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  Preface

In my professional life as a musicologist I have often had the fortune 
to work with creators, in my case composers and musicians. ‘Work’ 
in this case means to plan, organise, discuss, write, scheme, in short 
to live in a relatively small artistic community strongly driven 
by a common general ambition. Many times I have experienced 
how difficult it can be to explain to those not involved in the arts, 
how artists think and work. I don’t remember ever having had the 
feeling that I had succeeded in explaining how ‘the world of music’ 
works, that I succeeded in bridging the gap between artistic logic 
and everyday logic. At a certain moment I decided to stop trying. 
Apparently, for the outside world artists are considered to be just 
different, living in a different world. I usually ended conversations on 
this subject saying ‘but this is just how it works!’. But then there still 
was my experience that whenever I discussed work with composers, 
they showed and shared concerns, insights and fascinations that were 
thought-provoking and original, yet anything but from a different 
world. I started to realise that the gap between artistic creators and 
those not involved in the arts had something of a construction, a 
self-fulfilling prophecy which was meticulously nurtured by those 
involved in the discussion, both in and outside the field.

This insight was no more than a realisation that helped me in 
my work as a, I guess you could say ‘unreflective practitioner’. From 
time to time the insight would pop up in social talk wihout calling for 
further attention. It wasn’t until I started work at HKU University 
of the Arts that the need arose to explicate the real and supposed 
characteristics of the artists’ world, to young people who, just like 
I had done, envisioned a career as an intermediary between artists and 
others. Understanding the artist, in the sense of establishing an equal 
and productive working relation, became again a topic of reflection. 
I found myself in a quest to transfer what it is to have a feeling for 
the ‘gap’ and how one could professionally work with it. After all, 
the development of such common ground is the main challenge of 
anyone interested in an intermediary function in the arts.

Between the period of my early working life and now, 2014, a lot 
has changed in how we talk about artistic creation. This is noticeable 
in how students talk and think about the wider subject of creativity in 
general. Where the general opinion on creativity once claimed that it 
was the exclusive domain of the artistic genius, now we are convinced 
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both brackets the cultural sector as a special world and treats it just 
like it would any other social practice. The contention underlying 
this research is that in order to ‘bridge the gap’ we need a language 
to explicate practice in cultural-creative organisations. In order to 
do this, we need to understand this practice better. That is what this 
research endeavours.

This research would never have materialised without the patient 
and consistent feedback of my two promotors Giep Hagoort and 
Hans Mommaas. With their warm support and continuous confi-
dence in this project they have given me many moments of relevant, 
eye-opening, and oftentimes ardent discussion. 

Much gratitude goes to all my colleagues at the School of Arts and 
Economics of Utrecht University for the Arts. The unique character-
istic of this School is that it houses a group of people with strong and 
sometimes contrasting personalities, bound together by a focussed 
ambition in the field of arts management and creative entrepreneur-
ship, unquestionable dedication to our students, and by an always 
reliable sense of collegiality. The many unadulterated argumentations 
and sometimes slightly absurd discussions with Ad, Hans and others 
have been, and I hope will remain, a source of inspiration for me. 

My students deserve a big thank you for listening to me trying 
to translate the knowledge produced in this research project into 
understandable and “assessable” chunks of education. It is an ongoing 
project so bear with me, I won’t succeed without you. 

My admiration goes out to Aron and Ella who have exerted 
unusual patience to finally see me finish this project. And, finally, 
I thank Eva for giving me the opportunity to dive into this project so 
many times, and always being there when I surfaced. 

that it is potentially present in every human being or professional 
team. Creativity has become to be discussed as a tool, in terms of pro-
cess and output, and the value of creativity in and of itself has become 
less important to assess.

This  is discursive – it represents a change in dominant 
views on creativity, and probably brings us closer to an operation-
alisation of the term creativity, but it doesn’t necessarily represent 
a change in the working of creativity itself. The more creativity 
came to be seen as a democratic phenomenon, the more I felt that 
even though creativity certainly is not limited to artists, it also could 
not uncritically be pulled into the realm of teamwork, output and 
functionality. For me, creativity still has a mind of its own, or at least 
it manifests itself in our minds in the form of unique, personal and 
urgent questions, views and thoughts, forms and concepts, which 
gain relevance when acknowledged by others. So I guess my position 
is: yes, creativity, and artists, have their own worlds and yes, the 
challenge is to connect them to other worlds.

One of these other worlds is that of economy. A fundamental 
tension in cultural organisations is the duality between the discourse 
of artistic development and the discourse on financial / organisational 
matters. It is ingrained, for instance, in the polder-inspired dual 
management structure of cultural organisations that appears in many 
sophisticated guises but tends to constitute a peaceful coexistence be-
tween the two only in aspirational terms. My own experience work-
ing on artistic positions in cultural organisations, in combination 
with the challenge to explicate the duality to management students 
with ambitions in the sector, triggered my interest in researching the 
tension as an organisational phenomenon.

This led to the present research on how the tension between cul-
ture and economy is reflected in organisational strategic practice. The 
focus of attention is on organisational strategic discourse in relation 
to the context in which they exist. The strategic discussion is seen 
as an instantiation of the working of the tension between creativity 
and economy. It has been an adventure to understand in theoretical 
terms the dichotomy I was confronted with in my own professional 
practice. The world of organisational theory proved to be a hospitable 
abode for my curiosity, and one with many places still to discover.

Practice-based research is in my opinion the natural companion 
of anyone doing research at a Dutch university of applied sciences, 
where indeed the practice field is actively present. The close connec-
tion between practice and analysis in research mirrors the connection 
between practice and education typical for applied universities. For 
me, the practice perspective proved a rich source of inspiration and 
insights. As if ironically commenting my first remarks in this preface, 
researching the world of creative organisations as social practice 
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1 Introduction 

A critical challenge in the life of any organisation is to prepare for the 
future. To face this challenge organisations make strategic choices. 
Choices that react to, or anticipate external forces; choices that 
activate the organisation’s resources and connect to its history. But 
most of all choices that create a distinctive value for the organisation 
and protect it’s identity. Organisations continuously behave strategi-
cally. Strategy is ingrained in practice, if only because of the interplay 
between daily decision-making and strategic decision-making: 
visionary, long-term decisions affect daily practice and daily decisions 
may have long-term consequences. 

In my experience, strategic deliberations in cultural organisations 
evolve around artistic and economic interests. Cultural and creative 
organisations create products and services with symbolic value on top 
of ‘exchange’ value, but that doesn’t alter the fact that they, like any 
other type of organisation, find themselves in an economic context. 
They balance artistic and economic considerations. March elaborated 
on this tension between ‘exploration’ and ‘exploitation’: ‘Exploration 
includes things captured by terms such as search, variation, risk 
taking, experimentation, play, flexibility, discovery, innovation. 
Exploitation includes such things as refinement, choice, production, 
efficiency, selection, implementation, execution’ (March, 1991: 71). 
The working of this dynamics of exploitation and exploration is com-
plex: ‘returns from the two options [exploitation and exploration] 
vary not only with respect to their expected values, but also with 
respect to their variability, their timing, and their distribution within 
and beyond the organization. […] Organisations make explicit and 
implicit choices between the two’ (March, 1991: 71).

The tension between artistic / creative core and economic context 
presents itself in contemporary culture-political debate. Cultural or-
ganisations for instance are required to deal with increasing pressure 
to generate new sources of income, which can easily be experienced 
as a risk for artistic development. 

Qualitative research is required to fully understand the practice 
of cultural and creative organisations in relation to their contexts. 
Hagoort (2007: 26) calls for more field research on how artists, 
creatives and managers deal on a day-to-day basis with the dilemmas 
caused by the opposition of artistic and economic values and interests. 
Present research scrutinises complex strategic discourses and practices 
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and pro-active – in external turbulence: in the first example a societal 
discourse on cultural entrepreneurship becomes one in which organ-
isations that do not adapt are faced with a serious existential problem. 
In the second situation, adaptation to the environment influences 
the environment. What explains the different (re-) actions of the or-
ganisations? What is their understanding of the economic dynamics? 
What constitutes this understanding? How does practice entail the 
need for strategically balancing artistic / economic considerations? 
Questions like these are at the basis of this research.

 ― Research question and aim of this research
The central question of this research is ‘how do deliberations on 
creativity and business structure strategic discourse and practice in 
cultural and creative organisations?’ This research wants to observe 
the creative / economic consideration in the strategic debate. The 
aim of this research is to understand the relation between creativity 
and business in cultural / creative organisations and the strategic 
interaction between them and their operational / strategic contexts. 
The expectation is that a deeper understanding of the balancing of 
cultural and economic strategic action will provide both the artistic 
sectors and their context, for instance policy makers, with approaches 
to improve their relation. It will be argued that this research question 
requires a practice research methodology. 

