interrupted by an apparent attempt
by Jacques Vache to fire his revolver into the audience.' After the per-
formance, his friend Andre Breton defined the simplest surrealist act as
‘going into the street, revolver in hand, and shooting at random into
the crowd’,1%* suggesting that disregard for convention and the use of a
powerful weapon can result in creative, groundbreaking action.
Edwards describes surrealism as:

Not a new means of expression, nor an easier one, not even a meta-
physic of poetry. It is a means of total liberation of the mind and of
all that resembles it.'

Revolution was therefore a key theme, as was disinterest and detach-
ment from current practices. This philosophy was grounded in the
belief that existing thought had inadequate foundations. Throughout
his life, Dali achieved a reputation as a radical entrepreneur, consum-
ing knowledge about existing industry practices while also being pre-
pared to develop his own system, when needed.

Biography two: Vincent Van Gogh

One must seek a way to express what one feels and venture a little
outside the ordinary rules in order to render them exactly as
one wants.

Vincent Van Gogh!%

It has been suggested that only two data sources from the nineteenth
century can give a clear indication of what it was like to be an artist in
those times: the journal of Eugene Delacroix and the letters of Vincent
Van Gogh.!%” Van Gogh'’s letters are essentially an autobiographical
account of his entire creative philosophy. They provide insight into
the impact of his social environment, from the influence of his family
to his circle of friends and business acquaintances. In total, there are
around six hundred and seventy surviving letters from Van Gogh to
his brother Theo, with some forty letters from Theo to Vincent. Read-
ing the letters provides insight into the kind of person Van Gogh was
as well as an understanding of the way his ideas were formed and sub-
sequently developed.

There were a number of creative entrepreneurial factors in Van
Gogh'’s life, one of which was his never-ceasing drive and self-belief
despite his lack of success in his lifetime. Vincent’s father Theodorus
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Van Gogh, came from a family of twelve children fathered by Pastor
Vincent Van Gogh. This Protestant background may help to explain
Van Gogh’s willingness to suffer through his dedication for a cause
many others would have happily surrendered. An early artistic influ-
ence must have been his mother who was a reasonably accomplished
amateur artist, although there tended to be an ever present desire that
Vincent should become part of the solid Dutch bourgeois Van Gogh
family through the pursuit of a respectable trade.

As Van Gogh developed his interest in painting, initially through
working for his Uncle Cent and then under the artist Anton Mauve, he
became aware of an avant garde movement of artists working in the
Barbizon community outside Paris.!%® They had a particular fascination
for nature and painting outdoors, and this proved a particularly invit-
ing prospect for Van Gogh, as Sweetman notes:

What all the different groups of nature painters had in common was
a rejection of the tired classical and religious subjects perpetuated by
the academies and displayed in the various annual salons.!%”

What differentiated Van Gogh from his contemporaries was his ability
to handle colours in order to develop dramatic tension.'’® His use of
strong brushstrokes also differentiated his work from others by indicat-
ing his desire, motivation and ambition. Van Gogh not only produced
unique pieces of artwork but also re-interpreted existing masterpieces
such as Rembrandt’s The Raising of Lazarus in his own style. He was
adept at translating the ideas and theories of others into more work-
able, personal terms.

Van Gogh had an extremely enquiring mind and was instinctively
able to develop what Roskill calls a ‘self-extending pattern’, which
resulted in the identification of a true and permanent source of creative
energy. Rather than being content with following in the lower risk
path of his predecessors, Van Gogh wanted to work out his own direc-
tion in life, taking risks where necessary. Roskill describes this creative
impulse and power as ‘inexhaustible’. Van Gogh refused to wotk for
the market. Instead, he preferred to develop his own system. Rather
than following a planned approach to his art, he promoted a more
direct approach that was at odds with his contemporaries:

If we follow our conscience — conscience is for me the highest
reason — we are tempted to think that we have acted wrongly or
foolishly; we are especially upset when more superficial people jeer
at us, because they are so much wiser and have so much success.!”!
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Said with a touch of irony, this could reflect a tension between the
establishment and the creative marketing community. Van Gogh took
inspiration from Eugene Delacroix who had seventeen paintings
refused at an exhibition at the same time. Despite this setback, the
artist continued to paint, driven by self-belief. Rather than having the
perfect strategy, following everything to the letter, a more lasting
outcome can be achieved using unconventional means.

Van Gogh describes his despair at the uncreative philosophy at the
Academy in Antwerp where he studied for a while. He found that
everything looked similar and insipid, with no life. Instead, he called
for the need to find a better system. Clear comparisons can be made
between art and marketing here with respect to marketing research
methodologies, marketing theory and in the products and services
created in industry. Van Gogh was unafraid of making mistakes,
because often a final creative product would be the chance result of a
mistake. He also felt that a quick result should be avoided in order to
reach quality outcomes over time:

It is the experience and the meagre work of everyday which alone
ripens in the long run and allows one to do things that are more
complete and more true. This slow work is the only way ... for you
must spoil as many canvases when you return to the onslaught
every morning, as you succeed with.!72

There are clear messages here for the creative marketer who must not
be demotivated if things don’t always work out. As long as a creative
philosophy perpetuates, then success should result. It is important to
add some qualifiers to this biography. Van Gogh only sold one paint-
ing in his lifetime, and that was to his brother, Theo. He lived a very
fraught existence at times. This biography paints a simple picture, and
emphasises what could be a key creative strength — a depiction of the
advantages of perseverance and faith in one’s vision. Hence, we
present in conclusion a rounded, uncomplicated picture of Van Gogh:
his was at times quite a miserable life of abject poverty and ultimately
a tragic end. However, the key lessons for creative marketers is that
self-belief, perseverance and confidence in one’s own abilities can hold
sway over external influences. If Van Gogh were alive today he would
no doubt be courted by global media corporations seeking to gain from
his creative stance.

Given that Van Gogh did make many mistakes and was unsuccessful
within his own lifetime, some may argue that meaningful lessons
cannot possibly be extracted from his life. We argue otherwise in that



64 Creative Marketing

many talented contemporary inventors, creators and potential mar-
keters exist today but are not given the correct type and level of
support in order to become successful. More encouragement and men-
toring of creative individuals are needed. This encouragement can be
facilitated in a social sense, with personal and business contact net-
works and relationships being used to instil a spirit of creative market-
ing. As the entrepreneurial marketer rebels against convention, so Van
Gogh felt that he was continually being pushed into situations which
were not of his own volition. This gave him the necessary momentum
to pursue his alternative, and ultimately more creative, approach to art
making.

Biography three: Andy Warhol

Business art is the step that comes after art. I started as a commercial

artist, and I want to finish as a business artist ... Being good in busi-

ness is the most fascinating kind of art ... making money is art and
working is art and good business is the best art.

Andy Warhol: The Philosophy of Andy Warhol

(From A to B and Back Again)

As a young commercial artist in the 1950s, Andy Warhol was making
in the region of US$65,000 per annum. When he died, he left behind
an estate estimated to be worth around $600m. However, his initial
steps into fine art from commercial art were not smooth. Initially,
people could not see the connection between fine art and commerce
within the imagery and topics he adopted. His really creative step was
to embrace iconic consumer products, which were already part of
American culture, and incorporate them into his art. In 1962, artists
of the declining Abstract Expressionist movement such as Jackson
Pollock and Willem de Kooning were involved in a philosophical battle
with Pop artists such as Warhol and Roy Lichtenstein. The Abstract
Expressionists held contempt for commercialisation, while the Pop
artists celebrated the imagery of the growing consumerist society and
its associated popular culture.

Binstock et al describe Warhol as a social phenomenon who was
never far removed from the attention of the media and as someone
who was an expert at manipulating his celebrity status.!”® By adopt-
ing an element of commercialism in his art, Warhol was able to
develop a wide-ranging output that defined him as the pre-eminent
artist of late capitalism. He had an all-encompassing belief system,
meaning that no ideas were discarded as being unachievable, and he
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was a passionate social observer. This observation often resulted in
profitable opportunities:

For Warhol, social observation was a complex system of relation-
ships: a way to mediate his interactions with the world, exploit the
social matrix, discover what people want, and, no less important,
how to make them pay for it ... Throughout his career, Warhol
adroitly exploited the consumerist system that he so cleverly made
the linchpin in his art. His strategies for fame and the circumstances
that bolstered his efforts continue to this day.!7*

Warhol pre-empted our current obsession with the lives of so-called
media celebrities when he launched his magazine Interview. Screen icons
gradually replaced consumer products as the topic for his screen prints.
Warhol used mass production imagery as a device for questioning the
consumer’s devotion to mass-produced goods. He made continual refer-
ences to the connection between art and business and marketing. He
saw connections between money, business and the multiple object and
his paintings were viewed as products. He believed that business art was
the step that came after art. He even called his studio The Factory, and
employed a number of other artists and assistants.

As well as screen-printing, Warhol began to experiment with
filmmaking and in 1963 produced his first movie, Sleep, which lasted
five hours. A later film, Chelsea Girls, was shown commercially across
the USA, making it onto the Variety charts. The unconventional
lengths and topics of the films guaranteed maximum publicity.

Warhol also had a fascination with newspaper images of death. For
example, he produced screen prints of the assassinated President
Kennedy, the electric chair and fatal car crashes. His interpretation was
that newspapers were treating death as a commodity and so he will-
ingly embraced the imagery. Another associated interpretation is that
producing screen prints of dead people signifies the death of painting.
Warhol and his Factory members adopted a proactive approach to the
collection of these images:

Rather than wait passively for the right images of death and disaster
to cross his line of sight, he and his assistants sought out the most
gruesome unpublished examples from press agencies and other
resources typically reserved for journalists.!”

However, some of the images adopted by Warhol were affected by per-
sonal circumstances. As well as symbolising mass consumption, the
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Campbell’s soup tin also served as a reminder to Warhol of his child-
hood poverty and the fact that he was never sure where he would get
his next meal.

There is a strong corollary here between the need for creative market-
ing stemming from avant garde thinking and the call for the end of
establishment, mainstream marketing as we know it. Although he
deliberately made a connection between consumerism and his art, he
also promoted the dark side of consumption, appealing to our hidden
tastes relating to pain and humiliation:

What may in some cases seem to be benign memorials and in others
manifestations of our admiration become, more clearly, representa-
tions of our society’s darker side, where death and violence fan con-
sumerist desires.!”®

Warhol always went to the boundaries of a concept where no one had
been before. He never began at the obvious place. He deliberately
encouraged a mix of people from a variety of backgrounds to attend
The Factory. He provided some interesting insight into the type of
person who could work within his enterprise when he wrote that
ideally the individual should exhibit some degree of misunderstanding
of his (Warhol’s) philosophy.!”” He felt that, during the communica-
tion process, the ideas expressed by the other individual sometimes
interacted with his own in order to create a unique solution to the
problem so that ‘when working with people who misunderstand you,
instead of getting transmissions, you get transmutations, and that’s
much more interesting in the long run’.}”® This is similar to Arthur
Koestler’s notion of ‘bisociation’, involving the putting together of two
unrelated facts or ideas to form a single identity. Warhol created an
open situation without boundaries, permitting people to behave as
they liked. Examining his early paintings, it is clear that even then he
strove to push cultural and art-historical conventions to the bound-
aries of bourgeois acceptability and beyond by striving to disconnect
the viewer from normative thinking. As Binstock wrote, Warhol's
greatest political legacy was his ‘uncanny ability to transport his
various audiences to the precipitous margins of the forbidden and the
repressed’.1”?

Warhol seemed not to mind too much being labelled as a ‘loner’ as
this served to differentiate him from others and then seemed to pull
certain individuals towards him and his philosophies - in other words,
to give him his following. This loner status can be compared to the dis-
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coverer of a new theory, a new practice, who then attracts a following
as this method becomes established. Warhol’s marketing philosophy is
derived from his apparent distaste for the avant garde one-off pieces
produced for the connoisseur. He comments that given the result of
popular taste, there are particular instances of bad taste found among
the leftovers. The trick is then to utilise this bad taste in order to turn
the work into something interesting.

Warhol practised a form of inverse marketing in New York where he
was based. He believed that living in such a large place leads people to
desire objects that nobody else wants, to crave after the leftovers. So
much competition with associated changing tastes means that, in
order to survive, you should realise that ‘changing your tastes to what
other people don’t want is your only hope of getting anything’.'8

In 1994, the Andy Warhol Museum opened in Pittsburgh. Warhol
had immense amounts of creative energy that he used to redefine the
meaning of modern art, placing it within the wider industrial arena.
Due to his interest in contemporary consumer culture, Warhol became
one of its greatest influences, despite his outspoken stance against the
mainstream and support of the counter culture. He developed and
exploited the link between the artwork, the consumer and marketing
by displacing the concept of the one-off artistic piece and replacing it
with mass-production.

Biography four: Pablo Picasso

Painting is freedom. If you jump, you might fall on the wrong
side of the rope.

But if you are not willing to take the risk of breaking your
neck, what good is it?

You don’t jump at all. You have to wake people up.

To revolutionise their way of identifying things. You've got
to create images they won't accept

Pablo Picasso in Creating Minds

Describing Pablo Picasso as having impeccable technique, Richardson
believes he had more fame than any other artist that ever lived.'®! Born
in Malaga in 1881, Picasso’s father taught him the fundamental tech-
niques of drawing. As Picasso grew up, he spent time with travelling
gypsies and circus performers, subjects often seen in his paintings. This
social mix hinted at the ability of the artist to investigate and feel com-
fortable with those outside his accepted social and business circles. By
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doing so, he exposed himself to alternative modes of thinking and
behaviour, something that the entrepreneurial marketer also considers
important.

Picasso’s family moved to Barcelona in 1895, where his father taught
at the art school and Picasso was apprenticed to a religious painter.
Intent on discussing art and related matters with like-minded indi-
viduals, he was frequently seen holding court at the café bar Els Quatre
Gats. Picasso then moved to Paris, where he shared living and working
facilities with his friends in a tightly knit network. This close proximity
to other creative people allowed for intimate discussion of innovative
topics and stimulation of interest in new directions for art.

Never content with one particular style or place of residence, Picasso
moved around Spain and France in order to refresh his creative think-
ing, although during the Second World War he chose to remain in
Paris where he focused on still-life painting. At this time, Picasso drew
on unconventional sources to feed his creativity through his early
interest in the painter El Greco, who was unpopular at the time.
Fighting against public convention, Picasso drew inspiration from
El Greco in his groundbreaking painting Les Demoiselles d’Avignon — the
painting that signalled the beginning of Cubism.

Evidence of Picasso’s desire to experiment through the drawings and
annotations can be found in his notebooks, thereby serving as a form
of biographical data. As well as being talented in a creative sense,
Picasso also had to work very hard to be successful. This is also the case
in marketing where luck and persistence interplay with creative com-
petencies to give the creative marketer a competitive advantage.
Throughout his life, Picasso developed and successfully exploited a
number of different networks that crossed between business and social
spheres. In order to gain inspiration for his work, Picasso was prepared
to look to the past, as well as draw on current avant garde thinking; for
example, he drew inspiration from Edouard Manet, Gustave Courbet,
El Greco, Delacroix and Velasquez.

There is also much merit on examining past successes in the business
world; for example, Fillis finds evidence of the development of market-
ing long before that discussed in mainstream textbooks.!8? Picasso
demonstrated deep insight into particular situations and showed lead-
ership among his peer group. The creative marketer is also able to iden-
tify opportunities as the result of their heightened levels of awareness
and insight.

Many artists do not receive the acclaim they deserve until after their
death but Picasso fast became the most celebrated artist of all time,
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years before the current fashion of short-term celebrity status that
appears to hold sway in the media. Due to his high creative levels, he
attracted an entourage or network of fellow creative individuals in fine
art, poetry and other intellectuals, such as Guillaume Apollinaire and
Max Jacob. They all shared immense energy and ambition, factors also
shared by creative marketers within their personal and business contact
networks. Picasso was able to access the network for inspiration when
his own thoughts became temporarily staid.