 ― Relevance of this research 
The continuously changing context of cultural and creative organisa-
tions calls for a dynamic and critical view on this field of knowledge. 
A better understanding of how artistic / economic deliberations work 
in the strategic practice of cultural-creative organisations will prepare 
arts managers for the challenge to lead those organisations through 
rugged times. Increasingly, arts managers and creative entrepreneurs 
will be called upon to pro-actively re-design the relationship between 
art and society or between art and corporate sectors. This requires 
arts managers and creative entrepreneurs to have awareness of the 
changing artistic / societal position of arts and creativity. This broad 
perspective is not always common in arts management at present, 
even though the development has already started. Research on the 
role of arts institutions as intermediairy parties in artistic interven-
tions for instance (Berthoin Antal, 2013) illustrates this development. 

This study contributes to arts management as an educational 
field. There are generally two approaches towards the education of 
arts management. It can be approached as a sub-discipline of business 
administration (Chong, 2010: 16), and it can be seen as an interdis-
ciplinary field. The second approach is based on the contention that 
management in cultural and creative organisations differs so much 

of ten creative and cultural organisations in the city of Utrecht 
between 2010 and 2012. The methodological point of view, to be 
elaborated in chapter two, is based on theory of practice, more specif-
ically Anthony Giddens’s structuration theory and its applications in 
organisational theory, in combination with a research approach based 
on grounded theory. 

 ― The dilemma in practice
Consider the following two illustrations of strategic action involving 
an artistic core and contextual pressure, one in cultural organisations 
and one in a for-profit creative firm. 

In the Netherlands, a substantial part of the government support 
for the arts is awarded for four-year periods. It covers part of the 
overall costs of the supported arts organisations. In the past decades, 
organisations could base requests for higher financial government 
support on a projected increase of activities with proven artistic 
value. They could, so to speak, increase their “offer”. In its 2008 
decision round, the National Fund for Performing Arts (  

) criticised a number of organisations for failing to 
include a form of cultural entrepreneurship (i.e. a reliable business 
organisation) in their plans. For this reason, the Fund reduced the 
support for some of the applying organisations, with acute conse-
quences for the strategy of those organisations. 

The second illustration pertains to a young sound design compa-
ny. The team experienced that it often only became involved in media 
productions at the very end of the production process, by the time all 
other creative parameters were fixed, reducing space for their own ar-
tistic manoeuvring (Kolsteeg, 2008). The company responded to this 
realisation by expanding its client proposition from  
to . It took on full project management 
responsibility of the projects, moved up in the production chain and 
ended up hiring the media companies it used to be hired by. 

The two illustrations are mentioned as illustrations of different 
ways of responding to changes in – admittedly very different – dy-
namic contexts. In the first case, organisations are confronted with 
the choice between the protection of artistic identity and responding 
to changes in the surrounding structure of the arts to show a more 
entrepreneurial attitude. Some organisations showed artistic auton-
omy which is the basis of their existence, even when it didn’t seem 
to ‘fit’ in the changing discourse. The sound design company was 
also confronted with a need to respond to a dynamic context but 
managed to adapt in order to protect (and expand) its creative core, 
changing its economic position along with it. In both examples we 
can assume a strategy of survival at work, but the illustrations show 
how organisational actors can present different practices – in-active 
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The practice perspective, discussed in chapter three, focusses on 
how macro and micro influences (context and situation, structure 
and action) come together in a recursive practical handling of 
complexities. This chapter discusses the field concerned with ap-
proaching strategy as a processual and practical activity, the field of 
‘Strategy-as-Practice’. 

In chapter four the research method for this study is explained. 
The chapter elaborates on process research, the interpretation of 
process data and discourse analysis. The analytical process is based 
on the grounded theory approach. The sampling strategy will be dis-
cussed and it will be explained why the focus of the observation is on 
static sources such as organisational documents, in combination with 
interviews during the period 2010-2012. The chapter will discuss the 
position of the researcher in this project 

Chapter five sets the institutional scene for this research. It will 
present the local cultural political discourse and provide understand-
ing of the context in which the observed organisations function. 

In chapter six the ten observed Utrecht organisations are presented. 
Chapter seven opens the observation in this study. It presents the 

extensive strategic narrative of one of the observed cultural organi-
sations. This narrative serves as a first step in the grounded analysis. 
The narrative provides four dominant strategic themes through 
which the artistic / economic deliberation becomes visible in the 
organisation’s practice. These four dominant themes serve as brackets 
for the subsequent observation of the full sample. 

Chapter eight contains the observation and analysis of the full 
sample of organisations. The chapter is structured along the dom-
inant themes extracted in chapter seven. Each theme is analysed 
against the question of how it instantiates the artistic / economic 
deliberation in relation to institutional context. The analyses lead 
to the identification of elements that constitute the ‘core category’, 
which theorises the working of the cultural / economic dichotomy. 

Chapter nine provides conclusions and formulates how the 
artistic / economic deliberation structures strategic practice of the 
observed cultural and creative organisations, in relation to their 
institutional context. The chapter contains reflection on method and 
generalisation and it formulates implications for cultural policy and 
education. Suggestions for further research are done. 

from “regular” management that it requires additional perspectives. 
Arts management educators not only need to be in touch with the 
latest developments in their cultural or creative field and the cul-
ture-political discourse surrounding it, but also need to be concerned 
with finding sector-specific adaptations of organisational and general 
business-administrative knowledge. In the management of creative 
projects for example, quality management is a particularly complex 
matter (Kolsteeg and Mulder, 2010), and in human resource manage-
ment it is relevant to recognise the extremely high level of organisa-
tional dynamics and employee mobility in the field (cf. remarks made 
by Scott, 2006: 13). Also the field of strategic management as applied 
in a cultural and creative context, a field to which this study belongs, 
is best seen as a combination of generic strategic management knowl-
edge and knowledge about the specific dynamics of the field, such as 
the working of the artistic / economic deliberation in daily practice. 
This research focusses on the latter. 

Research is needed to further develop arts management as an 
educational field. In the context of HKU University for the Arts, this 
research is mainly practice-based and trans-disciplinary. Thus, HKU 
aligns to the discussion on research at universities of applied sciences 
in the Netherlands, which are expected to perform practice-based 
research that ‘contributes to the improvement and innovation of pro-
fessional practice’ (Andriessen et al., 2010: 2). The method employed 
for this research can in the words of Merkx (2011) be characterised 
as ‘trans-disciplinary’. Merkx typifies research as trans-disciplinary 
when ‘the subject of research can be considered as poorly structured 
and when next to scientific knowledge also knowledge of societal 
actors [policy makers, citizens, entrepreneurs, artists, et cetera] is 
required in the process’. ‘A subject is poorly structured if 1. there is no 
agreement on relevant norms and values that should play a role and 
if 2. there is uncertainty on relevant facts.’ (Merkx, 2011: 5). By these 
criteria, this research can be typified as trans-disciplinary. Our subject 
constitutes a multi-dimensional theme and the research thematises 
the question how norms and values play a role in the observed strate-
gic discourse and practice in cultural-creative organisations. 

 ― Structure of this book
Chapter two lays out the theoretical framework of this study. The 
chapter discusses the dichotomy between culture and economy from 
a historical and theoretical perspective. It will be argued that, apart 
from discussing the dichotomy in categorical terms, it is vital to look 
at how the dichotomy is reproduced in the daily practice of cultur-
al-creative organisations. This underpins the methodological choice 
for a practice perspective, since that will allow us to understand how 
tensions are dealt with on a day to day interactive basis. 
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2  The culture / economy 
dichotomy

The chapter sketches the historical context of the culture / 
economy dichotomy. The distinction between cultural and eco-
nomic is elaborated on in order to establish an understanding of 
the use of the pivotal terms cultural and creative organisations in 
this research.

The dichotomy between culture and economy was given relevance in 
the discourse on the ‘culture industry’, a notion which Horkheimer 
and Adorno positioned in relation to the fundamental incompatibility 
of ‘the logic of the work’ (Horkheimer and Adorno, 1987: 95) and 
the ‘logic of society’. The dichotomy has been further developed by 
Pierre Bourdieu, who looked at the publishing world to understand 
the incompatibility of artistic and economic logics, while acknowl-
edging their coexistence. Bourdieu pointed out that the world of art 
can be understood as a continuum between the extreme of ‘absolute 
independence from the market’ and ‘total subordination to demand’. 
These extremes represent two ‘modes of production and circulation 
obeying inverse logics’ (Bourdieu, 1992: 142). 

On the one pole of this continuum, Bourdieu positions the 
anti-economic economy of autonomous or what Bourdieu refers to 
as “pure” art, ‘oriented to the accumulation of symbolic capital, a kind 
of “economic” capital denied but recognised, and hence legitimate – 
a veritable credit, and capable of assuring, under certain conditions 
and in the long term, “economic” profits.’ ‘At the other pole, there 
is the “economic” logic of the literary and artistic industries which, 
since they make the trade in cultural goods just another trade, confer 
priority on distribution, on immediate and temporary success, 
measured for example by the print-run, and which are content to 
adjust themselves to the pre-existing demand of a clientele’ (Bourdieu, 
1992: 145). These two logics, the logic of exploitation of cultural 
goods and the logic of ‘production and research’, Bourdieu qualifies 
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others, the worlds of broadcasting and the various arts. In the end it 
leads to the artistic product becoming subject to commodification. 
Keat argues that this contributes to a confusion of value systems. 

Keat points out that market principles don’t go well with sustain-
ing culture, since in the free market domain, decisions (for purchase) 
are made on grounds of usability and exchange value, whereas in 
the cultural domain decisions are made on grounds of sign value, or 
on grounds of their transformational effect on human ‘well -being’, 
defined as ‘satisfaction of expressed (consumer) preferences, what-
ever grounds they happen to rely upon’ (id.: 97). Introduction of 
the free market in the realm of culture, risks ‘displacement of the 
vocabulary of judgement and well-being by that of preferences and 
their satisfaction’ (Keat, 1999: 98). Lash makes a similar point, when 
he traces two different evaluative logics back to Kantian categories 
of reflective judgements: the teleological judgement in which a ‘rule 
is sought in “objective ends”’, and the ‘aesthetic judgements of taste’ 
(Lash, 1999: 207), which attempt to bridge nature and reason through 
the act of subjective judgement of symbols. This is an act which itself 
is grounded in the autonomy (‘finality’) of the object. 

Taking Keats point further, the choice for cultural goods can be 
made on the basis of an evaluation of their instrumental value. In 
order to make an evaluation on the basis of its transformative value, 
the consumer needs to be able to not only answer questions like “do 
I like going to a movie as a way to spend a night out” (the “instrumen-
tal” value) but also the question “do I like what I expect this movie 
as a work of art will do to my well-being”. Keats position is that this 
discriminatory capacity is developed through confrontation with cul-
tural goods, precisely since they possess  value: they can 
‘provide the means by which an existing set of preferences or desires 
may be transformed, through critical reflection, into more considered 
ones – rather than in directly satisfying those preferences, which is 
the characteristic of goods possessing only “demand” value’ (id.: 105). 
Keats point is that commercial producers of culture (like commercial 
television stations) are likely to offer programmes that are ‘carefully 
constructed to provide audiences with “just what they (happen to) 
want”, [forcing] out those which, precisely because of their potential 
transformative value, present something to their audiences which 
might challenge those preferences’ (ib.). 

Keat signals a confusion of discourses on usability and transfor-
mational values of economic and cultural goods. The question now 
is how the consumer relates to this confusion. Does the consumer 
choose for passively experiencing a cultural good, with a “transform-
able” attitude, or does he adopt an active, “transformative” attitude? 
This point is taken up by Pine and Gilmore (1999). Instead of just 
products, producers offer experiences that have, among other things, 

as incommensurable. yet, at the same time, they are seen to coexist. 
No artist or artwork occupies a purely autonomous or economic po-
sition: they are always situated somewhere on a continuum between 
the two poles (Webb et al., 2002: 161).

Bourdieu extends the working of this dichotomy to a ‘mental 
structure’: the ‘generative principle’ of the judgement of ‘what 
is art and what is not’. Bourdieu suggests there is a ‘hierarchy of 
genres’, on a continuum between avant-garde and bourgeois art 
(Bourdieu, 1992: 161). This – internalised – hierarchy is seen at work 
in the fact that works of what Bourdieu calls “pure” art are considered 
to be accessible only to those endowed with the disposition (the 
cultural capital) and the competence necessary for their appropri-
ation (id.: 147). Understanding art requires time and effort, in fact 
‘immediate success has something suspect about it, as if it reduced the 
symbolic offering of a priceless work to the simple “give and take” of 
a commercial exchange’ (id.: 148). 

Bourdieu looks at the relation between culture and economy  
the cultural field. The dynamics of this relation can be understood in 
a broader societal perspective when we take as a case in point how 
the – allegedly separate – cultural and economical work in societal 
discourse. Ray and Sayer (1999) understand culture in a more generic 
sense as non-instrumental ‘signifying practices’ (Ray and Sayer, 1999: 
5), which they oppose to economic activities associated primarily with 
instrumental goods. Ray and Sayer reflect on how the separation of 
the logics of instrumental objects versus goods representing intrinsic 
value relates to the advent of a new aestheticised economy. For Ray 
and Sayer (1999), the ‘service economy’ illustrates the tipping point 
in the workings of the cultural / economic dichotomy, since it marks 
‘the emergence of a post-industrial society in which traditional mate-
rial production is becoming secondary to a more strongly culturally 
inflected service economy’ (which is not to be considered ‘un-material’) 
and the growing importance of ‘sign value’ of commodities (which is 
not to be seen as a replacement of exchange value) (Ray and Sayer, 
1999: 8). In short: commodities are aestheticised, cultural goods are 
commodified. Applying Bourdieus image of a continuum: instru-
mental and symbolic goods are moving on a continuum between 
the symbolic / aesthetic end and the instrumental end, and their 
different logics.

The world of culture is also confronted with the advent of a 
neo-liberal political philosophy, which manifests itself in how 
governments ‘have implemented radical programmes of institutional 
change imposing market or quasi-market principles and forms into a 
wide range of social institutions and practices which had previously 
operated in quite different ways’ (Keat, 1999: 92). This leads to the 
commercially modelled reconstruction of institutions in, among 
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from the discussion about the aesthetic evaluation of high and low 
art, a topic which is not central to this research. Here, the focus lies 
on understanding the product as positioned on a autonomy-heteron-
omy continuum, not as an – in a more or lesser degree successful – 
attempt to create “pure art”. 

The image of a continuum between the autonomous and the het-
eronomous returns in the distinction made by Throsby between the 
cultural and the creative. Throsby proposes that creative goods are 
goods that require ‘some reasonable significant level of creativity’ (un-
derstood as ‘imagination and a capacity to generate original ideas and 
novel ways of interpreting the world, expressed in text, sound and 
image’). Cultural goods and services, ‘such as artworks, music perfor-
mances, literature, film and television programmes, video games and 
so on’ not only require creativity in their production, but also contain 
intellectual property and they are vehicles for symbolic messages. 
They yield cultural value beyond their economic value. Cultural goods 
then become a subset of creative goods (Throsby, 2010: 16). 

This proposition relates to the use in general discourse of the terms 
cultural and creative. It elaborates the continuum “cultural-economic” 
into “cultural (symbolic) – creative (symbolic cum functional) – 
economic (functional)”. The category ‘creative’ points to the fact that 
most products considered ‘creative’ embody the cultural / economy 
dichotomy precisely because they represent not either cultural or 
economic, but a (discussion-provoking) combination of the two. This 
perspective is relevant for this research because it acknowledges the 
situated and intersubjective character of this taxonomy, which can be 
lacking in the general discourse of defining cultural and creative sec-
tors and organisations. What constitutes ‘cultural value’ and ‘symbolic 
message’ follows from the intention of the maker and the discussion 
among beholders. 

Since the gist of symbolic meaning and cultural and aesthetic value 
is that they are open for debate, such meaning can discursively be 
inferred independently from the maker’s intentions. Categorisation is 
a matter of discussion. An illustration of how producers of creative / 
cultural artefacts can thematise categorisation-issues in their work is 
the ‘Buchenwald-fence’ designed by Designstudio Job. The fence, a 
functional demarcation of the client’s property, was complemented by 
an entrance gate designed in such a way that it created an association 
with the entrance gate of the Buchenwald concentration-camp during 
the Second World War. A discussion followed on the emerged 
symbolic value involving creators, critics and talk-show hosts. The 
experienced symbolic quality of the gate became subject of a debate 
which illustrated the confusion of the two judgements logics. Was 
the fence to be evaluated as a functional but creative fence or as a 
symbolic but functional work of art? Was a fence in this form morally 

an aesthetic quality to them, which Pine and Gilmore consider to 
be a passive experiential and transformative quality. As a next step, 
customisation of these experiences leads to activation and finally 
personal transformation of the consumer: the customer becomes the 
product (Pine and Gilmore, 1999: 172). While the aesthetic quality 
of the experience allows ‘individuals [to] immerse themselves in an 
event or environment but […] have little or no effect on it’ (id.: 35), 
in the end the success of the “transformation economy” lies in helping 
people to transform by ‘understanding the aspirations of individual 
customers and businesses and guiding them to fully realise these 
aspirations’ (id.: 173). 

In this paragraph two theoretical points are connected to under-
stand the underlying discourse of the artistic / economic deliberation 
topic studied in this research. The first point is the discourse on the 
dichotomy between market independence vs. market subordination 
in arts production, or in other words autonomy vs. heteronomy, 
symbolic capital vs. economic capital. The second development 
concerns the culture and economy relationship seen in the aesthetisa-
tion of instrumental goods and the commodification of cultural goods 
observed in today’s society. Both points are understood as rencontres 
of the – incompatible and inseparable – logics of instrumental / 
exchange value and symbolic / transformative value. A confusion 
of evaluative strategies to value instrumental and symbolic values of 
(cultural) products is signalled in literature.