Rather than being content with maintaining one particular success-
ful style, Picasso sought to develop new and increasingly creative com-
binations and juxtapositions in his quest for his own style of artistic
‘management’:

It could have been extremely tempting to remain in the same style,
to cultivate a following, to ride the wheels of success in the direc-
tion that they were already spinning, but there was something in
Picasso ... that prevented him from ever resting on his laurels;
instead, he felt compelled perpetually to face new challenges and
scale new heights — as well as risk unprecedented depths — profes-
sionally and personally.'®

The creative marketer is also not content with maintaining the status
quo and instead, continually seeks to improve their competitive posi-
tion by developing different programmes of action based on their cre-
ative insight. In order to seek further inspiration, Picasso analysed his
old sketchbooks and paintings so that new forms of creativity could be
derived from those from the past. Picasso has said that his work is like
a diary and so by examining his creative output over time this becomes
a form of self-biographical research.

Perhaps his most creative risk was in painting Les Demoiselles
d’Avignon. So great was the leap forward that his contemporaries ini-
tially seemed afraid to follow, but inevitably this did happen over time.
This demonstrates that certain creative individuals are prepared to take
greater risk than others in order to achieve success.

When Picasso worked together with his fellow cubist Georges Braque
for a seven-year period, their joint creativity was seen as a process of
discovery. Initially seen as avant garde, on the periphery of artistic
schools of thought, Cubism soon became part of the accepted main-
stream, much like its predecessor, Impressionism. The collaboration
between Picasso and Braque resulted in a form of creativity never seen
before:
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In a word, Picasso and Braque, working together, invented and then
probed the artistic style called Cubism. Perhaps neither of them,
working alone, might have continued the process begun by Cézanne,
decomposing figurative painting into its component lines, forms,
and planes, anticipating future, more abstract trends. But without
question, the particular form cubism took and its speed in transform-
ing the artistic world resulted from the unusually intense and pro-
ductive collaboration between these two artists.8

The new cubist art resulting from their collaboration had a new sign
system with associated meanings. This can be compared to the particu-
lar language of the creative marketer in the small or medium enter-
prise, where formal marketing language is rendered redundant and a
more informal, intuitive, direct language of business takes its place.
Picasso saw cubism as an unplanned progression through the voyage of
self-expression, rather than a planned, strategic effort. Analogies can be
made here with the creative marketer who often intuitively develops
the business.

Picasso’s reputation grew as his career progressed and he continued
to attract not only a following among his artist contemporaries but
also a number of wealthy patrons. It is the reputation of the creative
marketer that differentiates the business in the marketplace. In the
small or medium enterprise, branding relates equally if not more so to
the owner/manager than to specific products and services. In many
cases, the owner/manager is the company, and this is continually
borne out in business statistics showing that small firms dominate over
their larger counterparts and that the micro-enterprise is the most
common size of firm.

Further evidence of Picasso’s searching for inspiration from the past
can be seen in his interest in Greek and Roman form. In further search
of ideas, he forged creative links with contemporaries in other art
forms such as the impresario Diaghilev and the composer Satie. This
suggests that the best way to be creative is to be prepared to seek inspi-
ration from a variety of sources from the past, present and future:

Don’t expect me to repeat myself. My past does not interest me any
more. Rather than recopy myself, I would prefer to recopy others. At
least I would bring something new to them. I like discovery too
much.!8
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Drawing mainly from one of his most famous works, Guernica, Picasso
believed that the purpose of painting should go far beyond the
superficial decorative nature of the majority of output. Instead, it
should serve as an instrument for attack and defence against the
enemy. There are clear analogies here with marketing, paralleling the
marketing-as-warfare metaphor.

Rather than having a pre-planned approach, Picasso’s philosophy
focused on discovery. Instead of agreeing with the increasing levels of
theoretical interpretations of his work, he deemed this unnecessary,
believing that enthusiasm and self-expression was all that mattered. He
also provides insight into the new product development process, where
a kind of iterative approach is preferred over a prescribed, sequential
path. Initial ideas may appear attractive but a deeper analysis is
needed.

There are clear connections here with the specific skills needed in
marketing planning and strategy in today’s turbulent business environ-
ment. Throughout his career, Picasso excelled in experimentation. This
compares favourably to the creative marketer who thrives on experi-
menting, linking to Brownlie’s call for experimental forms of market-
ing. Picasso often incorporated the use of the metaphor in his own
work alongside other unconventional approaches such as distortion
and fragmentation of form and scale, using caricatures and juxtaposi-
tions and using visual puns.!'8

Conclusions

This chapter developed the notions of learning from other disciplines
in order to inform the marketing phenomena. In particular, artistic
biography is cited as a creative expression of human achievement. Yet
it is rarely mentioned in the marketing literature. It is argued in this
chapter that inspiration can be drawn from artistic practice, so that it
informs marketing theory and practice, developing a more robust
result for marketers.
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Creativity, Measurement and Myth

In the creative act, the artist goes from intention to realization
through a chain of totally subjective reactions (Marcel Duchamp).

The measurement of creativity has been the subject of long debate and
little consensus, leading to dissatisfaction and disagreement among
the cohort of researchers from a variety of disciplines interested in the
field. Some have proposed that creativity be measured according to
process improvement or features of the person or product. Others have
suggested that creativity be measured by the quality of the response to
the product by the user. There are also those who suggest that creativ-
ity cannot be measured. This school is often in the arts where creativity
is seen as cerebral, unknowable and fleeting in nature. Overall, hun-
dreds of studies have been conducted into creativity research.

In this chapter we investigate the ways in which information on cre-
ativity is collected and used. We begin with a discussion of different
schools of marketing thought. We investigate how the varying schools
use available information on creativity to inform marketing research.
While reporting primarily on creative marketing measurement
methods, we recognise that marketing practitioners use information
collected informally too. The purpose of this chapter is to reflect on a
variety of measurement concerns and theoretical approaches. The
authors do not propose a mutually harmonious account of measure-
ment methods, but instead an array of options from which to choose.

The schools of marketing research

It is possible to conceptualise the different characteristics of marketing
schools and their research approaches as four phases that coincide with

72
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Table 5.1 Characteristics of the main schools of marketing research
Phases Marketing Avant Garde Creative, Marketing
Academy Reaction Incorporation
Dominant  Positivist idealism  Humanistic Multi-method
discourse Commercialism Cultural welfarism  Consumerism
Principal Marketing Peer group Marketing
beneficiaries researchers outsiders practitioners
and marketing
researchers
Primary Linear, stepwise Critiquing of Use of research
strategy approach to existing marketing  imagination
understanding theory and call for  to construct
new theory new theory
construction
Key values =~ Market research Market research is ~ Market research is

is for large for self-realisation

businesses

for practitioner and
researcher application
and use

the historical moments in the development of management thought.
These historical phases mark discernible shifts in style, genre, epi-
stemology, aesthetics and social organisation. In each of these phases a
different dominant discourse is evident and the principal beneficiaries
also vary. While there is some overlap between phases, and some can
be simultaneously found today, a dominant style is nonetheless
present at each time. The principal marketing approaches to research
discourse can be identified as marketing academy, avant garde and cre-
ative marketing (Table 5.1).

These suggested phases require some explanation. The first phase is
the traditional phase, during which ‘objective’ reports represented the
positivist scientific paradigm. In this first phase, the researcher sees
the ‘creative other’ as opportunity for enriching marketing research, but
they soon become an object to be archived. The second phase, called
the humanistic phase, is grounded in the human relations school of
thought. Researchers here attempt to ground work in the social setting,
using qualitative methods. The third phase is a reaction to the dominant
positivist school. It employs a variety of paradigms, methods, and strat-
egies and uses theories ranging from positivist to critical theory, feminist
theory, ethnography, biography, content analysis and so on. As this
third phase matures, its separation between the social sciences and the
scientific school blurs. This is a fourth phase of experimentation.
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There are many researchers today who still follow the rationale
of positivism. These are the majority of marketing researchers. This
approach perpetuates linear, prescriptive approaches to understanding,
with the focus on study replications rather than theory construction.
This general school of thought has been referred to as Establishment
Marketers, with strong analogies being made to other academies of
thought outside of marketing. Here it is called the marketing academy.

The body of marketing researchers focusing on the humanistic,
mainly qualitative dimensions of research is smaller but growing. This
school is intent on theory construction and generation of new know-
ledge rather than replication. The third group embraces less conven-
tional methods such as postmodernism and critical theory in order to
provide additional understanding to contemporary marketing phe-
nomena. Fillis has referred to this group in previous papers as the
Avant Garde, much in the same way as other, sometimes controversial
individuals and groups outside the marketing academy.!®”

The marketing researchers belonging to the fourth and final group
have identified the merits of the various schools of thought and have
adopted a pluralistic, sometimes multi-method approach to marketing
research. They believe that by being able to triangulate data that has
been constructed from a scientific, positivistic perspective, and by
having the opportunity to generate new theory from a more human-
istic orientation, the strengths of both schools of thought can interact
in a meaningful way. The marketing researcher is at liberty to ‘dip into’
any of these approaches at any time. When the opportunity arises to
be able to combine approaches, then the emerging data tends to be
much richer, more interesting and much more relevant to marketing
practice.

The principal marketing approaches to research discourse can be
identified as marketing academy, avant-garde and creative marketing.
Each approach can be distinguished in terms of mode of representa-
tion, appraisal criteria, focus, generalisation, role, licence, prediction,
data sources, basis of knowledge and ultimate aims. The criteria are
summarised in Table 5.2.

Brownlie believes that any marketing practice must be socially
located and, as such, multiple rationalities are possible.'®® Piercy argues
that despite widespread usage of rational methods, there is lack of evi-
dence that such approaches produce better results than creative, judge-
mental approaches.!? If there are problems with larger firm marketing,
then the situation is compounded when examining the smaller firm
with fewer resources at its disposal, and where higher levels of uncer-
tainty are expected. Brownlie views the creative, judgemental response
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Criteria Marketing Avant Garde, Creative,
Academy Artistic Marketing  Entrepreneurial
Marketing
Mode of Formal statements; Non-literal language, Use of evocative
representation literal language evocative statements statements or
manifestos to
promote the
entrepreneurial
marketing
paradigm
Appraisal Validity Persuasiveness Validity secured by
Criteria paramount; paramount; seek data triangulation;
unbiased methods illumination; insight generated
of data collection  penetration and using researcher
and analysis; insight; arguments  imagination,
conclusions supported by success intuition and
supported by in shaping concepts creativity
evidence
Focus Concentrates on Concentrates on Concentrates on
overt or expressed experiences and both overt
behaviour (which  meanings (observed behaviour and
can be recorded, behaviour provides  hidden,
counted and springboard to unconscious factors
analysed) understandings constructed socially
Generalisation Extrapolates from  Studies single cases, Generalisations
particular to presupposes that possible since data
general; randomly  generalisations is triangulated from
drawn sample is reside in the a number of single
deemed particular, that data sources,
representative of  broad lessons can together with large
universal and be learnt from the scale representative
statistically unique samples
significant
inferences drawn
about latter from
former
Role Results reported Avoidance of Researcher

in neutral,
unblemished
manner, according
to a standard
format (problem,
literature review,
sample, analysis,
implications)

standardisation;
form and content
interact; meaning of
content determined
by form in which it
is expressed

creativity used to
report findings in
usable, creative
forms; presentation
of mutually
supportive
quantitative and
qualitative data
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Table 5.2 Comparative marketing approaches to research - continued

Criteria Marketing Avant Garde, Creative,
Academy Artistic Marketing  Entrepreneurial
Marketing
Licence Factual emphasis; Subjective Models the
little scope for orientation, creativity of the
personal expression imaginative marketing
or flights of self-expression both  practitioner in
imaginative fancy permitted and expressing
expected imagination and
creativity within
theory construction
Prediction Aims to anticipate  Aims to explicate, Realisation that the

and Control

Data
Sources

Knowledge
base

Ultimate
Aims

the future
accurately, thus
enabling or
facilitating its
control

Standardised
instruments, such
as questionnaire
surveys or
observation
schedules, used to
collect data

Methodological
monism; only
formal propositions
provide knowledge
(affect and
cognition separate)

Discovery of truth
and laws of nature;
propositions taken
to be true when
they correspond
with the reality
they seek to
explain

thereby increasing
understanding, less
algorithmic than
heuristic

The investigator is
the principal
research instrument
and his or her
experiences the
major source of data

Methodological
pluralism; knowledge
conveyed by
successful evocation
of experience in
question (affect and
cognition combined)

Creation of meaning
and generation of
understanding;
statements seek to
alter extant
perceptions about
the world

future is uncertain
and uses judge-
ment and imagina-
tion to minimise
unsureness

Adopts a wide range
of data sources from
within and outside
marketing, includ-
ing ethnographic,
socio-logical,
business and
psychological

areas

Methodological
triangulation;
experience and
competence of the
practitioner
reflected in the
research process as
a way of knowing

Construction of
marketing theory
which can be
adopted by the
profit and non-
profit firm; theory
closely mirrors
multiple realities of
business practice

Source: Modified from Eisner and Brown.'®8
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as the result of the managerial blindness experienced from continued
loyalty to the linear-rational process and that managerial creativity can
be seen as an act of theory construction.

Brown discusses the need for imagination in the research process and
in marketing in business:

Imagination, sadly, is something that most modern marketers lack,
need, or just don’t have enough of ... This shortfall, apparently, is
particularly strongly marked amongst practising managers, who are
regularly urged to kick start their seized or stalled imaginations ... to
break out of the red tape tied box of bureaucratic convention ... and
to imagine their future the way good novelists imagine their stories
... Nowadays, imagination is widely regarded as a good thing, a uni-
versal verity, something that everyone has or ought to develop,
nourish, improve, extend.!*!

Brown notes that ‘in recent years, marketing and consumer research
has been enlivened by the advent of perspectives predicated on the
liberal arts in general and literary theory in particular’ although so far
this has been mainly at the consumer level rather than at the firm
level.!?2

There is a long history of interest in measuring creativity as well as
an intellectual acceptance of the need to broaden the marketing
concept, which goes back to Kotler and Levy in 1969. In marketing,
the interest in types of measures varies from one marketing sector to
another. For example, in marketing management, the salience of the
positivist school overrides the interest in ethnographic measurement
that is gaining currency among consumer marketers.'”® While the
value of creativity for thinking and self-expression has been recognised
in past research, the chief purpose of this chapter is to determine how
to measure creativity in order to benefit marketers. Creative marketing
measurement uses both quantitative data, allowing for comparisons
to be made between different products, processes and consumers, and
qualitative data, based on more detailed information gathered locally.

Theories of marketing focus narrowly on quantitative methodo-
logies. Problems arise in the application of traditional marketing
research methodologies to creative types of products. Hirschman!%*
identifies four difficulties in measuring these creative products:

¢ Consumers are presented with them in their entirety
¢ Consumers are not required to provide a logical rationale for their
choices



78 Creative Marketing

¢ Researchers recognise the limitations of verbal reports by consumers
in describing their responses to aesthetic or ideological products;
words are inadequate

¢ Art cannot be judged objectively as better or worse than another.
It is subject only to personal assessments of its worth

Hence, novel methodologies are required for measuring consumer reac-
tions to such products, argues Hirschman. Hirschman'’s thesis is that new
ways of looking at marketing’s application provide new metaphors for
seeing concepts and theories, and lead to new knowledge development.
The related point is important: that new ways of looking at things pro-
vides an opportunity for discovery. Discovery is often made by those on
the ‘outside’. In marketing terms, it is often the avant garde who dis-
cover things of use to the marketing academy. Commercialisation
follows once acceptance of the idea is entrenched in the general commu-
nity of marketers, purchasers or the public. This takes time, often as long
as thirty years. Broad acceptance takes time. This diffusion of ideas can
be modelled conceptually as seen in Figure 5.1.