Related to this there are two understandings of ‘transformation’, 
which differ in the role of the beholder. In the first understanding 
the transformative experience is seen as a meaningful but carefully 
designed intervention, ‘calling human beings to a higher goal’ (Pine 
and Gilmore, 2007: 50) through the designed experience offering 
‘exactly what an individual person […] needs at an exact moment in 
time’ (id.: 48). The second is transformation on value-level, calling 
upon the beholder’s talent for critical reflection (Keat). In the first 
case, transformation is a passive experience; in the second it calls for 
an active personal relation to symbolic values. 

 ― Cultural and creative products
The cultural or creative product takes up a position on at least two 
value scales. The first concerns the continuum between an artistic 
(symbolic) and the instrumental (economic-strategic) value. The 
second concerns the continuum suggested by Bourdieu of the 
hierarchy of genres within the cultural realm, between pure art and 
bourgeois art, dependent of how a product – as art – relates to a 
market. This is elaborated on below, but not before replacing the 
characterisations “pure” and “bourgeois” with the terms autonomous 
and heteronomous, in order to manoeuvre the argumentation away 
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the definition of the creative industry as ‘a specific form of industri-
ousness [“ ”] which produces goods and services resulting 
from individual or collective creative labour and entrepreneurship. 
They are purchased by consumers and businesses because they evoke 
a meaning and provoke an experience. Thus, the creative industry is 
vital in maintaining and developing lifestyles and cultural identities in 
society’ (Rutten et al., 2004: 20). 

Pratt (2005) suggests (for the UK) that the term creative indus-
tries was introduced as an alternative for the term cultural industries 
when in the late 1990’s the Labour government needed a ‘more subtle, 
but wider ranging, dimension of creativity’ (id.) to position the cre-
ative industries alongside other innovative industries in the knowl-
edge society. As in the UK, the Dutch policy regarding the creative 
industry aimed at assessing and increasing its economic and societal 
value, leading to an economic framing of creative industriousness. 
The Dutch government’s ambition is to create a connection between 
cultural policy (looking at quality, diversity, preservation, independ-
ence and accessibility of culture) and the investigative and innovative 
function of the creative industry on the one hand; and industrial 
policy focussing on economic growth, entrepreneurship, innovation, 
export and employment on the other (MinOCW, 2009: 31). In 2009, 
one of the government interests in the fields of culture and creativity 
is to increase economic value of creative sectors with a dominantly 
commercial interest (“  ”) (MinEA, 2009: 16) 
and potential for economic development in relation to other eco-
nomic areas. This extends to international policy. In 2011, the creative 
sectors that are considered to constitute strategic focus areas for 
international policy (export) are design, fashion and architecture 
(MinOCW, 2011: 6). 

In a 2009 government study of the field, the demarcation question 
is avoided altogether: ‘due to the fragmentation of the sector the term 
‘creative industry’ is considered void’ (MinEA, 2009:19). Maintaining 
a distinction between cultural and creative industry is considered to 
be increasingly irrelevant: ‘within the creative industry the borders 
between the three domains arts and culture, media and entertain-
ment and creative commercial services fade’ (MinEA, 2009: 24, also 
Utrecht, 2011a). Creative areas are listed in which activities are de-
scribed as a value chain that combines creative core and exploitation: 
the ‘initial creation of form, meaning or symbolic meaning is the 
kernel of activities in this sector. But [upscaling through] production 
and distribution are also important elements in the value chain’, is 
stated in Exploration of the Creative Industry (   

) (MinEA, 2009: 12; MinOCW, 2009). To this is added 
that (Adornian) associations with large scale uniformity should be 
avoided (MinEA, 2009: 12). Despite this disclaimer, applying the 

acceptable? On the basis of probably a commission for a creative cum 
functional product, Designstudio Job had appropriated the artistic 
freedom to add problematising value to an instrumental product. 
A purely functional interpretation of the commission would likely not 
have led the makers to add this layer of signification. It would have 
led to the production of a less controversial fence plus the realisation 
of its economic value for the studio. 

Accepting the perspective that the attribution of meaning to a 
work is not just performed by a creator only but can be a process 
taking place ‘in a space of many dimensions’ (Barthes, 1967), the un-
derstanding of the cultural and creative would benefit from exploring 
the extent to which a work is experienced as a problematisation of 
the very discussion about instrumental or transformative value of 
artefacts. Since cultural goods appeal to the beholder / consumer to 
actively engage in critical reflection, they have more ‘problematising 
value’ than goods at the creative end. 

 ― Field and organisations
Before demarcating the concepts cultural and creative organisations for 
this research, Throsby’s point on the distinction between cultural and 
creative is followed through further. Creative industries are understood 
in this research as ‘those industries producing creative goods and 
services, and cultural industries as those producing cultural goods and 
services’ (Throsby 2010: 89). The context sensitivity of the term cul-
tural relates the cultural industry to what is locally understood to be 
‘cultural’, while acknowledging per-sector different productional and 
processual elements. The organisations that make up the cultural and 
creative industries are referred to as cultural, resp. creative organisations. 

Pinpointing the notions cultural and creative industries is subject 
to political debate. A short survey of this debate contributes to the 
understanding of the institutional backdrop of the observed organ-
isations and illuminates the relationship made in political discourse 
between culture and economy. Many definitions of the terms cultural 
industry and creative industry, to a greater or lesser extend influ-
enced by the Adornian understanding of ‘culture industry’, have 
been proposed. Hesmondhalgh uses the term text to denote cultural 
artefacts defined by the balance between functional and communica-
tive aspects and understands cultural industries as industries that 
‘deal primarily with the industrial production and circulation of texts’ 
(Hesmondhalgh, 2013: 16). The definition of the creative industries 
established by the British Department of Culture, Media and Sports 
in 1998 was: ‘Those activities that have their origin in individual 
creativity, skill and talent and which have a potential for wealth and 
job creation through the general exploitation of intellectual property’ 
(DCMS 1998, quoted in Pratt, 2005: 5). Rutten et al. (2004) arrive at 
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and social life after the internet crisis in 2000 (HKU, 2010). Spatial 
clustering, driven by institutional ambitions, is an important element 
in the functioning of cultural and creative organisations (Mommaas, 
2004: 517; also Mommaas, 2009). Development of the museum quar-
ter in the historical centre of Utrecht for instance was primarily based 
on arguments for urban revitalisation and cultural marketing, as well 
as the growing importance of the concept of cultural and creative 
entrepreneurship. Looking at creative firms, HKU (2010: 8) summa-
rises a number of additional characteristics. Typically, we are looking 
at a small organisation (with on average fewer than ten employees) 
functioning in a complex network. They are embedded in an often 
turbulent context, and have a mission that revolves around a very 
specific creative core. The creative product and the makers’ identity 
are closely related. As far as the ‘business’ of artistic and creative goods 
is concerned, the maker finds him- or herself more or less involved in 
‘his own exploitation’ (also Hesmondhalgh, 2007: 2). Social relations 
and individual expectations are reflexively connected (Scott, 2006: 3). 

In this research, ‘cultural and creative organisations’ are identified 
as organisational constellations that produce creative and / or cultural 
products or services in a dynamic field of innovation. Cultural and 
creative organisations relate reflexively to a context that increasingly 
frames creation as the beginning of an economic value chain. This 
confronts organisations with the creative / economic tension in 
their daily practice. 

Roundup

The cultural / economic dichotomy in organisational strategy is 
central in this research. It is understood as an instantiation of a 
fundamental incompatibility between artistic and economic logics. 
In the ‘experience economy’ the respective artistic and economic 
evaluative systems are seen to become confused. The confusion 
is reflected in definitional debates on cultural and creative sectors 
which are related to a neo-liberal discourse of positioning creation 
inside an instrumental value chain. This discourse is a backdrop for 
the observed organisations.  
 
Cultural and creative organisations function in complex contexts 
and in numerous organisational shapes and relations. Their prod-
ucts and services are understood as creative (requiring creativity 
to produce them) or cultural (requiring creativity to produce and 
representing a value which is experienced as symbolic). 

framework of the ‘value chain’, consisting of consecutive phases 
such as creation, production, and upscaling through distribution and 
consumption frames the creative moment as such in an objectified 
production process. 

Appendix 3: Political backdrop elaborates on the changing value 
given to experimentation in Dutch government discourse in the 
period under scrutiny.

Throsby’s distinction of cultural and creative industries is based 
on a distinction between cultural and creative products and services. 
The political discussion frames the industries inside a discourse on 
the economic aspects of creative industriousness. Both approaches do 
not lead to a stable delineation, because of the situated definition of 
the term cultural and because of the dynamics of fragmentation and 
conversion in the sectors. 

Moving to the definition of cultural and creative  

we apply Throsby’s distinction to cultural organisations (producing 
cultural goods as services) and creative (producing creative goods and 
services), but here too an additional perspective is required to include 
the dynamic forms and context of those organisations. This additional 
perspective looks at the industries as a delta of diverse organisational 
forms and transactions, referred to as a ‘creative field’ (Power and 
Scott, 2004). Power and Scott state that the new economy, which has 
a ‘propensity to take shape as a complex of value-added networks’ 
(Power and Scott, 2004: 3), consists typically of ‘many small firms 
together with more restricted cohorts of large establishments’ (ib.). 
Organisations in this new economy are ‘much given to high levels 
of organisational and technological flexibility, transaction-intensive 
inter-firm relations and the production of design-intensive outputs’ 
(ib.). Scott (2006: 3) describes the creative field (‘field of creative 
forces’) as a ‘system of social relationships that shapes or influences 
human ingenuity and inventiveness and that is the site of concomi-
tant innovations’, where ‘the innovations it triggers will also act back 
upon it […]. Such a field might correspond with any number of dif-
ferent organisational arrangements’. ‘Spatial and locational attributes 
of these organisations’ […] ‘promote development and growth-in-
ducing change’ (Scott, 2006: 3). Organisations exist in a world of 
innovation, networks, spatial clustering, exposure to ‘high levels of 
uncertainty and risk due to the fickleness of consumer taste’ (Scott, 
2006: 12), with a ‘transaction-intensive structure’ (ib.) and an ‘abnor-
mal high level of uncertainty and risk for creative workers’ (ib.). The 
sector experiences an increase in demand and shows a sound con-
nection with technological developments. It knows how to approach 
niche audiences, with the use of new communication technologies. 
Creative organisations flourish in a network driven economy and 
have managed to adapt to (or cause?) a higher tempo of economic 
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3 The practice turn in 
strategy research

I will argue in this chapter that the main question of this research 
will be taken up as an organisational challenge. The artistic / 
economic deliberation is expected to have different manifestations 
in subsidised organisations than in creative for profits, leading to 
different practices. This calls for an understanding of the strategic 
practice of an organisation in relation to its context. 
 
In this chapter it will be explained that the point of departure of 
this research calls for an approach building on practice research, 
in particular on the work of Anthony Giddens, whose structuration 
theory is employed to look at practice in relation to (the repro-
duction of) structure. Furthermore, this chapter will elaborate on 
the role of creativity in strategy and it will discuss earlier practice 
research into strategy. 
 
The chapter will start with a discussion of the theoretical approach 
of strategy research in cultural-creative organisations. 

3.1 Approaching strategy in the 
cultural-creative organisation

Hagoort (1998: 240) contributes to the field of research on strategis-
ing in cultural and creative organisations by introducing a strategic 
process model that acknowledges both the internal factor of artistic 
output (creative core) and pressure exerted by an – objectively 
knowable – context. As building blocks for such a process Hagoorts 
model incorporates space for spontaneity, (discursive) creativity and a 
learning attitude inside a planned and analytical process. This should 
‘tackle the black box character of the strategic process’ (ib.: 92), often 
caused by unexpected internal and external influences. Starting the 
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growth model. Several authors critique taking these conditional 
elements as starting points. Mintzberg (1998), Jansen et al. (2005), 
Kor et. al (2007), Bilton (2007), Verbergt (2008)1 observe that strate-
gy has evolved from planning beforehand into reflecting upon recent 
events. Strategy formation is influenced by the fast pace of change 
in society to a higher degree than traditional strategic models can 
accommodate. Michael Porter addressed this phenomenon as early as 
1991, pleading for more attention to ‘… the role of historical accident 
or chance. There is growing belief that historical accidents influence 
competitive outcome’ (Porter, 1991: 110). Bilton describes strategy 
formulation as an on-going process that ‘emerges from present 
action’, and is based on an organisation’s ‘ability to understand and 
build upon meaningful patterns in apparently chaotic, disconnected 
events and practices’ (Bilton, 2007). Scott observes that modelling 
strategy is at odds with ‘the circumstance that one of the defining 
features of the so-called new economy is its persistent postponement 
of anything like the stage of maturity’ (Scott, 2006: 2).

As Lewin and Volberda state: strategy is to be understood as the 
coevolution of organisations and their environments, shaped by ‘the 
joint outcome of managerial intentionality, environment and institu-
tional effects’ (Lewin and Volberda, 2003: 587). The limited usability, 
in an age of fundamental change in the relation between culture and 
economy, of models based on equilibrium seeking processes and their 
ontology of ‘stability, routine, equilibrium, homogeneity and incre-
mentalism’ (Gemmill and Smith 1985, in Chiles et al. 2004: 501; cf. 
Meyer, 2005) is reason to conduct this research from an interpretive 
theoretical framework. 

 ― Practice approach 
This research connects to a tradition of practice based strategy 
research in cultural-creative organisations. It takes the strategic 
discourse as arena to observe the cultural-economic deliberation. 
A short survey of examples of this research tradition illustrates how 
this deliberation can be seen at work in strategic processes. 

Wilson observes how managers in artistic organisations can ex-
clude creatives from strategic debates (Cummings and Wilson, 2003: 
207) when the divide between those responsible for the artistic and 
those responsible for the business elements of the organisation is ex-
perienced to be too large for realising effective strategic cooperation. 
In larger, publicly funded organisations, Bilton in fact observes the 
emergence of informal strategic practices ‘more closely aligned to the 
unpredictable and divergent quality of the creative process’ (id.:  214). 

1  —  It must be noted that some of these authors look at larger organisations, and 
organisations outside the creative sector.

process from a   is ‘absolutely essential because of the 
tendency of cultural organisations to be informal and small-scale’ 
(Hagoort, 2003: 91). Hagoorts proposition is to understand and 
manage the strategic process by decomposing it, rationalising its 
motive, setting conditions for organisational culture and introducing 
in the strategic considerations an ethical awareness of the societal 
purpose of the organisation. 

1 strategic motive 2 evaluation 3 environmental research  
4 option formulation 5 s/w-analysis 6 new plan/implementation

1 2 3 4 5 6

Figure 1. Strategic process (Hagoort, 2003: 92).

Looking at how long term growth and development processes can 
be modelled for arts organisations, Hagoort (1998) describes discrete 
phases in an organisation’s life, under the condition of a relatively 
balanced context, or at least a situation ‘without sudden changes, such 
as the unexpected departure of an artistic leader or an unforeseen 
economic crisis’ (Hagoort, 2003: 148). 
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Figure 2. Growth and development (Hagoort, 2003: 149) 

These phases help to understand the specificity of an organisation’s 
situation (id.: 153). They are separated by strategic turning points, 
critical events that force an organisation to reposition. The phase an 
organisation finds itself in determines its strategic needs. 

The main elements of Hagoorts proposition on strategy formation 
in (middle sized) cultural and creative organisations are the incor-
poration of core creativity, the processual character and causality of 
strategic episodes, the stable context and the validity of a rational 
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emergence. Their finding is that the perspective of complexity theory 
is helpful for understanding emergent strategic phenomena. 

Looking at leadership, Powell and Dodd research how identity 
and brands in the creative industry are managed. Their findings are 
that the common managerial idea that employees should commit to 
organisational goals is countered by observations in creative SMEs 
where many creative employees ‘avoid attempts to make them 
formally identify with their employing organisation’ (Powell and 
Dodd, 2007: 385). The fact that creatives show multiple commitments 
is in fact appealing to clients. In relation to organisational managerial 
identity in the dual leadership structure of cultural organisations, 
Bhansing (2013) finds that there alignment is in order, since ‘if the 
director and the producer, as dual leaders who each represent one side 
of the art-business divide, form stable long-term relations on the basis 
of trust and mutual understanding, this has positive consequences for 
the performance of the organization as a whole (Bhansing, 2013: 120).

This short survey shows how the dichotomy between culture 
and economy manifests itself in tensions between artistic and the 
business aspects of an organisation. It instantiates in understanding 
organisational discourse in relation to artistic adventure. Economic 
and artistic considerations can either clash in strategic processes 
(Oakes et al.; Maitlis and Lawrence; Glynn) or can be worked around 
by organisational actors (Rouleau; Daigle and Rouleau; Bansingh). 
Glynn (2000) and Powel and Dodd (2007) point at the importance 
for strategists to connect to identity discourses, Daigle and Rouleau 
point at the importance of being aware of how texts are appropriated 
in different contextual discourses simultaneously. Despite the limited 
size of this survey, it indicates that research in this field is concerned 
with disclosing explicit and tacit elements in the practice of cultural 
and creative organisations (cf. Devereaux, 2009: 67) surrounding 
sense making strategies, the working of the relation with the context, 
the values given to either artistic and business interests in practice. 
The present research connects to this tradition. In the following 
paragraph, it will be explained that a theoretical perspective based 
on structuration theory and discourse analysis makes sense for the 
present research. 

Another illustration of the divide between creative and manage-
rial strategists in larger organisations is found by Daigle (2009), 
who shows how artistic and managerial organisational members 
appropriate one and the same strategic text for opposite purposes.