The figure shows the avant garde as outsiders seeking to gain entry to
the marketing academy and the influence of the consumers and gen-
eral public. In other words, the avant garde seek to influence the core
establishment, the buying public and the general public through
acceptance of their ideas. If they achieve acceptance of their ideas by
these groups, then they become ipso facto part of the establishment
themselves and a new avant garde will eventually emerge to take their
place. How do we measure acceptance of creative ideas or readiness for

Figure 5.1 The diffusion of avant garde ideas into the mainstream

Avant Garde

Avant Garde .. P

Source: Hirschman 1983
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new ideas? New tools of experimentation and behavioural inference
are being used for this purpose.

Complexity of measuring the intangible

Measuring the value of creativity is seen as the holy grail of marketing,
if not other disciplines that also investigate creativity. Money, products
and sales are worth more to organisations than intangible assets. But
unlike tangible assets, intangible assets are hard for competitors to
imitate, which makes them a ‘powerful source of sustainable competit-
ive advantage’.'” If marketers could find a way of estimating the value
of creativity in marketing, they could measure and market their prod-
ucts and services more competitively and easily.

As the turbulence of the world increases, leading to greater uncer-
tainty and complexity in the external environment, marketers and
practitioners need information that is broader in scope and uses new
methods of analysis than currently provided by traditional statistical
techniques. Much of this information is non-statistical and comes from
informal sources - through personal interaction between people. It
comes from interaction at trade fairs, conferences, product launches
and special events. It is clear from this changing environment and new
ways of doing business interpersonally that measurement will be
diverse but variable in complexity.

Can creativity be measured? There are those who argue that it cannot,
just as there are those who think that anything is measurable. If it can
be measured, how can it be measured? As these questions have been
asked by many thinkers from Plato to Freud, it is hardly surprising that
there are different answers to the questions. The measurement of intan-
gibles such as creativity is hard to quantify and needs careful interpreta-
tion. Because creativity provides new ideas and innovation in products,
process and place of origination, as well as for customers, it provides
enduring competitive advantage. However, creativity is troublesome
because it is hard to measure. So how can creativity be measured?

The answer lies in its alignment with strategy. The authors’ approach
to measuring intangibles such as creativity is furthered by the use of
four of the ‘Six Ps’ of creativity discussed in Chapter 3: person, place,
product, and process. These four perspectives are linked to marketing
and customer needs and are integrated through strategy. This requires
a holistic approach to measurement not always found in the marketing
literature.
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Measuring and testing creativity

A number of attempts have been made to measure and test creativity,
with varying degrees of success. Quantitative approaches are often
based on the scientific interpretation of creativity and therefore fail to
consider the qualitative dimensions and the subjectivity often associ-
ated with its development. Boden suggests that creativity can be meas-
ured using a numerical scale.’”® Relative measures of creativity can be
developed, with judgements made on the degree of creative merit.
However, the subjective, creative differences in paintings such as the
Demoiselles d’Avignon by Pablo Picasso and the Mona Lisa by Leonardo
da Vinci cannot be captured using linear, scalar, metric or other quan-
titative measures alone. A similar conclusion can be drawn with respect
to measuring marketing and entrepreneurial orientation, where a large
body of research focuses on the application of quantitatively designed
scales but fails to consider the subjectivity of marketing and entrepre-
neurial practice.’’

The psychometric approach to creativity assumes that creativity is a
measurable mental trait, in similar fashion to intelligence. The focus is
on testing and measuring divergent thinking, as discussed by Petrowski:

Divergent thinking instruments measure such things as ideational
fluency (‘List all the things that are white and edible’); divergent
production (‘What are the consequences of people having six
fingers instead of five?’); expressional fluency (‘Write as many sen-
tences as you can using the words desert, food, and army’); and
word association (‘rat-blue-cottage’). Scores are based on originality
(statistical rarity of given responses), fluency (total number of rele-
vant responses), flexibility (number of different categories repres-
ented by relevant responses), and elaboration (amount of detail in
responses).!8

Due to its subjective and intangible nature, meaningful scientific test-
ing of creativity is difficult to achieve and so generalisations and repli-
cation are open to debate.!”” When attempting to measure creativity it
must be recognised that, although there are links with intelligence?®
and genius,?’! they should be differentiated. Eysenck uncovers four
dimensions of creativity that assist in its measurement: first as a pro-
cess involving the production of new and original content; secondly as
a creative product which can involve more than just creative character-



Creativity, Measurement and Myth 81

istics; thirdly through the individual exhibiting creativity; and finally
the creative situation.?%? Spearman measured creativity as a trait
using the ‘fluency’ construct, consisting of verbal and imaginative
dimensions.?%

Alternatively, creativity can be measured as a trait involving a num-
ber of dimensions.?** These include: tests of divergent thinking; atti-
tude and interest inventories; personality inventories; biographical
inventories; ratings by teachers, peers and supervisors; judgement of
products; the study of eminent people; and self-reported creative activ-
ities and achievements.

Measuring creativity as intuition involves testing individual ability to
derive conclusions on the basis of using fewer clues than the average
respondent.?”® The clues are offered in series and the respondent is per-
mitted to guess the answer at any stage. This results in the identification
of four groups of respondents based around concepts of intuitives and
non-intuitives according to who gave correct or incorrect responses.
However, since creativity has been measured as many things - the pro-
duction of ideas, a personality attribute, the ability to solve problems,
the ability to achieve, the ability to recognise social and professional
creative output - it has been difficult to compare and contrast results in
a meaningful way.

There is a long history of creativity testing. Buddhists have used cre-
ativity tests to identify appropriate apprentice monks for centuries and
genius was assessed in ancient China and Japan through the writing of
poetry.2% Skills in fluency of thought and expression, originality,
abstraction, elaboration and resistance to closure can shape creative
thinking (Torrance constructs a creativity index to measure this).2%”

As we have pointed out, there is no commonly agreed test of creativ-
ity. Treffinger, for example, notes over 60 methods of identifying
creativity.?®® Creativity may be culture specific; what is deemed creative
in one culture may not be in another.?”” A society’s creativity can be
measured by applying a creativity index but this approach also has its
flaws:

Martindale (1994) uses very simple measures of ‘primary process’
thinking, such as concrete versus abstract vocabulary. These measures
are intuitively plausible to the extent that one believes irrational,
primary process thought to characterise creativity...They are intu-
itively implausible, however, to the extent that they ignore what
seems to be the most important thing of all: what is being thought.?1
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The notion of vocabulary also relates to marketing. The marketing
academy tends to adopt a rational vocabulary grounded in positivism
while creative entrepreneurial marketers bridge the gap between theory
and practice by developing a practitioner-based language that often has
abstract derivations.

Howard Gardner’s biographical method can also be used to measure
creativity through close examinations of unique human beings, or
heroes, and subsequent attempts to elicit generalisations.?!’ The out-
puts of creativity can easily be measured, but measuring creativity itself
is a somewhat more intricate matter. Creativity tests are used to iden-
tify creative ideas and these can then be used as a benchmark in con-
structing additional connections between factors. The problem is that
creativity often involves the juxtaposing of previously untried com-
binations of factors, so prediction of these events is extremely difficult.
It is highly debatable that quantitative methods such as factor analysis,
structural equation modelling, correlation and regression techniques
are really capable, on their own, of identifying the essence of creativity.

The most appropriate forms of creativity measurement in the sciences
and related disciplines are the biographical inventory and the person-
ality profile.?!? These approaches are deemed to be more accurate pre-
dictors of creative achievement than cognitive measures of divergent
thinking. The scores from biographical inventories and personality
profiles can be added up to indicate creativity levels, but these scores
really only measure a one-dimensional characteristic. A biographical
inventory may consist of several personality scales relating to certain per-
sonality traits; for example, leadership factors such as dominance, emo-
tional stability, need for achievement, self-confidence and sociability.
Creativity is measured by independence, the extent of participation in
self-initiated activities and interest in thinking up and trying new ideas.

The creativity measure assesses independence, self-initiated learning
activities, past accomplishments and initiatives. A personality profile
identifies factors such as idiosyncrasy and conscientiousness, which are
related to different personality traits. These approaches have their
weaknesses — for example, they cannot tell whether creativity varies
along a single dimension. They can only indicate whether or not indi-
viduals have directed their cognitive resources in a certain area.

Creativity consists of a number of multi-dimensional factors that can
be understood using case study analysis. Gardner adopts a case study
approach to understanding individual creativity.?'* Most case studies
on creativity have focused on a social-scientific approach rather than a



Creativity, Measurement and Myth 83

humanistic approach to understanding.?!* Research in the social sci-
ences on creativity has, until recently, drawn heavily from psychology;
for example, psychometrics measures creative processes in contrasting
cases of ‘talented’ and ‘normal’ individuals.?'S This approach relies on
the use of instruments based on intelligence tests that have been criti-
cised for their lack of validity. The psychological trait approach to
measuring creative individuals has involved both empirical research?!®
and a psychoanalytical approach that focuses on the impact of neu-
rotic and sublimatory effects on creative efforts.2!” Gardner’s holistic
approach includes influences from cognitive and developmental psy-
chology, motivational aspects of creation and other factors from the
human sciences.?!8

The creative individual solves problems, fashions products and poses
new questions within a domain in a way that is initially considered
unusual but is eventually accepted within at least one cultural group.
In order to understand and measure creativity, a cross-disciplinary
approach needs to be adopted that takes into account wider macro-level
forces such as the social environment. The organisational dimensions
surrounding the creative act and shaping the creative individual must
also be investigated, as well as the procedures that shape creative judge-
ments. The creative, entrepreneurial characteristics such as selfishness,
self-centredness, intolerance, stubbornness, ignoring convention and
asking questions are shaped for the most part in childhood. Therefore,
measuring and testing creativity should follow a longitudinal approach,
adopting a biographical, life history path of enquiry.

Why is creativity of interest to marketing management?

Creativity is a legitimate concern for those interested in marketing
measurement. Although ‘marketing’ is commonly treated as a term of
trade in the Oxford English Dictionary, academic marketers define their
work quite differently. Research is central to academic marketing. If
research is an attitude of enquiry, then its measurement is a matter of
judgement as to which mode is appropriate to solve the problem at
hand. Debates about what constitutes marketing measurement are
robust and there is continual jockeying for position over the nature
and role of marketing measurement.

Creative measurement systems should support and guide the market-
ing vision. These matters are discussed next, by referring to the schools
of marketing research and their preferred measurement systems.
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Truth is a number

In times when market research and opinion polls affect almost every
aspect of our lives, two Russian artists asked two questions about art for
the masses:

e What would art look like if it were to please the greatest number of
people?

¢ What kind of culture is produced by a society that lives and governs
itself by opinion polls?

In 1995, Vitaly Komar and Alex Melamid, two Russian émigré artists
now based in the US, reflected their interpretation of a professional
market research firm’s survey about aesthetic preferences and taste in
painting. Their intention was to discover ‘people’s art’ by conducting
the first poll of people’s opinions on art and taste. In 1994, they began
the process that resulted in America’s Most Wanted and America’s
Least Wanted paintings, which were exhibited at the Alternative
Museum under the title ‘People’s Choice’.

After the success of this project — offered with a wry sense of humour
and irony - further surveys were conducted in countries including
China, Russia, Germany, Finland, Denmark and France. The American
and Russian results offer uncanny similarities: both groups surveyed
wanted tranquil landscapes around a lake with a group of figures relax-
ing in the foreground or a portrait of a historical figure (such as George
Washington or Jesus). The favourite colour of both groups surveyed
was blue. The most unwanted type of painting was a garish abstraction
featuring triangles and reds.?!?

Using this data, Koam and Melamid painted a pair of composite can-
vasses called the Most Wanted and the Most Unwanted for each
country. Of course the ‘People’s Choice’ is not just an attempt to
produce populist art. It is first and foremost an attempt to create a dia-
logue around the banal conclusions of the public polls and the insipid
art resulting from it. The actual result — provocative art from dialogue
with insight - was the opposite of the apparent aim. And yet, where
public opinion and popular taste are manufactured by a vast machinery
of statistical analysis, this is a possible outcome. It has happened before.

Approaches to measuring and testing creativity

This book investigates the art and marketing interface in order to draw
inferences, make comparisons and promote the worth of establishing a
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climate of creative, entrepreneurial marketing research and practice.
Stern and Schroeder draw on art and literary criticism in order to reach
an improved understanding on advertising imagery:

The argument for turning to art criticism to augment literary analysis
lies in the synergistic capacity of a binocular approach to identify
and explain patterns in advertising text on the basis of resemblance
to patterns previously found in literature and art. That is, the art lens
combined with the literary lens can detect elements such as genre
patterns, thematic congruence, and historical antecedents that might
otherwise go undetected.??°

There are also patterns within artistic practice that relate to creative,
entrepreneurial marketing practice and that can be utilised to construct
new marketing theory. The work of Tarkovsky serves as a focal point in
promoting the merits of understanding the artistic process and linking
this to more truthful marketing theory:

It is perfectly clear that the goal for all art ... is to explain to the
artist himself and to those around him what man lives for, what is
the meaning of existence ... art like science, is a means of assimilat-
ing the world, an instrument for knowing it in the course of man's
journey towards what is called ‘absolute truth’.2%!

Gummesson encourages the adoption of intuitive qualitative methods
in order to achieve a better degree of truthfulness:

When complex and ambiguous social phenomena like marketing
are studied, completely explicit and systematic analysis is usually
not feasible. Intuition is also required as it is often impossible to
know exactly how to process data and how one arrives at conclu-
sions ... Intuition is often called non-scientific and irrational, but
philosophers define intuition as ‘complete knowledge of reality’,
‘ability to quickly draw conclusions’ and ‘the instantaneous percep-
tion of logical connections and truths’ ... Genuine intuition is not a
whim of the moment but an elaborate synthesis of huge amounts of
data, processed in a nanosecond.???

Due to its subjective and intangible nature, scientific testing of creativ-
ity is difficult to achieve.??® Therefore, generalisations and replication
are open to debate. Problems stemming from the measurement of cre-
ativity can also be found in disciplines other than psychology, such as
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science, particularly in the founding years of an emerging discipline.
However, there are merits in attempting to measure creativity factors —
Clerk Maxwell felt that knowledge advancement can only be achieved
after quantifying the relevant factors.?

In order to facilitate the measurement of creativity, Barron devised a
study (summarised in Table 5.3) that appears to support the existence
of a trait identified as ‘great productivity of ideas’, linked to the set of
personality traits.

Measuring creativity as a trait has been identified as involving eight
dimensions: tests of divergent thinking, attitude and interest inventor-
ies, personality inventories, biographical inventories, ratings by teach-
ers, peers and supervisors, judgement of products, the study of eminent
people and self-reported creative activities and achievements.?%¢

Despite all this, creativity still lacks a general consensus definition.
The existing research is as diverse a construct as it is highly complex.
Creativity has been measured as the production of ideas, as a person-
ality attribute, as an ability to solve problems and as being able to
make achievements; consequently it has been difficult to compare and
contrast results in a meaningful way. Creative achievement tends to be
measured in terms of how innovative products are produced and recog-
nised as having the required amount of quality and worth. Professional
and social recognition of creative output are other measures used.

Table 5.3 Measurements of creativity

1. Unusual uses: this test asks the subject to list six uses to which each of
several common objects can be put.

2. Consequences B: the subject is asked to list what would occur if certain
changes were to take place. The idea is to list as many consequences or
results of the changes as possible.

3. Plot Titles B: two story plots are shown and the subject is requested to write
as many titles as he/she can think of for each plot. The titles are rated on a
scale of cleverness from O to 5.