Oakes et al. (1998) illustrate the pivotal roles of language and 
power, using Bourdieu’s concept of power as ‘symbolic violence’ 
(Oakes et al., 1998: 257) in describing the tension between a political 
discourse explicitly favouring economisation in the cultural sector: 
‘Through a process of naming, categorising and regularising, business 
planning replaced one set of meanings, defined by the producers 
within the field, with another set that was defined in reference to the 
external market’ (Oakes et al., 1998: 277). This ‘eroded the existing 
autonomy of the field because it now has to […] compete with 
Disneyland, local festivals, movies and video games’ (id.: 280). 

The working of organisational discourse and identity processes is 
addressed in the studies by Maitlis and Lawrence (2003) and Glynn 
(2000). Maitlis and Lawrence analyse the importance of understand-
ing organisational discourse in a failed attempt to arrive at a strategy 
in a British symphony orchestra leads to a politically highly sensitive 
debate on artistic adventure versus box office income, personified in 
the new principal conductor and the Chief Executive (who didn’t have 
an arts management background). Glynn (2000), also on the basis of 
a case study of a strategic conflict in a symphony orchestra, suggests 
that organisational leaders need to ‘carefully attend to the rhetoric of 
claims made on the institution’s identity. […] Management of intangi-
ble assets via symbolic elements is essential’ (Glynn, 2000: 296). 

Discourses pertaining to artistic and business identity can remain 
separate in written strategic texts. Daigle and Rouleau (2010) show 
how strategic texts written by three arts organisations in Canada 
predominantly employ justifications belonging to the industri-
al, financial and marketing realms. Daigle and Rouleau find that 
these texts contradict the mission statements of the same organ-
isations, which mostly favour artistic and social-vocational terms 
(cf. Denis et al., 2007). 

Rouleau (2005) looks at how in a merger between two Quebec 
fashion companies industry, middle managers engage in a process of 
sense-making and sense-giving. Rouleau uses Giddens’s concept of 
reflexivity in human behaviour to understand strategic sense-making 
and giving emerging from ‘practical consciousness and reaction to 
circumstances’ (Rouleau, 2005: 1431). 

Chiles et al. (2004) look at the emergence and transformation 
of a collective of musical theatres in Bransson, Missouri, over a one 
hundred year period, using a model from the complexity theory, 
which describes dissipative structures, to explain this organisational 
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the need of organisational actors to attain equivocality. In order 
to make sense of equivocal information people engage in interac-
tions. They interpret (make sense of) events and try to explain how 
history connects to the present situation. A complicating factor is 
that organisational actors tend to ‘create the realities which they 
then view as facts to which they must accommodate’ (Weick, 1979: 
168). Actions have consequences for both the organisation and the 
environment. These consequences are not always designed and can 
even have contradicting characters. For Weick, human interaction is 
the object of research, and language is the key to understanding this 
human interaction, since it is in language that an organisational actor 
constructs the environment  explains reality. 

Tsoukas (2005) applies the idea of sensemaking to the world of 
organisations. He observes that an organisation (as any social practice) 
will inherently resist change and will see ‘those things that will enable 
it to maintain its organisation (i.e. its identity)’ (Tsoukas, 2005: 172). 
An impetus for change however is ‘information from its environ-
ment’, and / or ‘information about its own functioning’ (ib.), follow-
ing from the numerous enactment-selection-retention sequences 
going on simultaneously. Input of this information generates a second 
point of observation (the organisation vs. elements in the environ-
ment, or the organisation now vs. the same organisation in the past) 
and introduces a rationale for reflection, which can cause change.2 

Although an organisations’ , the ‘established 
way of perceiving and acting’ (Tsoukas, 2005: 168), can dampen 
the possibilities for change, organisations ‘are in a state of perpetual 
becoming’, since ‘established categories and practices are potentially 
on the verge of turning into something different to enable new 
experiences to be accommodated’ (Tsoukas, 2005: 197). So, where an 
organisation on the institutional level may be inert, there may well be 
constant (micro-) change on the level of social practices and everyday 
interactions. The manager’s input in bringing about change then 
comes down to actively engaging in discursive practice. As Weick 
observes, ‘this gives rise to the interesting paradox that unwillingness 
to disrupt order makes it impossible for the organisation to create 
order’ (Weick, 1979: 189). 

The practice turn in organisational research amounts to a focus on 
organisational activities at micro and macro level, with a keen eye for 
how structure and agency interact. In other words it looks at ‘why and 
how social action sometimes follows and reproduces routines, rules 
and norms and sometimes doesn’t’ (Golsorkhi, 2010: 3), given that 
‘individual behaviours or actions […] are always related to the ways in 

2  —  This also reflects Giddens’s (1993: 165) observation of how the influx of information 
introduces intentionality in human behaviour.

3.2 Theoretical framework of this research

Hendry (2000) argues how strategic decisions are to be understood 
as part of an ongoing process instead of as ‘temporally identifiable 
organisationally committing choices’ (Hendry, 2000: 967). In line 
with this, Hendry suggests that strategic decision making can be 
understood as a . Hendry conceptualises the strategy process 
as an ongoing social practice,  decision-making takes place 
(Hendry, 2000: 968). Decisions can thus be seen as ‘gestures in an 
ongoing conversation or gestures out of which the evolution of 
organisations evolve’ (Stacey, 2003: 423). The conceptualisation of 
strategy as social practice allows to encompass ‘the wide variety of 
definitions of business strategy’ (Hendry, 2000: 969) found in practice 
(also Cummings and Wilson, 2003). This conceptualisation allows to 
investigate the relation between what is considered strategic social 
practice and the operational areas of management. After all, strategic 
actions materialise in practical managerial arenas like marketing or 
finances (Hendry, 2000: 970). 

Understanding organisational strategic behaviour as a social 
practice is an illustration of what is known as the  in 
social sciences. Rasche describes the practice turn as a turn from a 
‘discussion of universal and a-historic knowledge schemes guiding 
human action’ to an ‘investigation of the local practices that are 
situated in time and space’ (Rasche, 2009: 720). Rasche shows how the 
practice turn unites two ontological opposites, to which he refers as 
structuralism and interpretivism. Post-structuralists, among whom 
Foucault and Bourdieu, introduced sensitivity for situatedness in 
social research and turned to the investigation of ‘local practices that 
are situated in time and space’ (Rasche, 2009: 720). On the other end, 
neo-interpretivists (Goffman, Taylor), who were traditionally looking 
at the world of the individual, contented that ‘  knowledge 
schemes are a precondition to the constitution of the actor and his 
or her environment within social practices’ (id. emphasis original). 
Putting these together, the realisation follows that ‘practices need to 
be based on knowledge schemes that transcend the individual because 
different actors perform social practices at different points in time-space’ 
(id.), looking at the individual and the environment in connection 
with eachother. Actions are determined by interactions which are 
shaped by  people have  

In his seminal publication  

(1979, originally published in 1969), Karl Weick decomposes the 
complex phenomenon of  into iterative elements of human 
interaction: enactment, selection and retention. Weick observes that 
equivocality of information triggers organising actions, driven by 
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Structure

(Modality)

Interaction

Signification

Interpretive schemes

Communication

Domination

Facility 

Power

Legitimation

Norm 

Sanction

Table 1. Dimensions of the duality of structure (Giddens, 1984)

Table 1 (taken from Giddens, 1984) illustrates how the interaction 
and structure can be analysed in three dimensions. Communication 
is seen as the process of actors making sense of interactions through 
interpretive schemes. Through communication the interaction 
contributes to the (re)production of ‘meaning’: signification. The 
use of power in interactions is enacted through allocating resources 
(facilities) and at the same time it (re)produces structures of domina-
tion. Norms contribute to what is allowed and what is sanctioned in 
society, and contribute to a structure of legitimation. These dimen-
sions are interdependent. A focus, for instance, on signification will 
frame ‘modes of discourse’ (Giddens, 1979) but cannot succeed if it 
ignores how these are interwoven with forms of domination and 
legitimation. In order to understand how practitioners ‘routinely 
draw upon rules and resources’ it is important to understand the 
concept of knowledgeability. Knowledgeability is being aware of 
‘conditions and consequences’ (Giddens, 1984: 281) of one’s daily 
actions. De Certeau suggests that knowledgeability is in the ‘tales of 
the unrecognised’ (De Certeau, 1984: 68) that reveal non-theoretical 
knowledge (‘to have a flair, tact, taste, judgement, instinct, etc.’) 
(id.:  72). Knowleadgeability can be partly verbalised by actors in 
the form of ‘rationalisation of conduct’ (ib.), but partly it remains 
unarticulated. It is embedded in practical consciousness, ‘geared to the 
flow of day-to-day conduct’ (ib.). Figure 3 illustrates the relationship 
between conduct and the production of the institutional. Appendix 2: 
The practitioner elaborates on theoretical views in practice strategy 
research on the position of the practictioner.

reflexive monitoring / 
rationalisation / motivation / 

practical consciousness

(un)intended 
consequences

(un)ac-
knowledged 
conditions

The institutional

Figure 3. Conduct / structure relation (Giddens).

which social actors are supposed to think or feel or communicate in 
and through language in a given situation’ (ib.). Strategic behaviour 
is considered as a  practice (Rasche, 2009: 713), as ‘something 
people  instead of something an organisation  (Whittington, 
2006: 613). Understanding strategy as social practice requires the 
researcher to overcome the duality between the individual and the 
system, considering that stressing either the individual’s agency or so-
ciety’s forces as the unique explication of social phenomena does not 
do justice to the complexity of practice. Practice develops in interplay 
between the two, and this interplay is the object of research. This fun-
damental choice is given ontological substance in Anthony Giddens’s 
theory of structuration. Structuration theory is widely called upon 
in strategy research for its ability to include micro- sociological detail 
in combination with sensitivity to institutional context, and its 
perspective on motives and intentionality of organisational actors 
(Whittington, 2010). 