4. Rorschach 0+: this measures the number of original responses to ten
Rorschach blots, assessed separately by two scores on good versus poor
forms.

5. Word rearrangement test: originality rating. The subject is given 50 words
randomly selected from a list of common nouns, adjectives and adverbs,
and is then told to construct a story which contains as many as possible of
the listed words.

Source: Adapted from Barron?
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Eysenck compiles a set of variables that he believes impact upon cre-
ativity as an achievement.??” These are cognitive variables (intelligence,
knowledge, technical skills and special talents), environmental variables
(political-religious factors, cultural factors, socio-economic factors and
educational factors), and personality variables (internal motivation,
confidence, non-conformity and creativity as a trait). There is a caveat:
although there appears to be agreement that creativity appears as a uni-
versal construct, creative achievement may depend on the situation.
Both artists and physicists may be creative, but measures of achieve-
ment both within their own community and in society at large can
differ.

Conclusions

This chapter has drawn together a neglected source of new ideas: the
holistic approach to measuring creativity for marketers. The basic tenet
for the chapter is the thesis that discovery comes first and justification
second, and acceptance in terms of the marketing academy, the con-
sumer and the public sees the avant garde move gradually to a position
of joining the establishment.

Numerous marketing researchers have focused on mechanical, rou-
tine research methods with little interest in sociologists, creativity
researchers or philosophers. Gigerenzer calls this approach the ‘ritual of
justification’ as it forges one methodological imperative to the exclusion
of all others.??® Statistical tools are recommended universally and with-
out question as to their applicability. The ‘statistics-is-all’ approach
leads to a view that tools override theories rather than the other way
around. Theories become compelling when they are modelled after
methods and practices that are sacrosanct to the audience being
addressed. But ideas are derived first and methods of justifying ideas
come second. Hence, theory building requires a variety of research
methods and theory testing requires statistical methods for justification.
Both sides of the debate claim superiority on this issue, but we argue
here that discovery comes first through creative application of ideas,
skills, motivation and knowledge. Methods of justification come
second. The context of discovery precedes the context of justification.

It is inaccurate to say that we know little about measuring creativity
for marketing purposes. The traditional path for the creation of new
products is linear: producers gain knowledge of consumers’ needs and
then create products to fulfil those needs. As early as 1983 Hirschman
developed an antithetical argument concerning artists and ideologues.
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An artist and an ideologue may first create a product from their own
internal desires and needs and then present this product to different
marketplaces for acceptance — the artist alone, peers and commer-
cialised creativity. Formal measurement systems used by marketers
differ according to what audience is sought for the product developed.
Some researchers have tried to analyse products. Others have relied on
the subjective analysis of products or people as creative. Most have
used creativity tests that are similar to intelligence tests. Finally, bio-
graphical analysis is increasingly used to measure creativity.

Creativity is essentially an interdisciplinary study. One-dimensional
measures of creativity, such as scales, are inadequate. Others support
this view, such as Amabile. Amabile suggests that creative performance
emerges from three necessary components: innate skills or motivation;
learned abilities; and task attitudes.??° She argues that it is unlikely that
a single test will tap all elements of the three components. Hence, it is
important to specify which aspect of creativity is being measured and
by what means.

It is clear that developing creativity in measurement is an integrating
but demanding task. It requires balance between longitudinal, cross-
sectional case study, biographical and other qualitative approaches.
Well-developed, comprehensive measurement systems are the excep-
tion rather than the rule in marketing journals. It seems that initiatives
in developing holistic measurement systems will be assisted by clarify-
ing strategic approaches to marketing practice and asking researchers
to track real firm performance in a variety of ways.
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Entrepreneurship and the Creation
of New Marketing Metaphors

All the world’s a stage,
And all the men and women merely players:
They have their exits and their entrances:
And one man in his time plays many parts

Shakespeare As You Like It

As demonstrated in earlier chapters, marketing has been dominated by
the logical positivist school of thought that stressed objectivity, ration-
ality and measurement. However, there are other traditions that can be
traced back to a pioneering article by Kotler and Levy in 1969. These
traditions broaden the marketing concept and establish criteria for
knowledge in the discipline.

Following our own paradigm of using metaphors for marketing, this
thread of thinking allows us to apply metaphor to marketing know-
ledge. Zaltman believes that without metaphor we would be unable to
imagine, and therefore it is central to the creative process and the com-
munication of creative ideas.?3® As discussed in chapter 4, metaphor
serves to describe something in terms of something else, thus generat-
ing a new way of interpreting things.

Our discussion has shown that there are gaps in the literature and on
creativity and marketing. For example, there is an absence of discus-
sion of how creativity can contribute to the more contemporary inter-
pretation of the marketing concept in order to deal with turbulent
changes in the environment as a result of globalisation and tech-
nology. This means that there is little visualising how creativity can
impact on international marketing. There is no appreciation of how
creativity can increase understanding of the consumer and the deci-
sions they make. Creativity is absent from discussions on business-to-

89
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business marketing. There is little appreciation of how creativity can
assist in the development of services marketing, distribution channels
and channel management, retail marketing and pricing. We need to
view creativity and marketing holistically in order to promote creativ-
ity and marketing as philosophy. It is our intent to use creativity and
marketing sources from widely divergent fields in order to recognise
that creativity and marketing have existed for centuries in a variety of
forms.

Historical roots of creativity in marketing

Creativity and marketing can be traced to Pre-Hellenistic Greece, the
Italian Renaissance and nineteenth-century Australia.?®! Although cre-
ativity is mentioned in entrepreneurship texts, much of it is fairly
recent and, in some cases, only linked to innovation or not at all.
Despite such early references, there is insufficient treatment of creativ-
ity in marketing.

However, there is a small but passionate and important body of
work, grounded in research, which examines creativity from an entre-
preneurial marketing perspective. This chapter extends the earlier dis-
cussion of the literature on creativity in marketing and analyses its
main themes. These themes have been grouped metaphorically as mar-
keting as passion, marketing as jazz improvisation and marketing as
ideopolis. These will be discussed later in this chapter.

The marketing/entrepreneurship interface provides research that
helps us understand creativity by offering opportunities for its investi-
gation through a variety of methodologies.?*? This is in contrast to
textbook analysis of marketing and creativity, which is silent on the
topic of entrepreneurship. Lancaster and Massingham?®? link creativity
to communication; Kotler?** links creativity to advertising message, the
research process and idea generation for new product development;
Baker?®® aligns creativity within planning and in the promotional
message; Blois?3® provides some linkage with strategy decisions while
Dibb et al.?*” only discuss it in terms of the selling process.

Creativity has a history within psychological research that focuses on
individual input into group processes.?®® This has also been the case
within the limited amount of research in marketing, where creativity is
modelled as being derived from individuals.?3° Creative marketing
action can be visualised from the perspective of the psychology of
expertise where individuals can become experts within a specific
domain through their experience and knowledge.?4°
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Many firms carry out business via highly informal, unstructured,
reactive mechanisms while others develop, over time, a proactive and
skilled approach where innovation and identification of opportunities
give the firm a competitive edge. At the two ends of the continuum,
formal marketing involves highly structured, sequential decision mak-
ing while entrepreneurial decisions tend to be haphazard and oppor-
tunistic. The marketing/entrepreneurship interface deals with the
overlap, or areas of commonality, such as analytical skills, judgement,
positive thinking, innovation and creativity.?*!

Innovative product design and originality in business through creative
problem solving gives the firm a competitive advantage in domestic and
overseas markets. This view is echoed in the following quotation:

Marketing and entrepreneurship share common conceptual and
practical ground and that this commonality can be made sense of in
the context of a conceptual framework that emphasises the applied
creative problem-solving dimension of each field. Thus to the extent
that creative (or innovative) behaviour is a significant feature of
radical marketing success, it might also be said to lie at the heart
of much successful entrepreneurial endeavour.?*2

Morris and Lewis note the increasing interest and application of the
Marketing/Entrepreneurship interface, with the establishment of a
special interest group by the American Marketing Association and the
Academy of Marketing tackling both theoretical and practical perspec-
tives.24® They identify the three key characteristics of entrepreneurial
activity that can be regarded also as integral to the successful market-
ing oriented firm: innovation, risk-taking and pro-activeness.

In terms of the environment or property, marketing managers can
stimulate alternative thinking by creating a climate that encourages
freedom of thought. Mechanisms such as rewards directed at intrinsic
and extrinsic motivation can affect creative marketing performance.
Appreciation by marketing information managers of the creative pro-
cess can improve employee productivity as well as the quality of work.

Existing data sets, phenomena and assumptions can be re-examined
and re-interpreted so that new patterns can be identified and optional
courses of action followed. The adoption of creativity in marketing
research is in response to the linear approaches that dominate market-
ing thinking. Traditional linear approaches follow a pattern or sequence
of steps. A more intuitive approach may skip steps or rearrange the
sequence.”*
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Marketing as passion

Boden identifies creative characteristics such as self-confidence, stub-
bornness, energy, commitment, egotism, selfishness and exploitation
as well as hard work which are needed in order to hone any new
insight generated.?*S These are similar characteristics to those identified
by the authors in our studies of creative entrepreneurial marketing.
A creative individual faces two directional choices: to either question
every assumption and reject current thinking or to exhaust one partic-
ular avenue or domain of thought by exploring it more systematically
and deeper than anyone else has done.

Transferring this to marketing, the entrepreneurial marketer recog-
nises that the frameworks and domain of the marketing academy,
although providing a useful conceptual overview, largely fail to fit with
the realities of today’s business environment. They are unafraid of
questioning the assumptions contained within the marketing academy
frameworks and have produced their own effective ways of marketing,
often focusing on more creative, softer, qualitative approaches.

Boden notes that the way in which we tend to think involves having
a large number of interacting changes. These changes are derived from
the equally large number of ideas contained within the mind. A series
of conscious and unconscious thoughts impinge on decision-making.
The unconscious thought process results in the construction of concep-
tual associations that then influence conscious thought. A useful
hypothesis, for example, might relate to entrepreneurial owner/
managers having more ideas than their conservative counterparts.

Schaffer believes that a creative discovery is essentially a mental
process carried out by someone possessing a superior power.2*¢ Ryle
believes that a discovery is a specific achievement grounded within a
particular timeframe that relies on a priori sets of activities.?*” Creativ-
ity cannot be understood by adopting the tools of psychology alone
and that ‘what is really needed is a systematic study carried out by one
of those rare individuals who himself happens to possess this peculiar
gift of creativity’.248

This position then gives further emphasis to the alternative, more
creative path of developing business from an entrepreneurial market-
ing perspective. The entrepreneurial researcher exhibits a degree of cre-
ativity, from the identification of the research opportunity to the way
in which the data is collected and reported. The scientist Thomas Alva
Edison discussed how intuition and luck interact with the more tan-
gible dimensions within the scientific process and the commercialisa-
tion of the discovery:
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[T]ime, hard work and some good luck are necessary too. It has been
just so in all my inventions. The first step is an intuition, and comes
with a burst, then difficulties arise ... little faults and difficulties ...
show themselves and months of intense watching, study and labour
are requisite before commercial success ... is reached.?*

Entrepreneurial creativity exists throughout the lifetime of the busi-
ness, and requires passion to be sustained. Amabile believes that:

Entrepreneurial creativity requires a combination of intrinsic motiva-
tion and certain kinds of extrinsic motivation — a motivational synergy
that results when strong levels of personal interest and involvement
are combined with the promise of rewards that confirm competence,
support skill development and enable future achievement.?%°

In line with the work of the authors, Amabile identifies passion as a
key intrinsic factor in determining successful entrepreneurial beha-
viour. One problem with Amabile’s stance on entrepreneurial creativity
is that she believes that the successful implementation of creative ideas
requires the input of a range of individuals working in teams. However,
much of the work of Fillis and Rentschler identifies how the entrepre-
neurial micro-enterprise, consisting of one or two people, can use
limited resources creatively in order to bring competitive advantage to
the firm. Those organisations prepared to recognise creative achieve-
ment are subsequently likely to promote further creative, entrepreneur-
ial behaviour. In environments where creativity is not rewarded or is
undesirable, it will not happen. However, with creative, entrepreneur-
ial behaviour may come the possibility of spiralling, uncontrollable,
even sociopathic behaviour. Successful organisations seek to stimulate
creativity and produce innovations, but do so within a controlled
(albeit loosely at times) system.

Hackley and Mumby-Croft>*! identify creativity as a self-reflexive,
life-changing force in terms of a socio-psychological phenomenon if
viewed from a humanistic/experiential point of view. Entrepreneurial
marketing activity is seen as an applied form of creativity and is
grounded via experience within a specific form of problem solving:

This aspect of creative entrepreneurship can be conceived as a man-
ifestation of expertise with all the determinist, realist and cognitivist
assumptions usually entailed in such a view. So the marketing entre-
preneur is on the one hand an agent for social change employing
personal reflexivity in making existential choices, and on the other
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he or she is a socially determined expert who, finding him or herself
in a particular set of circumstances responds by looking inward to
expertise deriving from personal experience and applies this to eco-
nomic activity in a creative way.??

Marketing as jazz improvisation

Dennis and Macauley use the jazz improvisation metaphor in order
to better understand how creativity can make a useful contribution to
marketing planning.?>® Mintzberg’s key argument on crafting strategy —
a metaphor in itself — is a case in point.2* Mintzberg sees the dance of
strategy as a craft, exemplified in the two well known but competing
interpretations of how strategic planning develops and the element of
creativity it requires:

The rational school is founded on the core belief that a specialised
group or top management deliberately formulates strategy plans,
whereas the incremental school argues that strategy plans emerge
within the organisation 25°

The jazz metaphor is used to demonstrate that improvisation tech-
niques can be used around a flexible, creative core of strategic activities.
The intrinsic qualities of jazz, such as structured creativity, improvisa-
tion and self-direction also have direct implications for marketing
planning. MacDonald views marketing planning as a logical stepwise
process®>® but the realities of the business world mean that stepwise
behaviour is often the exception and not the norm. Therefore, creative
ways of developing and implementing marketing planning are needed.
Marketing planning can be carried out informally, especially within the
smaller organisation. The larger the organisation, the more structured
the process becomes. Jazz is a particular way of playing music that
involves feeling and improvisation. It is often unique, with improvised
solos never played the same way twice. It involves an underlying theme
but there can be a high degree of complexity and variation.

Marketing as ideopolis

The metaphor of marketing as ideopolis encourages a reconceptualisa-
tion of what is occurring in a wider reality covered by marketing. For
example, creativity is not only used in advertising, product development
and segmentation, but also at a macro level within cities. Gilmore's
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recent work on city perception sets the scene for our metaphor of mar-
keting as ideopolis:

How a city is perceived, the image it creates of its physical and envir-
onmental desirability, affects not only the levels of investment by
property developers and companies, but also the decisions of employ-
ers and employees to work there. Intuitive marketers recognise the
importance of creating the vista at the earliest opportunity.?®’

As well as the traditional notions on which business has been grounded,
the economic prosperity of a city now depends on the knowledge,
imagination and creativity of those working there. Business is inextric-
ably linked to the arts and other areas of culture and so creative market-
ing must embrace this notion. As Gilmore says: ‘the impact of a vibrant
cultural scene within the knowledge economy cannot be under-
estimated ... A rich arts and cultural scene creates a buzz towards which
the greatest minds gravitate’.2%®

The use of metaphor in product development, segmentation and
testing differentiates an understanding of brand in marketing. This is
important, as new product failure rates are as high as 70 per cent, sug-
gesting that there is a need for a broader understanding of these aspects
of marketing and their relation to creativity. New product failure has
been identified as being due to incomplete new product innovation
processes that do not account for contemporary developments in the
business environment.?° This discussion looks at ways of overcoming
these shortfalls in advertising, product development and segmentation,
but also at a macro level within cities. They are considered together
for two reasons. First, they all impact on the ideopolis in one way
or another: by targeting consumers, products, programmes or cities
through research, development and testing. Second, they are the aspects
of marketing in which creativity is seen to be important. Hence, they
give a lie of the land in relation to the investigation of our topic.

The notion of the metropolis is now being replaced by the ideopolis,
where making things is no longer as important as the generation of
profitable ideas and where insight and innovation are deemed more
important than actual wealth and infrastructure.?®® At the city level, the
challenge is to be able to harness the innate creativity of the population.

Advertising creativity

Now let us deal with creative advertising. It is seen early on as:
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The art of establishing new and meaningful relationships between
previously unrelated things in a manner that is relevant, believable
and in good taste, but which somehow presents the product in a
fresh, new light.?5!

More recently, creative advertising is seen as ‘original and imaginative
thought designed to produce goal-directed and problem solving adver-
tisements and commercials’.?%? Creativity impacts on advertising as a
means of establishing competitive advantage and as a mechanism for
differentiation amongst media clutter, often manifesting itself as the
unique ‘selling proposition’ or ‘big idea’.?%% In other words, advertisers
are required to use creativity as a catalyst to imagine and conjure new
ways of communicating a product message to consumers.

Novelty, meaning and emotional content are seen as the main cre-
ative dimensions in advertising. Novelty relates to how the advertise-
ment varies from normal expectations, meaning refers to the relevance
of the advertisement ingredients to the message being promoted and
emotional content relates to the generation of feeling through experi-
encing the advertisement.

Creativity contributes towards advertising effectiveness as it enables
the message to be pushed into the viewers’ minds. New ways of getting
the message across involve a degree of risk since the outcome is always
uncertain. In advertising, many creative opportunities are lost due to
the risk-averse nature of those working in the industry:

Advertisers ... may tend towards caution since they are responsible
for spending large sums of other people’s money ... This cautious, or
risk-averse, approach may result in missed opportunities: a poten-
tially significant loss in an era of intense market competition, where
every potential advantage can be easily copied in most markets.?%*

Account planners are responsible for ensuring that creativity has a
strategic purpose in advertising through research-derived consumer
insight. The account planner integrates advertising consumer research,
strategic planning and creativity in an attempt to understand the con-
sumer’s reaction to a potential campaign. Any insight gained is best
achieved through qualitative research that integrates creativity research
with other research. There are fears, however, among advertising per-
sonnel, that too much research can hinder meaningful creativity.26S
Despite the importance placed on creativity in advertising by both
practitioners and academics, there has been a lack of research on defining
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advertising creativity and how this relates to advertising effectiveness.
There has been a long relationship between creativity and advertising,
with some advertising textbooks devoting several chapters to creative
strategy and tactics. Despite the acknowledged relationship, there is a lack
of relevant research in the marketing and advertising literatures. Zinkhan,
for example, found that in a fifteen-year publication period, the Journal of
Advertising only published five papers specifically on creativity.2%

There are three different aspects of creativity in advertising. The first
relates to the creative team behind the creation and implementation of
the advertisement. The second is the amount of creativity the adver-
tisement is perceived to contain by the target market. Finally, there is
also the creativity within the target market, or audience that views
the advertisement. The most creative advertisements are seen to be the
most divergent from standard practice and the most relevant to
the viewing public:

The ad must contain elements which are novel, different or unusual
in some way ... must also be meaningful, appropriate or valuable to
the audience ... Normally, relevance would be expected to be related
to the brand/informational properties of the ad ... However, rele-
vance can also be produced by execution elements such as music ...
creative ads are defined by some researchers as ones that are effect-
ive at achieving their goals.?®

Divergent thinking within marketing, and in advertising specifically, is
related to how fluent, flexible and original an individual is, how able
they are to elaborate, to have unusual perspectives and synthesise
seemingly unrelated factors. In order to understand how a theory of
creative advertising can be constructed, it is useful to visualise it, as
seen in Table 6.1.

Despite creativity being the least scientific element of advertising, it
is the most important. El-Murad and West carried out a literature
search for articles with the terms creativity and marketing in the title,
from 1985 to 2001, using the ABI/Inform database (they did not speci-
fically measure titles with both words included).?®” In 1985 there were
18 mentions of creativity and this had risen to 85 by 1995. Marketing
mentions, meanwhile, had increased from 174 to 399. There has been
a slight decline in the inclusion of both terms since 1995. Comparisons
are made between creativity in the arts and creativity in advertising,
indicating that the function of creativity in each case may be different
but its overriding nature is the same.
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Table 6.1 Contributing components of creative advertising

Creativity in the communication Creativity in

process: management:

¢ Using creativity to position e Human resource factors and creative
company image personnel

e Introduction of new products and ¢ Understanding and stimulating the
brand extensions creative process

¢ Derivation of new uses for existing ¢ Developing creative strategy and
products tactics

¢ Persuading consumers to participate ¢ Determining when creative goals
in promotions have been achieved

¢ Understanding when consumers ¢ Planning creative advertising
prefer creative and non-creative campaigns
advertisements ¢ Fostering a creative organisational

philosophy

Creativity as a social process: Creativity as a group process:

e creativity and popular culture e impact of the majority and minority

¢ advertising as commercial art within a group

¢ possible cultural differences and e factors which enhance or prevent
potential for mistakes group members from producing

¢ using creative advertisements to creative ideas
educate and inform on social issues  ® impact of rewards, promotion and

e advertising as source of consumer mood on the production of creative
growth ideas

Source: Adapted from Smith and Yang.>*®

Creativity in advertising differs from creativity in the arts mainly in
its purpose. Advertising creativity must achieve objectives set by
others — this is not usually the case in the arts. Success in the arts is
achieved when the creative products are deemed ‘pleasing’ in some
way whereas in advertising it is not sufficient to ‘please’ or always
necessary to do so. To be successful, creative advertising must first
be noticed and then have a specified effect on the viewer ...
Architects and designers of all kinds ‘create’ by applying their ori-
ginality and imagination to solve problems and achieve goals that
are set, usually, by others. An artist may paint for the purpose of
self-expression, but she or he may also do it for critical recognition,
fame and fortune.?’°

Creativity and product development

A product manager’s ability to develop a creative programme is deter-
mined in part by problem-solving ability and the motivation to spend
sufficient time on the creative task. Established products often need
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some means of further differentiation in the marketplace.?’! This dif-
ferentiation can be achieved through creative marketing activities
focusing on product modifications, changes to packaging, labelling,
positioning and promotion. The requisite knowledge is concerned with
trends and other forces that impact on the current and other product
categories. There is, however, a lack of actual creative practice in this
area and this has meant that price wars, rather than creative input,
tend to dominate.

Reaching a creative solution depends on whether the manager uti-
lises a routine or non-routine/heuristic approach to problem solving.
Relevant factors include the degree of formalisation of the planning
process, the degree of interaction with other functional areas and the
amount of time pressure experienced. Andrews and Smith develop a
model of the factors that contribute to the degree of creativity in the
marketing programme (Figure 6.1).

Improved knowledge of the marketing environment influences the
ability to analyse data, make informed decisions and ask the correct
questions. It reduces the time needed to extract the relevant informa-
tion and ultimately enhances a product manager’s ability to recognise
opportunities and identify any problems. Intrinsic motivation can lead
a product manager to devote more time and energy to a specific task

Figure 6.1 Factors affecting marketing programme creativity

Motivational Factors:
Intrinsic motivation to
plan
Risk taking
Situational Factors:
Planning process
formalisation
Interaction with others
Time pressure
Problem-Solving A A
Inputs:

Knowledge of the y ¥ | Creativity of the
Marketing Environment "| Marketing Programme
Diversity of Experience

Diversity of Education
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through conscious and unconscious efforts. This results in a number of
possible alternative, non-routine solutions to a problem. Positive atti-
tude towards risk taking also influences the degree of creativity in
product decisions. As we have discussed, being open to risk means that
new ideas that conflict with the current comfort zone of acceptability
are more likely to be considered.

The majority of people working in organisations tend to prefer order,
rules and routine rather than chaos and anarchy. Chaos and anarchy
feed only one side of the creative experience. Many artists are not
chaotic, but see routine as a large part of the actual lived creative prac-
tice. The need to be creative, then, suggests that there is a need to be
anti-organisational as well as organisational. If the marketing associ-
ated with product management is highly formalised, it could be
assumed that this then serves to prevent some forms of creativity, as
ritualised thinking is commonplace. However, there needs to be some
degree of formality in order to give shape to planning with creativity.
The relationship between creativity and the degree of formality has
been viewed as an inverse ‘U’ shape. Beyond a moderate level, there are
diminishing returns on endeavouring to formalise the process. Also,
interacting with personnel outside the marketing area allows for expos-
ure to alternative perspectives and ideas.

Im and Workman investigate the relationship between market orien-
tation, creativity and new product performance in high-technology
firms.?’? They believe that being able to derive and subsequently
market new products and related marketing programmes using creative
ideas is central to success in a changing marketplace. Interestingly, and
perhaps worryingly, they also believe that market orientation is an
antecedent of creativity at all times. If this were the case, then the cus-
tomer would always be correct and most of the new innovations and
creative acts throughout the history of business would never have
taken place.

Innovation in product development

There has been some attempt at examining innovation as the connec-
tion between market orientation and performance but this is still
unclear.?”? Im and Workman believe that creativity is a more concrete
construct than innovation.?’* However, the literature shows that creativ-
ity is anything but a concrete entity and involves a large degree of quali-
tative dimensions that, therefore, must be measured using qualitative
means. Any investigation of creativity within the new product develop-
ment process should partly embrace some qualitative dimensions.
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As well as having some unique properties set against their compet-
itors’ offerings, the new products must have associative meanings with
the customer base, or at least be capable of developing these associ-
ations through appropriate marketing programmes. The creation and
development of creative ideas and then making them tangible through
new products and marketing programmes are the central parts of an
innovation strategy. Creativity results in product differentiation and
the subsequent derivation of competitive advantage and firm perform-
ance through customer loyalty and satisfaction. Product differentiation
can be defined as the degree of a new product’s superiority relative to
competitive products with respect to uniqueness, quality, cost effect-
iveness and technical performance.?”> Despite Im and Workman’s
attempts to quantitatively measure creativity, they note that:

The resource-based theory of the firm suggests that creativity, which
is an intangible resource embedded within the firm, can provide a
competitive advantage (Barney 1991; Hunt and Morgan 1995).
Creativity renders a sustainable competitive advantage to a firm
because it is a strategic resource that is valuable, flexible, rare and
less vulnerable to imitation or substitution.?®

A number of different models of product development have been con-
structed, with varying degrees of overlap between theoretical founda-
tions and actual industry practice. Pina e Cunha and Gomes identify a
shift from a planned, mechanistic interpretation to more emergent,
organic interpretations. This is outlined in Table 6.2. This shift in
product development models also echoes the shift in the organisa-
tional paradigm, which is yet to transcend marketing management
theorising. The engineering-based interpretation sees organisation as
order while the complexity-based interpretation views organising with
a partially disordered process.

In order to adapt and renew within a changing environment, new
product development can result in maintaining customer closeness,?’®
counteract organisational inertia?’® and achieve competitive advantage
through innovation.?® Over time, there is a gradual shift from viewing
product development as a functional activity to a knowledge-based
activity that impacts across the organisation. There is no general model
of applicability; rather, situation specific solutions are needed where
structure and disorder are combined.

There have been a number of models developed that seek to under-
stand how product innovation occurs, with most of these following a



102 Creative Marketing

Table 6.2 Two product development models

Organisation as order Organisation as disorder

e Organisations should buffer e Organisations portrayed as messy and
themselves from external partly disorganised systems
influences while maintaining a ¢ Should be viewed as systems of
controlled degree of porosity to inter-related, complex and not fully
the environment predictable behaviours

* Homeostasis achieved by e Management by synthesis, intuition
introduction of slight, and analogy, as well as logic and
incremental innovations analysis

e Top management team presumed ¢ Change and innovation involve a
to act as driver of innovation and parcel of emergence and
renewal improvisation as well as a sequence

e Strategic decision making based of planned activities
on rationality ¢ New organisational architectures are

e Organisations expected to change becoming more dynamic and less
voluntarily and consciously mechanical

¢ Cause—effect relationships taken e Focus on disorder and ambiguity
as known ¢ People as information-creators

e Organisation pursues clear and e Discovery-led rather than plan-led
shared goals set by managers who approach

can transform divergent and often
ambiguous information into
convergent solutions

¢ Rationalised perspective follows
an organisational archetype
based on control and rationality,
from which chaos has been
removed

Source: Adapted from Pina e Cunha and Gomes.?””

logical, linear sequence. Buijis, however, proposes an alternative, circu-
lar, chaotic interpretation that is more representative of industry prac-
tice.?®2 Under this alternative perspective, there is no single correct
order of events. Buijis states that ‘every stage can be the starting point
of an innovation process and every stage can be followed by any other
stage. Chaos from practice is now made visible’.28

Worryingly, Buijis seems concerned that any such new model
grounded in a chaotic and non-linear perspective cannot be taught to
students, whereas the conventional, linear approach can be. Granted,
it is easier to remember sequential models than more qualitative inter-
pretations, but the perpetuation of this type of thinking which fails to
mirror successful industry practice is problematic. Should we continue
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to teach approaches that are easy to understand rather than encourage
students to develop independent, creative, critical marketing skills
relating directly to innovative industry practice?

Creating an entrepreneurial future in marketing

Alexander?®* promotes the joint application of marketing research and

product design from an early stage in the new product development
process to ensure higher-level creative outcomes. Rather than viewing
design as part of the marketing process, it is too often seen only as a
tool of manufacturing where imagination and creativity are often
lacking:

This management perception of market research as an activity
carried out within marketing and sales departments, and therefore
distinct from the designing of products, is reflected in an extensive
conventional marketing literature. Research work in this area has
been concerned with market performance evaluation models, and
with market research methods and techniques which attempt to
measure current consumer attitudes to existing products or to
examine previous patterns of consumer behaviour for future predic-
tion purposes...More recently, howevet, some market researchers
involved in new product development programmes have questioned
the uncritical use of unimaginative, quantitative consumer surveys
that seek to find ‘everything there is to know’.2%

In order to overcome the problems with market research simply
responding to existing customer wishes, there must be an integration
of a design and marketing strategy from the outset, involving data col-
lection. This suggests that there should be an integration of product
and market-centred marketing.

Gilbert et al identify the need for domain-relevant skills in creative
thinking, so that, for example, new product development would require
particular marketing skills.28¢ However, there are various examples of
new product development that do not necessarily follow conventional
marketing wisdom. Instead, belief in an idea and product-centred mar-
keting are utilised to achieve competitive advantage. Gilbert et al feel
that creative thinking is laborious and must be disciplined but this is not
always the case. Creativity in marketing has resulted from free-thinking
where the constraints of conventional marketing frameworks have been
removed and entrepreneurial marketing thinking is facilitated.
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The main focus between creativity and business could be identified
as the entrepreneurial business personality, where innovation and
change are central ingredients. Amabile views entrepreneurial creativ-
ity as:

[TIhe generation and implementation of novel, appropriate ideas
to establish a new venture (a new business or new programme to
deliver products or services). The primary novel, useful ideas have
to do with: (a) the products or services themselves, (b) identifying a
market for the product or services, (c) ways of producing or deliver-
ing the products or services, or (d) ways of obtaining resources to
produce or deliver the products or services?®’

This runs in parallel with much entrepreneurial literature that focuses
on new venture formation but also needs to follow the growth of busi-
ness over time.