 ― Structuration 
What Giddens – referring to Durkheim – calls the ‘new rules of 
sociological method’ clearly outline the fundamentals of his main 
proposition. The ‘universe of objects’ is not a given, but is ‘consti-
tuted or produced by the active doings of subjects’. (Giddens, 1993: 
168). Analysis must clarify what aspects in human action display 
‘structural properties’, where the boundary lies between intentional 
rational actions and ‘occurrences’. Actors are knowledgeable individ-
uals, although this knowledgeability is partly hidden in practice (or 
discourse) itself.

Giddens proposes to understand structure as both the medium 
and the result of social conduct, while at the same time it organises 
this conduct. Social systems have structural properties, which ‘do not 
exist outside of action but are chronically implicated in its produc-
tion and reproduction’ (Giddens, 1984: 374). Giddens introduces 
three ‘aspects of the production of interaction’: ‘the constitution of 
meaning, morality and relations of power. The means whereby these 
are brought into being are modalities of the reproduction of struc-
ture’ (Giddens, 1993: 165): ‘structure appears as both condition and 
consequence of the production of interaction. All organisations or 
collectivities “consist of” systems of interactions, and can be analysed 
in terms of their structural properties: but as systems, their existence 
depends upon modes of structuration whereby they are reproduced’ 
(id.) by organisational actors who ‘routinely draw upon rules and 
resources’ (Giddens, 1993: 3). 
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 ― Organisational discourse
If strategy is conceptualised as a social practice, and decision- making 
as a discourse materialised in practical management areas, the 
medium for human interaction, strategic and practical organising 
as well as the observation of these phenomena must be language 
(Harré and Gillet, 1994, Stacey, 2003), more specifically text and 
discourse. The study of the interaction between text and context leads 
to understanding how ‘the practices of […] production, dissemina-
tion and reception’ of texts constitute the social (Phillips and Hardy, 
2002; Pettigrew, 1990), in other words how discourse contributes 
to the construction of social reality (Heracleous and Hendry, 2000; 
Hepburn and Potter, 2004: 192). 

Central in this research is analysing discourse. There is a mul-
titude of definitions of discourse, in fact it seems to be as elusive a 
concept as social practice is. Van Dijk (1997: 2) invokes circumstantial 
elements by saying that at least we can be certain that the dimen-
sions of discourse are language use, communication of beliefs and 
interaction in social situations. Philips and Hardy (2002) understand 
discourse as an  Hodge and Kress (1988: 6) 
take a structurational point of view and look at discourse as a ‘site 
where social forms of organisation engage with systems of signs in 
the production of texts, thus reproducing or changing the sets of 
meanings and values which make up a culture’. Hodge and Kress 
(1988) understand text as a ‘structure of messages which has a socially 
ascribed unity’ (ib.). As a specification of discourse,  

discourse can be understood as ‘the principle means by which organi-
sation members create a coherent social reality that frames their sense 
of who they are (Mumby and Clair (1997:181, quoted in Oswick et.al, 
2000: 1116). Oswick et al. point out that ‘organisational discourse 
identifies ways in which a variety of discursive practices can contrib-
ute to the processes of organising and the behaviour of organisational 
stakeholders’ (ib.). The understanding of organisational discourse 
adopted in this research is that of a related set of texts that reveal, and 
contribute to organising behaviour. 

Understanding discourse as structurating practice, the relation of 
discursive practice and context can be seen: ‘discourses are a structural 
part of their context and their respective structures mutually and 
continually influence each other’ (Van Dijk, 1997: 15). Contexts are 

 strategically and continually relevant by and for participants. 
Seidl (2007: 198) proposes that discursive systems are self-refer-
ential and that strategic concepts in one social context cannot be 
recontextualised to another (id.: 199). External input, ‘in particular 
labels for strategy concepts, can merely stimulate the discourse-spe-
cific invention of a strategy concept’ (id.: 211). Despite the fact that 
different discourses may share certain structural dimensions through 

 ― Context 
In this research, two understandings of context need to be kept apart. 
The culture-political environment is in this research treated as an 
“institutional context”. It pertains to the overall culture-political 
discourse, the societal discussion on the desirability of government 
support for the arts, the established view on the economic potential 
of the creative industry. Aspects of this context are elaborated on in 
Appendix 3: Political backdrop. 

This context has its own logic, but elements have a structur-
ating working on strategic practice through routine or otherwise. 
Organisational actors routinely draw from this context, for instance 
in the procedures pertaining to support of cultural and arts organisa-
tions, or pertaining to the political discourse to assist creative firms in 
their development as a business. Organisations relate to this context 
and understand it as a deeper discourse, in which the actor knows 
his or her way, often without verbalising the process. Here, the 
‘institutional context’, the institutional reality in which organisations 
function (the regional and national culture-political system) is distin-
guished from the ‘structurating context’: the institutional context as it 
is actually at work in the interaction. 

This relates to the term ‘contextuality’ as explained by Giddens: 
context as features of interactional settings, used in a routine manner, 
that ‘constitute the meaningful content of interaction’ (Giddens, 
1984: 119). Contextuality refers to the ‘situated character of interac-
tion in time-space’ (Giddens, 1984: 373). 

Addressing the question how organisational agency and struc-
ture (or practice and context) relate two positions are found. The 
position of Fairclough (2005) is that processes and structure have 
different properties of continuity and change. Whether action 
leads to change is a ‘contingent matter’ (Fairclough, 2005: 929). The 
‘grounded in action’ perspective suggested by Fairhurst and Putnam 
(2004) says that since action and structure ‘are mutually constitu-
tive’, organisations never assume the ‘form of an identifiable entity’. 
Organisations are ‘continually becoming’ in conditions that are ‘locally 
made relevant (or irrelevant) by actors’ (Tsoukas, 2005: 198). In 
this research, context will be thematised pertaining to the question 
how it situates strategic practice. This follows Tsoukas’ point that 
organisations are ‘continually becoming’ in conditions that are ‘locally 
made relevant (or irrelevant) by actors’ (Tsoukas, 2005: 198). How 
organisational actors react to exogenous impulses ‘depends on an 
organisation’s self-understanding – the historically created assump-
tions and interpretations of itself and its environment’ (id.: 200; 
also Giddens, 1984: 29). 
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Roundup

This research understands strategy as social practice and looks 
at practice as dynamically related to and constitutive of context. 
This “strategy-as-practice” take leads to the choice of Giddens’s 
structuration theory as a framework for analysis. The analysis of or-
ganisational processes from a structurational perspective requires 
attention for the working of time and hidden discursive features, 
and a conceptualisation of actors as active, knowledgeable agents. 
 
The fundamental concept of the duality of structure refers to the re-
current influence of structure on action, and the effect of action on 
structure: structuration. The process of structuration is observable 
through the interplay of signification, domination and legitimation 
instantiated in daily routine. The question is how in daily human 
interaction (the micro level of analysis) communication, power and 
sanction are instantiations of, or instantiate, macro-level structures, 
through the agents’ interpretive scheme.  
 
The interpretive theoretical framework underpins that it makes 
sense to research the artistic / economic strategic deliberation 
as part of a non-causal social practice in cultural and creative 
organisations that deal with creative and business dynamics in 
a non-causal, dialectic way. The expectation is that a different 
practice will be found in non-profit than in for-profit organisations. 

the use of a common language, the exact connotation of words like 
‘strategic planning, strategy review, strategic forecasting’ is situated in 
a particular organisational discourse. yet discourses exhibit ‘struc-
tural properties that are implicit, intertextual, trans temporal, and 
trans situational’ (Heracleous, 2006: 113). The actual instantiation 
of these structural properties happens through an agents ‘interpre-
tative scheme’ (Giddens, 1984: 29) which Heracleous and Hendry 
(2000: 1269) conceptualise as the ‘modality through which discursive 
structures are instantiated at the level of communicative interaction, 
and through which communicative interaction can reproduce or 
challenge such structures’. 

Research into a better understanding of the ‘role of language 
in meaning constructing processes’ in organisations (Heracleous 
and Hendry (2000: 1255) elaborates on Giddens’ point that com-
munication as a situated instantiation of structures of signification 
is guided by ‘discursive consciousness’ or ‘what actors are able to 
say about social conditions and the conditions of their own actions’ 
(Heracleous and Hendry, 2000: 1261). 