Creative entrepreneurial marketing within problem finding and
problem solving cannot be explained by adopting the conventions of
what Hackley and Mumby-Croft call ‘normal’ marketing science which
is dominated by positivism. Hackley and Kitchen discuss how novelty
can contribute to marketing, in that it can provide paradigm-breaking
interludes in otherwise technical marketing activity.?®® Only a small
percentage of people are capable of managing in an entrepreneurial
marketing sense by producing novel actions that are socially grounded.
Successful marketing action consists of applied creative skill:

Success in the field is derived from constructions of knowledge held
in long-term memory and which are derived from very specific
experience. On the other hand, these fuzzy experientially mediated
knowledge constructions seem to go beyond the knowledge
required for routine, technical action in that they facilitate creativ-
ity. That is, they afford actors’ insights into problem areas that lead
to the combination of concepts in a manner that is novel in the
sense of being socially constituted as meaningful. This novelty
might include the possibly life-changing act of having a novel com-
mercial idea and putting it into practice.?®

Bhide notes that entrepreneurship is a consequence of being able to
generate and implement innovative ideas.?’® Being taught how to be
creative can link to heightened levels of innovation.
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To re-emphasise: formal business methods must be adjusted to suit
the needs of the small and medium enterprise manager. The degree of
formality and the extent of the process vary depending on the size
of the firm and the characteristics of the key decision-makers.?*! The
entrepreneurial marketer allows a certain degree of free-flowing creativ-
ity within the enterprise. The controlling manager can cause motiva-
tional problems and underachieving performance.??

Studies on creativity in the sciences,?*® computing,?* marketing and
entrepreneurship in small and medium enterprises?®> and the link
between the arts and marketing?® identify a number of common char-
acteristics. The characteristics uncovered describe the creative beha-
viour of the entrepreneurial marketer by using creative metaphors and
through examination of successful creative practice from a range of
fields.

Common themes emerge between recently identified entrepreneurial
marketing attributes and their forerunners in scientific creativity. Risk-
taking behaviour, being able to control rather than be controlled,
being independent, not being afraid to fail and having the persever-
ance to succeed all feed into creative output. Creativity is identified as
a competitive strength,?” a key competency?’® and an entrepreneurial
attribute.??

One of the key outcomes is how creativity can be managed within
the firm. In academia, intelligence is certainly not always to be taken
as a signifier of creativity since many researchers follow familiar pro-
cedures throughout their career without challenging or questioning
why they do so. The inability of managers to manage creativity within
the firm is also identified as a key issue that needs to be addressed.3%
Creative individuals can often be perceived as anarchists within the
system who try to resist any attempts at conformation. As a result,
managers often act to quell those who show any individual initiative,
confining them to utilising tried and tested methods. Subsequently,
any chance of developing competitive advantage disappears.

Where a problem is initially vaguely defined, this often means that
the problem must subsequently be redefined. To be creative in market-
ing does not necessarily entail the discovery of new ideas but could
also relate to alternative uses of existing ideas. In tracking customers,
for example, creative methods can be used to identify new sources or
ways of examining these sources. A creative solution must also have
value, and in marketing research this value is especially pertinent in
building competitive advantage. The 6Ps model of creativity, discussed
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in chapter 4, can be applied to marketing information management, as
well as to specific departments across the organisation.

Creativity, intuition and marketing segmentation

Segmentation is an area of marketing ripe for further analysis. The act
of segmentation has been criticised for being far too mechanistic and
quantitative. In industrial markets, for example, business tends to be
concentrated rather than spread and so the theoretical models fail to
account for this.3%! The linear segmentation models that exist do not
represent the realities of business practice. As in marketing planning
and marketing strategy, marketing segmentation approaches suggest
that all the relevant variables are known, but the reality is somewhat
different.

Within industrial markets, the environment is typified by uncer-
tainty, change and unreliable data, none of which fit with rigorous,
formal methods of segmentation. Faced with these problems, industrial
marketers often use their intuition, and subsequently, have been criti-
cised for their lack of quantitative grounding in decision making:

When we try to understand why industrial marketers seem to be
frightened by methods of segmentation, they declare that they feel
they are losing contact with reality ... As they have not much
confidence in mathematical tools (too complex), as they do not read
a lot (not enough time), most of them use their experience, the
‘muddling through’, the ‘trial and error’, or still worse, their intu-
ition ... But why are intuition and reason so rarely used together? ...
Equations, charts and matrices will alas never make management
decisions perfectly reliable, certain, and completely rational ... there
will always remain this slight uncertainty due to the fact that we
can never be sure we know all the conditions of the experience. We
can never be sure to have collected all pieces of information neces-
sary to make the decision.?%

Similar issues have already been identified in relation to marketing
planning and strategy. Rather than dismissing the contribution of intu-
ition that is already in place at the practitioner level, it should also be
embraced when considering segmentation at the theoretical level. By
accepting this, adjusted theoretical models can then assist in the pro-
fessionalisation of intuitive segmentation practices. Millier suggests
that intuition should only be incorporated on the basis of sufficient
industry experience but the entrepreneurial literature suggests that any
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individual with entrepreneurial ability, or potential, is capable of
making profitable, intuitive decisions.

Creativity training and testing in marketing

Marketing educators are well positioned to provide creativity-
building exercises in many aspects of existing courses...Creativity-
building exercises should appear in every marketing course (Gilbert
et al 1996: 52-3)

Gilbert et al reported on research carried out on marketing students
that focuses on creativity training.3% Creative personnel are viewed as
valuable assets within a business that is open to change:

Creativity in marketing means the creative application of vital new
ideas to every area of the marketing process. It implies the need for
innovistic thinking in product research and development, in con-
sumer and market research, in production, packaging, pricing,
advertising, promotion, publicity, selling and merchandising ... our
economic future hangs in the balance between the ability or inabil-
ity of ... business to exercise creativity in marketing its products and
services.304

The above quotation is from over forty years ago, some time before
Kotler included a chapter on creativity in his first textbook on market-
ing management. Since then, industry practice has embraced creativity
from time to time but, as McIntyre notes, there is a severe lack of this
in the way in which marketing students are taught, trained and tested.
In today’s climate of mass higher education, students and educators
alike seem content to function within an environment that provides
facts, concepts and principles but is lacking in creative thinking. The
literature supports the merits of creativity training, which is enabled
through supportive environments, use of domain-specific skills, and
appropriate use of techniques.?%3

A safe and barrier-free environment is crucial for the promotion of
teaching creative thinking.3% This does have its merits but, in reality,
creative thinking is often the result of having to think within a short
space of time, with limited resources and within an environment
where the individuals involved do not necessarily feel safe and risk
free. Entrepreneurial creative thinking is such an example. McIntyre
et al used the Torrance tests of creative thinking to assess the creative
ability of marketing students, and finding that MBA student creativity



108 Creative Marketing

was much lower than that of undergraduates.??’ This is no great sur-
prise, given the way in which business students tend to be taught using
linear and rational models, which avoid any creative content whatso-
ever and fail to reflect the creative realities of the business world.

Research has shown that creativity can diminish with higher levels of
education.’%® Again, this should not be surprising due to the pressure to
conform and fit with the dominant paradigm or way of thinking in
each discipline. However, students with creative abilities are very much
in demand in business.** Over 80 per cent of chief executives see inno-
vation and creativity as crucial success factors,®'® while creativity is
viewed as the most critical competency for leadership in an increasingly
global marketplace.3!! There is, therefore, a greater need than ever
before for facilitating creative marketing pedagogy. The challenge is
immense, since many marketing educators are still teaching in a most
uncreative fashion. Creativity can be seen as the ultimate source of
intellectual property and, therefore, as a marketing commodity it is
extremely valuable. If creativity is not developed in business, then the
competitive position of the organisation can be at risk. Despite the fact
that there have been increasing calls for the development of creative
thinking skills in the classroom, this has not been realised.3!2

Conventional marketing curricula tend to focus on content know-
ledge at the expense of skills development.3'3 A skill is an underlying
ability that can be refined via practice, requires feeling as well as
thought and may involve risk taking and initiative. During an American
Marketing Association Consortium, some seventy marketing educators
derived a list of key skills needed by students.?!* These included written
and oral communication, intuition, creativity, leadership, networking,
listening, non-verbal communication and risk-taking. Given this
identification of the importance of instilling creative thinking and com-
petencies, it is astounding that creative thinking is still a subject that
has largely been ignored in the business curriculum.?'® This consortium
was from over a decade ago and yet the marketing academy appear to
still insist on the perpetuation of linear rational thinking over non-
linear, critical, creative thinking.

Creativity and competitive advantage

Ultimately, creative thinking and practice shape the degree to which a
business can develop competitive advantage through the construction
of appropriate strategies and the development of new products and ser-
vices. There is widespread support at national and government level for
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supporting innovation and creativity. For example, the current UK
Prime Minister, Rt Hon Tony Blair, stated that a competitive edge
could be gained through the input of creativity into science, engineer-
ing, technology and design, resulting in the development of world-
class products and services.?!® In 1998, the then-UK Secretary of State
for Trade and Industry, Rt Hon Peter Mandelson, outlined the import-
ance of turning creative talent into realisable products and services
demanded by the customer. He also linked knowledge with creativity,
commenting that:

The creation of the knowledge-driven economy is not some far
distant dream. It is all around us. The creativity driving it affects
every stage of the manufacturing process. Product design. Innova-
tion. Marketing and after-sales service.?!”

Creative business: leadership and competencies

Creative concepts do not always have to be complicated; sometimes
the simplest notion is the most effective. The willingness to accept the
basic idea, when management may perceive that much more time and
effort are needed, may be all that is required to differentiate a firm’s
performance from its competitors. In order to achieve this, a cult of
change may be required within the firm. This is easier to achieve
within the smaller firm environment where flexibility occurs much
more readily than in the larger enterprise.’!

The majority of firms are small, and the majority of these firms are
micro-enterprises where business growth and behaviour is controlled
by a single owner/manager. In small and medium enterprises, under-
standing the creativity of the owner/manager as key decision-maker is
of vital importance. Organisational climate, leadership style, organisa-
tional culture, resources and skills and the structure and systems of the
organisation are the most influential factors in enhancing creativity in
the work environment.?"”

A leadership style modelled on democracy and participation facili-
tates creativity, and a leader’s vision is an important factor in managing
creative individuals.??° This vision must be communicated through
appropriate informal and formal channels and across all levels of
management. An organisational culture that facilitates risk taking is also
capable of enhancing creative achievement. By owning a problem
through self-initiated activity, creativity can lead to enhancing intrinsic
motivation.
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Competencies refer to the ability to make effective use of knowledge
and skills in a managerial context or the underlying characteristic of a
person that results in effective and/or superior job performance.3?!
Other terms such as management process, roles, and attributes have
also been used to describe competencies.??> Competencies should con-
tinuously evolve as the firm develops and very often they are situation
specific rather than generic. Competencies can be technical — associ-
ated with the operational aspects of marketing tactics - or linked to
decision making where conceptual and human competence are import-
ant. The former refers to the mental ability to co-ordinate company
issues while the latter refers to the ability to motivate, work with and
understand other people.3?® The main decision making competencies
comprise creativity, knowledge, experience, judgement and commun-
ication, and these competencies are specific to the industry in which a
firm is located.??*

In today’s post-millennial environment of today’s knowledge eco-
nomy, intellectual capital is just as important, if not more so, than
conventional product knowledge. Creative competencies should be
valued as much as formal strategy and planning capabilities. As the
business environment becomes increasingly competitive, time pressure
has been found to impact positively with intrinsic motivation and cre-
ativity. This is especially relevant within the smaller firm environment
where time and other resources can be extremely scarce.

Creativity and intuition in business

Patton has identified the need for intuitive knowledge in business in
response to globalisation and the increasing impact of technology.
However, at the centre of Patton’s thesis is the belief that ‘rigorous
repeated drill’ results in what he calls ‘involuntary, intuitive decisions
and actions’, which occur as the result of past learning, practice and
drill so that the action becomes second nature.’*

This is somewhat confusing, since intuition from a creative perspec-
tive focuses on how an individual, group or organisation spontaneously
creates an idea. Intuitive marketing relates to how an organisation has a
particular feel for the market and the customer rather than through any
learned process.

Intuition has a particular role to play in decision-making where
uncertainty exists and in situations where large amounts of information
may need to be processed. Simon believes that intuition and judgement
are simply analysis frozen into habit®?° but this would suggest that
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similar results might be achieved every time intuition is used. Creativity
and creative thinking do not produce similar results at will; the unpre-
dictable nature of creativity mirrors the non-linear business environ-
ment and makes it such an interesting topic for investigation.

Expertise, or competency, involves analysis and intuition. It is sug-
gested that intuition depends on experience®?” but an entrepreneur can
be intuitive and recognise opportunity regardless of their amount of
experience. Gut feel relates to conclusions drawn on the basis of an
awareness of the potential result rather than knowledge of the steps
involved to get there. We do not know how the process of intuition
operates, hence its intangible nature.3?® Patton identifies three levels of
leadership intuition: there are those individuals to whom intuition
comes naturally, those who need training in order to acquire it, and
those who are not able to make effective intuitive decisions. Under-
standing the contribution of the subconscious is also an important
factor in understanding judgement and intuition.3%°

Patton discusses the ability to integrate intuitive thinking with logic
and emotion to make a fully informed decision, but in the business
world decisions can never be fully informed due to the imperfect
nature of knowledge, the changing nature of the business environment
and the lack of certainty about the future. Creativity, problem solving
and intuition interact in order to produce a more appropriate strategic
vision for the organisation.®*° Actualising intuition can be problematic,
especially since some models of creativity suggest that it will just
happen, once preparation, incubation, inspiration and verification
occur.®*! What is needed is the ability to suspend judgement, as well as
being prepared to employ passive volition — to ‘let go’ and see what
happens.

Conclusions

A metaphorical approach was taken in this chapter, and parallels were
drawn to entrepreneurship research. Creativity has been used success-
fully in product development, product innovation, advertising and
segmentation studies. In other words, creativity in marketing mostly
aligns with consumer research in marketing, whereas marketing man-
agement textbooks in contrast present one marketing view. It is our
argument that both marketing management and consumer marketing
need to broaden their focus for the development of the marketing dis-
cipline. The next chapter extends this theme by discussing the thorny
issue of measurement models in marketing and creativity.
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A Plea for the Diaghilev Principle
in Marketing

In the twenty years of its existence, Diaghilev’s Ballets Russes
accomplished more in the development of the art form than any
single institution in history.?3?

The Diaghilev principle

As we have demonstrated, researchers of the larger firm are now
beginning to question the validity of conventional marketing theory.
Like the impresario Serge Diaghilev, whose Ballets Russes redefined
twentieth-century artistic collaboration and teamwork in its vital
years (1909-1929), twenty-first century marketing needs its change
champion. In those vital years, ballet was transformed into a modern,
vibrant art. Diaghilev brokered remarkable arrangements between
dance and the other arts, such as music with Igor Stravinsky, Claude
Debussy, Maurice Ravel and Serge Prokofiev; painting with Pablo
Picasso, André Derain and Henri Matisse; writers such as Jean Cocteau
and designers such as Natalia Gontcharova.

The Ballets Russes was peripatetic, making its home on the stages of
three continents.33 This existence had a profound influence on its
identity and influenced the world over. For twenty years, the Ballets
Russes drew inspiration from the great multi-form art movements in
subject matter, choreographic style, design, music, costumes and
presentation. Had Diaghilev not existed, the history of twentieth
century dance would have been significantly different.

Yet we are told that Diaghilev never fully disowned the past. So it is
with marketing too. Our book acknowledges the marketing heritage of
Kotler, Levitt and other great names who have advanced the field. We
recognise their interest in creativity and its importance to marketing.

112
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We share a common idiom. In taking from the past, we are also
arguing for new meaning to be given to other forms of research and
approaches to marketing. Just as Diaghilev sought to develop a living
tradition for dance, we seek to develop a living tradition for marketing.
Together, we can redefine the vital inheritance from the classic market-
ing approaches while preparing new ground for the twenty-first
century.

The emergence of the creative marketing paradigm

Unsurprisingly, due to its continued preference for all things quantitat-
ive, the academic marketing discipline still needs to match the degree
of knowledge acquisition in other areas such as the natural sciences.33*
In order to better meet the needs of today’s business environment,
Katsikeas et al claim that they are searching for relevance and rigour in
marketing research,3%5 but closer examination of their work shows
opportunities for developing their thinking further.

By carrying out a brainstorming session with a panel of leading mar-
keting academics in order to find out what contemporary concerns
there are within marketing, there is an opportunity to gain free flowing
idea generation, rather than consideration of three pre-determined
areas: global marketing strategy, consumer behaviour and marketing
strategy. These topics, although relevant to some extent, reflect the
research interests of those involved, rather than forming part of a
wider critical stance on the marketing theory/practice gap. Their paper
could consider alternative methodologies better suited to the needs of
understanding practitioner-based marketing, focusing instead on the
need for rigour in the research process. The tone of their article sug-
gests overwhelming support for scientific, quantitative investigation.
There is no mention of the SME; the article is focused on the larger
company. Therefore, any relevance to twenty-first century marketing is
sadly limited.

Katsikeas et al identify a need for understanding how marketing
strategy decisions are made. This need is not disputed but the way in
which they suggest achieving it is. Their suggestion of developing
sound metrics again relates to the quantifying of decision-making fac-
tors. Although they call for rethinking ideas in the field, they are
caught up in replication rather than theory development. This is
demonstrated in their belief that ‘it is important for researchers to
focus on identifying better research approaches, including innovative
statistical procedures for addressing novel data analysis issues’.33¢
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However, at the inaugural seminar in a new series of critical market-
ing events funded by the Economic and Social Research Council, a
body of marketing academics is challenging mainstream thinking by
viewing the extant body of marketing knowledge in a critical sense and
offering some thoughts on alternative directions.>®” One of the issues
discussed at the first seminar in the series focused on the development
of an agenda for critical marketing management thinking.33® There was
a need expressed to move marketing forward from being seen as a set
of tools and practices and as a performative science. Rather than view-
ing marketing as a discipline of the market economy it is better viewed
from the perspective of a certain ideological position. Incorporating
ideas and mental models within marketing is important, as is viewing
the market as an institution. One view promoted was that customers
don't exist; rather, representations of them are created through con-
sumption activities. It is the marketing discourse that creates actors
within the marketing environment.

The majority of marketing models view the various actors as stable
entities within the environment, whereas it may be more realistic to
assume that these actors are actually created as a result of the anthro-
pology of the relations in which they are involved. So marketing can
be viewed as interactions from a creative, socially grounded perspective
rather than from a prescriptive, explicitly defined point of view.

Marion calls for a much wider embracing of alternative research
methodologies grounded in sociology, history, anthropology, evolu-
tionary economics and critical discourse analysis. There is merit in pur-
suing ethnography, observation, case study and action research. Rather
than continuing to focus on cross-sectional surveys and numerical
data, he calls for more longitudinal, dynamic studies with a focus on
evolutionary development.

The notion promoted by Katsikeas et al that we must seek relevance
and rigour is being questioned by critical marketers, since we will
inevitably get caught up in a cauldron of quantitative techniques that
fail to contribute to new theory development. Issues of concern to crit-
ical marketers are the nature of knowledge and the search for a legiti-
mate form of knowing; being reflexive, creating the time to sit back
and think about where we are actually going with our research and our
marketing practice.

Burawoy develops a useful sociological matrix that informs our
understanding of the theory/practice interface and the avant garde/
mainstream marketing dichotomy.?*® The audience is divided into
academic and non-academic dimensions, and knowledge is viewed as
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either instrumental or reflexive. The critical aspect is identified at the
reflexive, academic interface that is typified by a focus on seeking to
build new foundations, having the moral vision to embrace new think-
ing, and fostering internal debate among interested individuals who
are prepared to think in a critical sense.

This is in contrast to the instrumental academic approach of the
mainstream, which is intent on the pursuit of scientific norms, is keen
on referencing the same body of thinkers and has professional self-
interest at heart. From the point of view of marketing management
practice, the multi-national corporation has until recently exerted an
unparalleled influence. However, critical marketers are beginning to
notice that this is changing, with efforts now focusing on the SME and
areas such as social and political marketing. Holt sees critical marketing
as a countervailing force to market dominated ideology, accounting for
factors such as social and environmental welfare.34

Our book has shown that the entire realm of marketing decision-
making consists of tangible and intangible, quantitative and qualitat-
ive factors that cannot be understood through the adoption of one
single methodological approach positioned within one epistemology.
There have been a number of claims of new marketing paradigms and
manifestos offering renewed hope for the future of the discipline.3*!
However, Palmer notes that Grant’s attempt to create a new marketing
manifesto falls short in terms of revolutionising thinking and really
only focuses on branding issues.**? Likewise, Richards et al have devel-
oped a manifesto for brand marketing,3*? but it needs to be bolder, like
a true manifesto.

Czinkota and Ronkainen developed a manifesto for international
marketing.>** In their manifesto, they call us to revisit the roots and
purpose of the field. They identified the need to be aware of the dan-
gers of overspecialising, to work with a new paradigm and new
research methods, and to promote the importance of contributions
from the wider world rather than continuing to draw from a narrow
area of contribution. Further, they believe in maintaining a dialogue
between marketers and consumers, the business community and other
publics. They propose working with critics of the discipline rather than
ignoring them, and finally they stress the importance of expertise in
the area. Their manifesto rightly has attracted largely positive com-
ments**> and may go some way to at least encouraging a partial para-
digm shift in international marketing research.

The problem with many new knowledge claims in marketing,
according to Palmer and Ponsonby, is that they are poorly grounded
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and without supporting evidence.?*° Ideas are presented, but without
sufficient theoretical underpinning. Palmer and Ponsonby believe that
new marketing paradigms need to be deconstructed in terms of time,
place and role:

The time dimension refers to the observation that many apparently
‘new’ marketing practices have strong antecedents, which propon-
ents do not always fully recognise or acknowledge ... The place
dimension refers to the observation that much of what is claimed to
be new is extant in distant cultures, and newness represents a
novelty from the perspective of the proclaimer, rather than a new
insight into human behaviour. The third dimension of role recog-
nises that proclamations of new marketing ideas may reflect a rel-
atively narrow perspective of individuals making the claim, for
whom new marketing ideas reflect a personal role shift as much as
the development of new knowledge.34

Our thesis on creative marketing makes explicit the recognition of the
role of other disciplines in the construction of the creative marketing
paradigm. We openly promote and encourage the merits of looking
back as well as forward in order to be inspired and reflect on the evi-
dence. We have demonstrated that creativity exists to a large extent in
marketing practice but less so in marketing theory.

We have tried to show that the methodological choice in marketing
research usually centres on the positivist versus humanist stance, with
positivism dominating over its more qualitative neighbour. Both
schools of thought have their strongly developed arguments and sets
of sub-schools, again with their own sound standpoints.

A particular methodology does not necessarily follow one of the two
extremes but may adopt a position on a continuum, depending on the
specific beliefs of the researcher. Although positivism still tends to dom-
inate marketing research, there has been a propensity more recently for
some researchers to adopt a humanistic, naturalistic approach and for
the more creative to adopt a portfolio of quantitative and qualitative
techniques which they ‘dip into’ when deemed appropriate.

A paradigm acts as a professional guide. It develops models and
theories into a framework for research, it identifies appropriate research
tools, and it also provides a particular epistemology, or body of know-
ledge, for research. By using only the tools appropriate to one or other
paradigm, complementary data may be lost that could contribute to
the understanding of the phenomenon. The paradigm is a working
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model that can organise data, facilitate its interpretation and construct
theory. Widening the definition of ‘paradigm’ from the individual to
the collective level allows for parallels to be made between science and
art. Being aware of our conditioned unconscious preconceptions, we
can then go on to perceive the world in a different way.

Conceptualising the creative marketing paradigm

Previous chapters in the book have identified a gap between theorised
conceptualisations of marketing and actual practice. We have proposed
that the alternative way forward for marketing is to apply a creative
point of view. This chapter synthesises these antecedents in order to
construct a creative marketing paradigm. One thing that is glaringly
obvious is the continued misuse and misinterpretation of statistics that
dominate much marketing research and then subsequently endeavour
to inform recommendations for theory and practice.

An example is the way in which some marketing researchers con-
tinue to make unsubstantiated claims on variable relationships that are
grounded in very low R? values.?*® This suggests a need for unblinkered
thinking and an embracing of a wider set of variables, both quantitat-
ive and qualitative, which could collectively explain marketing phe-
nomena in a clearer fashion. Some researchers are beginning to explore
the potential contribution that creativity can make but many of these
efforts are blinded by the continued fascination with quantifying the
dimensions of creativity. This approach largely ignores the softer, qual-
itative dimensions that have an equal, if not greater, role in the forma-
tion of our understanding of creative practice.

The gap between theory and practice can be visualised in the follow-
ing terms — there is a clash between the non-linear multiple truths of
actual business practice and the perpetuation of linear representations
of a single truth in mainstream marketing thinking. Rather than con-
tinuing to recycle the marketing concept in new packaging, there is a
need to re-evaluate where we are and to move forward under the aus-
pices of a new paradigm of understanding.

As Diaghilev found, to his and our benefit, critical thinking is
crucial to the formation of a new marketing paradigm. There has been
some movement in the right direction. However, most critical think-
ing in marketing has focused on consumer and consumption issues
rather than marketing management issues. One of the main causes
for concern in marketing is that there is little assistance in how to
implement it.
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The creative marketing paradigm includes indicators on how imple-
mentation can be achieved through technology transfer of theoretical
and practical knowledge and through closeness of researcher and
researched. One of the central theses of the new paradigm is that there
is equal merit in looking back as well as forward within and outside
existing disciplinary boundaries. The creative marketing paradigm can
test the full potential of the marketing construct by exploring and
pushing its limits and by embracing new methodologies. Study replica-
tion, although not rejected, is seen as secondary to theory construc-
tion, explanation and description. Conflict and internal criticism are
needed, rather than the perpetuation of mass agreement.

A review of marketing management texts shows that most texts
focus on consumer goods mass marketing and largely ignore, or at best
marginalise, other areas of marketing. These texts are often based
around an n x p framework and show little ambition to instil critical
thinking. There is a clear need for higher level concepts and new mar-
keting theory foundations. These can be attained by thinking out of
the confines of the positivist box and by embracing a creative, entre-
preneurial philosophy. The creative marketing paradigm does not
endeavour to create an all-embracing marketing theory, but recognises
the need for understanding specific needs. It also acknowledges that
marketing theory must be equally applicable to the small and medium
enterprise, and the micro-enterprise, rather than focusing solely on the
large firm. Statistics constantly show that small and medium enter-
prises have an almost equal share in employment numbers, and easily
outweigh their larger counterparts in terms of numbers of businesses.
This has implications for the way in which we should be talking about
the marketing concept as well as its practice and wider application.

We need a marketing framework that takes account of how managers
perceive, justify and attribute meanings to their actions, rather than
paying lip service via a marketing mix approach. This can be achieved
through the reconstruction of the subjective world in which they
operate. The creative marketing paradigm recognises the contribution
of the social environment to marketing decision-making. Discussion to
date seems to insist on a need for a foundation of pre-existing thought
in order to facilitate consideration of alternative perspectives. However,
some commentators are calling for a rejection of this by escaping the
restrictive straitjacket. Today’s marketplace is characterised by com-
plexity and the need for innovation - scientific theories of marketing
are now outmoded.
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Inspiration for the creative marketing paradigm comes from the
imagination of the entrepreneurial marketing practitioner, from both
within the conventional notion of the business world and from the
arts. It is drawn from the creative ability to bypass everyday thinking
and make tangible the intangible. Insight into creative ideas can be
gained by examining many aspects of the artistic realm. For example
Diaghilev produced art that successfully challenged convention but
also complemented his business acumen. He called on existing tradi-
tion while creating a new tradition.

The 'Kantian turn’

Immanuel Kant bridged the gap between science and the humanities in
order to build on existing knowledge. An interesting and relevant
avenue of investigation for marketers is the inherent powers of the
human mind, or the ‘Kantian turn’. The Kantian complexity of human-
kind means that scientism alone is not sufficient in uncovering the rel-
evant issues that impact on the world of business.>*° In marketing, this
relates to the qualitative, interpretative, subjective qualities of the
researched and the researcher. There are also advantages in exploring
the Freudian school of thought, with its recognition of unconscious and
irrational psychological processes, in order to gain insight into the
intangible factors which shape the decision making process.

Creativity’s ultimate contribution to marketing is in its ability to
construct explanations for unobservable, intangible phenomena associ-
ated with the Kantian turn, or qualitative powers of the mind. Any
piece of marketing research should recognise the impact of the social
world in shaping decision-making and that business decisions are not
made in isolation of these often intangible, qualitative dimensions.
Resultant research designs must acknowledge this and attempt to
account for socially influenced factors such as creativity. The creative
marketing paradigm recognises the importance of understanding sub-
conscious, irrational processes situated within the social world.
Marketing decisions are not made in isolation but with a variety of
antecedents that influence and shape decision-making. The Paradigm
enables a focus to be established on owner/manager behaviour, atti-
tudes, beliefs and values.

The creative marketing paradigm acknowledges the contributions of
the marketing/entrepreneurship interface and its focus on researching
analytical skills, judgement, positive thinking, innovation, risk taking,



120 Creative Marketing

pro-activeness and the encouragement of innovative and creative
research methodologies. The creative marketing paradigm builds on
this interface by positioning these elements within a wider, longitud-
inal social environment and by embracing an over-riding creative
philosophy in terms of knowledge acquisition and understanding.
It enables the marketing researcher to deal with the dynamism, chaos
and ambiguity of the internal and external business environments,
rather than pretending that these can be controlled with a degree of
prescribed certainty. A creative paradigm makes use of the fact that
certain creativity factors hold true across time and across sectors:
experimentation, inventiveness, playfulness and the development of
an individual style of creating.

An artistic, practitioner-based approach to the research process mirrors
actual practice and acts to narrow the theory/practice gap. The creative
marketing paradigm encourages this entrepreneurial thinking. Rules,
conventions or the dominant positivist paradigm do not inhibit the
creative paradigm. Instead, the paradigm celebrates subjective, reflective,
individual practice and interpretation. It encourages data triangulation
and the embracing of new approaches to the marketing discipline.

Using the creative marketing paradigm, the art world is viewed as a
legitimate source of marketing data and is used to contribute towards
theory construction. Examination of key moments in art history has
shown that the avant garde thinker or group of thinkers can success-
fully challenge establishment or academy thinking. Artistic interpreta-
tion of data and phenomena uncovers patterns that would otherwise
remain undiscovered. The aesthetic consciousness within art stimulates
the entrepreneurial and metaphorical imagination.

Another lesson from the world of art is that the launch of a mani-
festo of central ideas can result in a break from the mainstream
through the promotion of alternative thinking and practice. Unlike the
marketing field, competing schools of artistic thought have resulted in
the construction of alternative theories and practices that successfully
co-exist.

The creative marketing paradigm views creativity as a response to
explanatory and predictive marketing academy thinking. It should be
viewed as a generator of competitive advantage that ultimately results
in embracing creativity as a strategic weapon. Creative marketers
exhibit higher levels of intrinsic motivation than their counterparts
from the marketing academy. This is due to their ability to shape what
they do rather than being told what to do or be socially conditioned or
pressured by others.
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The entire ethos of creative marketing is built around the notion of
simultaneous discovery and solution-finding in order to make an
intangible problem more tangible. Marketers can learn from artists
who are continually involved in formulating creative problem-
solving strategies and the derivation of non-standard solutions to
non-standard problems. Key strengths that can be observed in artistic
thinking include analogical thinking and the juxtaposing of ideas.

Finally, the creative marketing paradigm recognises that decisions
are not always made within recognised boundaries. Unbounded, multi-
dimensional thinking must be encouraged. A cross-disciplinary ap-
proach must also be encouraged, where data, ideas, concepts and
frameworks can be embraced to directly inform the theory and practice
of creative marketing. Creativity needs to be viewed as an organisa-
tional asset in the same way as other managerial competencies.
Applying the creative marketing paradigm will achieve this shift in
perspective.

Re-modelling creativity

Existing models

In order to understand the various facets of creativity and how they
interact, a number of models have been developed. For example, in
earlier work on creativity, Rentschler developed a ‘4Ps’ model of creativ-
ity, encapsulating the creative product, people, property and process.3%
Magyari-Beck believes that the 4Ps interpretation needs development
since it focuses on creativity from a psychological perspective.’s! We
extended the 4Ps to 6Ps, as discussed in Chapter 3. We also considered
the link with innovation, alongside individual, group, organisation and
culture. The component model of creativity and innovation developed
by Amabile takes into account the organisational motivation to inno-
vate.®>? This acts as a supportive structure for creativity and innovation
throughout the enterprise. Other factors include the resources available
to assist creative work e.g. sufficient time and appropriate training and
management practices such as autonomy in carrying out challenging
work.

Woodman and Schoenfeldt developed an interactionist model of
creative behaviour, which integrates personality, cognitive and social
psychology perspectives.?*? Antecedent conditions such as early social-
isation experiences, learning, family socio-economic status and gender
are viewed as precursors to the present state of the individual, their
situation, behaviour and the resultant consequences. The Geneplore
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Figure 7.1 Wallis’ model of the creative process

Upper left cerebral mode: Upper right cerebral mode:
Dealing wih logical thinking, Dealing with visualisation of ideas,
analysis of facts and number use of imagination and

processing conceptualisation

Lower left cerebral mode: Lower right cerebral mode:
Concerned with a planned Concerned with an unplanned gut
approach to organising facts reaction and sensory response to

opportunities

Source: Adapted from Wallas (1926a,b)

model of creative cognition attempts to conceptualise the mental
processes and structures behind creative thinking.?** Wallis’ model
of the creative process based on the examination of creativity and
the link with cerebral mode areas also offers some useful insights
(Figure 7.1). This is broadly similar to Mintzberg’s notion of planning
on the left side and managing on the right.3%5

The A and B dimensions are linked to individuals and organisations
that carry out formal procedures and generally follow quantitative and
readily measurable tasks. This is also indicative of the marketing aca-
demy philosophy of the majority of marketing textbooks. Within this
type of environment, creativity tends to be limited and attempts to chal-
lenge the status quo are minimal given the dominant culture of logical
thinking. Conversely those exercising cerebral modes C and D tend to be
much more creative in their efforts and are more able to express their
individual thinking. This is indicative of the philosophy and practice of
the creative, entrepreneurial marketing researcher and practitioner.

Beyond the 6Ps definitions of creativity: creativity as
conceptual space

It is useful to view creativity as a conceptual space or style of thinking, as
in the Klondike space concept.?*® The conceptual space can be used to
visualise how creativity develops in a multi-dimensional sense. These
factors give shape to the domain of thinking concerned with the creative
idea. A mental map can be used to illustrate and explore any limitations,
contours, paths and structure of the conceptual space. The conceptual
space can be illustrated using a variety of formats, from open curves to
closed curves that envelop the thought space (Figure 7.2).
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Figure 7.2 Closed and open curves as conceptual spaces

The conceptual space can be transformed by examining its negative
orientation, clearing the mind of constraints. The conceptual space of
the creative, entrepreneurial marketer is unbounded, with a larger

Figure 7.3 Conceptual spaces of the marketing academy and the creative,
entrepreneurial marketer
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number of creative possibilities and juxtapositions than their counter-
part with bounded, structured thinking patterns. The authors have
developed their own interpretation of the two opposing conceptual
spaces of the Marketing Academy and the Creative, Entrepreneurial
Marketer (Figure 7.3).

When attempting to compare creative achievements, Boden3¥” notes
that the conceptual space relating to the achievement may only have
to be tweaked and explored, rather than require radical transformation.
As the conceptual space becomes more complex, the more potential
there is for exploration; for example, the conceptual space of the entre-
preneurial owner/manager and the small or medium enterprise. The
Klondike space metaphor can be extended to decide whether or not it
is necessary to visualise beyond existing patterns of thought.38

Figure 7.4 illustrates how the extended concept operates as the Fillis
Rentschler creative marketing space (adapted from Perkins). The darker
shades represent the ideas with the greatest potential. Only a very
small number of elements can offer potentially useful outcomes. Some
areas are isolated from others by blank space of no promise or by very
thin links of promise. Some areas of promise are difficult to reach and,
when located, are difficult to leave. It therefore seems easier to con-
tinue exploring these areas than attempting to look elsewhere. Areas of
high pay-off are surrounded by areas of lesser pay-off. When attempt-
ing to identify areas of promise, it can be difficult to see which direc-
tion to follow since there are much larger areas of blankness and
uniform promise. Some areas of worthwhile discovery are totally isol-
ated and difficult to locate, while lesser areas of potential usefulness
often appeal because of their easier access. A uniform plateau expanse
means that it can be difficult to know in which direction to explore.

Creativity and the manifesto

Previous chapters of this book have drawn influence from the art
world, through the examination of metaphor and of actual creative
marketing practice. Similar inspiration can be gained by examining the
variety of artistic manifestos and their call for challenging the estab-
lishment of the time. Examples of joint artistic creative thinking can be
seen in the publication of the manifesto as a public statement concern-
ing a forthcoming, existing or potential movement.*

Originally serving as a piece of evidence in a court of law, a mani-
festo is an ideological document, promoting the intent to convince
and convert interested parties. At times the manifesto goes beyond
accepted practices in order to gain the necessary attention of the audi-
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Figure 7.4 The creative marketing space (adapted from Perkins)

ence. As a piece of marketing communication, it can be extremely
effective as it has the ability to cut through noise because of its pro-
active stance. A manifesto stands alone.
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The written manifesto can be particularly eye-catching through use
of capital letters, font and overall design. It goes beyond what is
thought of as ‘proper’ and ‘sane’ by the Establishment. An effective
manifesto has the ability to draw the audience into the body of
thinkers. It can be confrontational, engaging ‘us’ and ‘them’ language,
but can also be persuasive in its appeal to the (potential) audience.

To be as effective as possible, the manifesto tends to locate itself
between what has been done in the past and what can or should be
done in the future. As an alternative genre, the manifesto is not neces-
sarily a one-off declaration - it can be re-visited and re-defined over
time. It states what it wants to oppose, as well as what it wants to
defend or change. Effective manifestos may contain an element of
shock, or terror, in order to attract attention. They successfully mix
this creative element with common-sense appeal. The title of the mani-
festo can be provocative, or it may initially be blank, with the title
coming later, once interest has been stirred in the audience. The docu-
ment is self-contained, in that the regulations and ideas are set out
explicitly within, with no need to refer to additional sources in order
to learn the ‘rules’.

In the Manifestos of Surrealism, Surrealists are described as proactive
seekers, rather than reactive finders.*° They hold the belief that exist-
ing theories are redundant and that it is sometimes preferable to be
irrational than to follow a logical path. Breton criticises positivism as
being hostile to any intellectual or moral advancement and that it
stultifies both science and art by satisfying the lowest of tastes.
Freudian interpretations of dreams are used by Surrealists to stretch the
imagination. The interplay between dreams and reality resulted in
the formation of Surrealism.

According to the Surrealist Manifesto, the surreal or fantastic should
not be seen as unattainable but instead should be viewed as a possibil-
ity, with creativity serving as a catalyst. A new state of knowledge is
created through the juxtaposing of different realities. This can be
directly compared with the traditional logical-positivist methods of
researching the smaller firm. The Manifesto for an Independent
Revolutionary Art, formulated by Andre Breton and Leon Trotsky and
signed by Diego Rivera focuses on the belief that true art is incapable of
being unrevolutionary or non-radical.2®! It promotes the need to allow
imagination to escape from the constraints surrounding it.

The Stuckist Manifesto calls for authenticity within art that embraces
a holistic approach to understanding.3% It has continually challenged
the mainstream art establishment and its fondness for so-called avant
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garde Brit Art. The Stuckists claim that since Brit Art is being sponsored
by people like Charles Saatchi, a symbol of mainstream conservatism
and the Labour government, this calls into question the avant garde
nature of such art.>®® The Stuckists accuse Saatchi of stealing their ideas
in an attempt to be innovative. This relates to Kant’s notion of the
innovator being open to attack by others and the Establishment acting
by stealth in acquiring others’ ideas.

The Stuckists see themselves as a Remodernist group, taking the ori-
ginal ethos of modernism and contemporising it for the purposes of
today. Their Manifesto states the importance of vision over formalism,
where bravery and self-conviction hold sway over religious or political
dogma. Remodernism celebrates difterence and strives to be inclusive
and to seek subjective truth.

Stuckists believe in the need to explore the subconscious, as well as
having content, meaning and communication rather than image.
Integrity, love, enthusiasm and a revival in society, art and creative life
are also deemed important. They admire Vincent Van Gogh because of
his philosophy, desire and vision. His search for personal and universal
truth is seen as the ultimate lesson to take from his work. Remodernism
celebrates diversity and de-centralisation rather than uniform thinking.

Creativity can be viewed as the most important contributor to a
healthy society. So, it is important to recognise the direct linkages
between these artistic manifestos and our conceptualisation of creative
marketing.

The Creative Marketing Manifesto

Summarising the key points raised in this book, the following Creative
Marketing Manifesto is offered as a focal point for further discussion
and theory construction.

* Creative marketers must foster an environment where self-belief is
encouraged, opinions are shared and alternative values are devel-
oped to shape future thinking.

e Creative marketers should exploit innovative thought and practice
as a response to prescribed, formalised ways of ‘doing’ marketing.

¢ The creative marketer should encourage change and work with it
rather than against it, instead of attempting to preserve existing
working conditions and patterns.

e Creative marketing should be promoted as the alternative, more
effective response to customer-centred marketing.
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¢ Creative marketing should be visualised as a strategic choice in a
similar fashion to existing marketing strategies.

e Creative marketing should be seen as a new school of marketing
thought.

e Challenging conventional thinking should be continually encour-
aged if existing marketing practices are viewed as ineffective.

e Creative marketers should utilise creative clashes of ideas to stimu-
late future thinking.

* Creative marketing researchers should utilise alternative sources
of data to help construct a more meaningful framework of arts
marketing.

Today, marketing involves much more than just a value transaction
between parties. Ideas, knowledge, creativity and innovative thought
are just as important as the trading of products and services. Marketing
researchers must be willing to embrace alternative approaches to
understanding in order to reflect the eclectic, postmodern nature of
today’s business environment. To summarise what we have established
in this book, the metaphors, analogies and comparisons generated
between the art world and marketing enable the identification of some
fundamental competencies in creative marketing.

The owner/manager of the small enterprise can aim to follow such
creative practice, just as much as the avant garde member of marketing
academia. These creative metaphors serve as improved tools of under-
standing of managerial behaviour and motivation. Of course, not
everyone can hope to possess such high degrees of self-belief and inno-
vation. Some will work with change, while others will resist any
attempt to alter the status quo. The Creative Marketing Manifesto will
assist more practitioners and researchers to employ methods that are
outside the established square of logical thinking.

Implementation of creative marketing

Eysenck’s®** four dimensions of creativity, discussed in Chapter 5, can
be utilised in the development of creative marketing action pro-
grammes. Marketing-entrepreneurship interface research, from which
the creative marketing paradigm takes much of its influence, has
focused on processes such as internationalisation of the smaller firm,3%
new product development,® the individual entrepreneurial mar-
keter,3%” and situation specific rural entrepreneurial marketing.36®
Figure 7.5 provides an appropriate framework for understanding and
implementing the creative marketing paradigm.
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Figure 7.5 Conceptualisation of the Creative Marketing Paradigm
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Concluding thoughts

Understanding creativity is the key to understanding marketing in
general and firm-level marketing in particular. ‘Data’ can be collected
from researching the arts and there is a natural linkage between cre-
ativity, marketing and entrepreneurship. As the marketing concept and
its application is widened, there are increasing opportunities to invest-
igate creative, entrepreneurial marketing within the non-profit arts
sector and the related small and medium enterprise environment.
Creativity has been shown to have a large degree of potential impact
on marketing research methodologies and their processes. This is
driven by the fact that the majority of existing marketing theory is
stagnating. There is a need for new theory development in marketing
due to the gap between the existing linear, prescriptive approaches and
the realities of the non-linear, sometimes chaotic business environ-
ment. There are opportunities for the construction of new theory
encouraged by understanding of creative, processes combined with the
triangulation of existing methods. Imagination and creativity are
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central to this process and are also identified as crucial to business
success. One of the early proponents of this approach was Schumpeter:

Creative demand stimulation was basic to entrepreneurial success in
any business; the effective entrepreneur actively sought to create
new consumer demand.3%

By combining creative thinking with existing marketing approaches,
there is the opportunity to revolutionise marketing thinking. This is
supported by Kotler, who now criticises his earlier attempts at market-
ing prescriptions. By embracing marketing as an artistic process, this
contributes to the ongoing debate centring on marketing as an art and
as a science. If the postmodern stance is taken, then the strengths of
both schools of thought can be embraced and an either/either philo-
sophy encouraged, as suggested by Brown.?”°

Creative orientation does not necessarily mean that a new discovery
has to be made, but rather that the borrowing or appropriating of exist-
ing procedures from other sectors, industries and disciplines can result
in an incremental form of creativity that in turn produces profitable
innovation. Sometimes the most simplistic notion will produce the
desired effect, with little need for detailed consideration of complicated
procedures. Acting on instinct can be more effective than following a
linear, planned approach. A self-invented or customised approach to
marketing is more appropriate for those operating in a dynamic envir-
onment where linear, prescriptive, inflexible procedures are rendered
meaningless.

Creativity and innovation contribute markedly to the reputation of
the enterprise, whatever its size and market reach. Over time, the cre-
ative owner/manager and marketing researcher become associated with
a particular creative brand of ‘doing business’ or ‘doing research’. This
‘doing things differently’ will ultimately attract a following of like-
minded individuals. By combining creativity in the research process
with examination of creative practice, a symbiotic relationship forms
with mutual benefit to both areas of enquiry.

Scientific justification of new ideas has become associated with logic,
mathematics and statistics. Gigerenzer believes that through their
attempts at justification, scientists’ tools enable new theoretical
metaphors and concepts to be developed.?”! The authors’ adoption of
the biography and the artistic metaphor therefore provide justification
for new marketing theory. The tools-to-theories heuristics approach
developed by Gigerenzer®’? focuses on how the tools used by scientists
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serve as a source for new ideas. The individual scientist, or group of
scientists, proposes the new tool-laden metaphor or concept. This
concept has a good chance of acceptance within the wider scientific
community, if the members of the community experience the profes-
sional routine that served to motivate the need for development of the
new metaphor or concept in the first instance. This is especially true if
they share the frustration in the inadequacies of existing theories.

Within marketing management, there are growing numbers of
researchers who realise that, despite the apparent need to publish
research which follows the quantitative method, there is an underlying
trend towards the need to discover clearer truths about marketing
management practice using a variety of research methodologies. This
can be achieved through the self-belief generated via the application of
the creative marketing paradigm. This book has presented the case for
reformulating marketing around creativity. Weaknesses in existing
marketing thinking have been identified and critiqued and the authors
have created an alternative vision where tangible and intangible con-
structs are utilised jointly in order to create a more meaningful form of
marketing for both researchers and practitioners. The authors of this
book hope that their thinking will stimulate further thinking into
pushing the boundaries of marketing thought.
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