3.3 List of terms 

Social practice. Weick describes social practice recursively as ‘what 
it is by the virtue of the key self-understanding embodied in the 
practice’ (Weick, 1979: 170).

Discourse / organisational discourse. The understanding of 
organisational discourse adopted in this research is that of a related 
set of texts that reveal and contribute to organising behaviour. 

Context. Here, the ‘institutional context’, the institutional reality 
in which organisations function (the regional and national culture- 
political system) is distinguished from the ‘structurating context’: the 
institutional context as it is actually at work in the interaction.

Cultural-creative organisation. In this research, ‘organisations’ 
are identified as organisational constellations that produce creative 
and / or cultural products or services in a dynamic field of innovation. 
Cultural and creative organisations relate reflexively to a context that 
increasingly frames creation as the beginning of an economic value 
chain. This confronts organisations with the creative / economic 
tension in their daily practice.

Interpretive scheme. Modality through which discursive struc-
tures are instantiated at the level of communicative interaction, and 
through which communicative interaction can reproduce or challenge 
such structures’ (Heracleous and Hendry, 2000)
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4 Method 

This chapter describes the method followed in this research. The 
central question of this research requires qualitative understand-
ing of the relationship between organisational practice and context 
as well as the role of actors in this complex field over a period of 
time. This chapter explains which methodological choices follow 
from this interpretive approach: the narrative approach, grounded 
analysis, discourse analysis and bracketing. 

4.1 Grounded approach

Finding a reliable method for understanding and theorising process 
data is a topic debated in the field of process-research. There is no 
one-for-all method for researching practice. In fact, typical for a pro-
cess research method is that it is chosen for its fit with the situation 
under scrutiny. A general criterion for process research method is 
that it should ‘enable us to understand how […] patterns come to be’ 
(Langley, 2007: 273) instead of reducing process ‘to a variable (e.g. the 
extend of use of formal planning)’ (id: 272). Also the choice of observ-
able entities may vary. Researchers can look at routine performances, 
the role of material artefacts, the routinised understanding of the 
world, identity construction of the strategist (Rasche, 2010), power 
issues in strategising (Golsorkhi et. al, 2010: 4), the micro events in 
communication (Samra-Fredericks, 2003), organisational discourse 
(Vaara, 2010, Heracleous, 2006). Specific strategic episodes, like 
strategy workshops, can be studied, or rather the continuous process 
of sensemaking in strategising. The study of process requires sensitiv-
ity to the complexity of day-to-day behaviour, especially concerning 
intentionality of conduct, the ‘bounds of agents’ knowledgeability in 
the shifting contexts of time and space’. It asks for ‘involvement in 
the routinised, daily interactions of knowledgeable agents in order to 
discover the conditions influencing the continuity or change of social 
and organisational structures’ (Heracleous and Hendry, 2000: 1259). 
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‘a set of practices rather than starting with a question’ (Hepburn and 
Potter, 2004: 185). The focus is on understanding practice, Glaser 
points out that the researcher should suspend any assumption 
concerning the relevance of contextual information until the data 
indicate this relevance (Glaser, 1978: 60).

Grounded theory is based on the idea that behaviour, ‘observed 
or described in documents and in the words of interviewees and 
informants’, points towards a concept which an analyst formulates, 
first provisionally, but as the research progresses with more and more 
certainty and detail’. Categories are extracted from the data, and data 
are described as belonging to a category. 

In organisational research, the grounded theory approach is often 
seen to be used in combination with other perspectives. Locke (2001) 
shows a variety of adaptations of the grounded theory approach, 
involving such diverse decisions as allowing secondary data into the 
observation or allowing prior theory to inform sampling. Chiles et al. 
(2004) and Powell and Ennis (2007) grounded method with literature 
review. Ten Have (1999) proposes a grounded research strategy called 
‘conceptually guided exploration’, which typically kicks off with the 
formulation of a conceptual point of departure. It allows that even the 
actual problem formulation itself may be subject to change if prelimi-
nary observations so indicate (Ten Have, 1999: 15), given the fact that 
the researcher does not know what he will encounter in observation. 
In their study on innovation, Coopey, Keegan and Emler (1998) call 
on structuration theory, in order to effectively ‘link organisational 
and individual levels of analysis’ (Locke, 2001: 105).

In research grounded in observation, the question presents itself 
which theoretical knowledge beforehand is ‘acceptable’ to allow. 
Glaser and Strauss (1967) allow the researcher to be theoretically in-
formed to a certain level, but they are aware of the risk that too much 
theoretical work might evoke prejudice in a researchers observational 
work, or even prevent insights to arise. Theorisation that informs 
our observation pertains to insights from social theory, sense making 
and interactions, not to the literature on effective strategising. The 
observation is guided by the notion that actions and communication 
reflect and contribute to a perceived reality, which determines further 
actions and communication inside a practice characterised by the 
culture / economic tension. The observation of practice in the organ-
isations is sensitive to the instantiation and workings of this tension 
in discourse and practice, and the position of the practitioner in the 
organisation in terms of agency and knowledgeability, dealing with 
paradox and complex interactions with their environment. 

While studying the process of strategy making in context, the 
content of strategic developments must also be taken into account. 
Tsoukas observes that practice research into strategy tends to sustain 

During the writing process, it’s the researcher’s responsibility to 
convince the reader ‘that they were present to the world they studied 
and that they understood it from the actors’ point of view’, while 
at the same time ‘to achieve the solid data coupling that allows a 
theoretical element to be viewed as ‘grounded’ (Locke, 2001: 116). A 
convincing account of how theory was deduced from practice can be 
achieved by moving back and forth in the narrative ‘between exten-
sive theoretical presentations and illustrative ‘live’ excerpts from the 
setting. It alternates between telling and showing […]’ (ib.). This still 
allows for a variety of narrative architectures, particularly concern-
ing decisions of how data, literature and theory are intertwined in 
the narrative. 

Langley (1999) describes generic ‘strategies for sensemaking’ 
(Langley, 1999: 694) in process research, which share that they ‘over-
come the overwhelming nature of boundaryless, dynamic and multi-
level process data by fixing attention on some anchor point that helps 
in structuring the material but that also determines which elements 
will receive less attention’ (ib.). We will discuss two of these strategies 
which are particularly suited for this research. For this research it 
makes sense to discuss the ‘narrative strategy’ as the starting point. 
The ‘construction of a detailed story from the raw data’, is a step to-
wards ‘preparing a chronology for subsequent analysis’. In essence it’s 
a tool to organise data leading to a ‘thick description’ of practice. This 
approach postpones ‘any specific anchor point, although because of 
the structure of narrative, time tends to play an important role’ (id.). 
A drawback of this approach for ‘those who adopt a more traditional 
research perspective’ may be that ‘this approach does not, on its own, 
lead to either  or  theory’ (id.: 697, emphasis in the origi-
nal). It requires a second tool, to realise a systematic analysis. Broadly 
used in qualitative organisational research is the second methodical 
pillar of this research, grounded theory, which is also discussed by 
Langley. Grounded theory provides a systematic way to arrive at an 
integrated theoretical point, which is ‘grounded’ in the data at hand. 

 ― Grounded theory 
The data gathering and the process of analysis in this research follows 
the grounded theory method. The technique is explained extensively 
in Appendix 1: Grounded theory. Grounded theory, developed by 
Glaser and Strauss (1967), is based on the technique of systematic 
comparison in order to capture ‘the variation that characterises the 
central phenomena studied‘ (Strauss, 1987: 7) in observational data. 
These ‘experiential data’ are the basis for ‘provisional suggestions, 
finding variations, and sampling […] on theoretical grounds’ (Strauss, 
1987: 11). The method in its original form is entirely open and look 
in the first phase of observation at ‘how things are done’, following 
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Figure 4. Representation of Giddens (1984): 288.  
Bracketing: analysis of strategic conduct vs. institutional analysis.

The difference is a methodological aid: analysis of strategic con-
duct accepts contextual boundaries to be ‘given’ (ib.) which doesn’t 
mean they are not ‘produced and reproduced by human agency’, it 
just allows the researcher to focus on activities in their ‘contextual 
situatedness’. Strategic conduct analysis leads to ethnograpical thick 
description (also Langley, 1999), whereas institutional analysis leads 
to a macro-sociological understanding of the topic. 

Heracleous and Hendry (2000: 1274) view several implications of 
the adoption of the structurational view on organisational discourse 
analysis for the practice of research:
— A focus on observable action  the deeper structures that guide 
action, and a recognition of their dynamic interrelation.
— A view of social structures as rules and resources drawn on in 
everyday interaction, shaping but not deterministic of human agency 
(also Ten Have, 1999).
— An understanding that structures can thus be reproduced or 
potentially changed through interaction over time.
— A treatment of people as active, knowledgeable agents who reflex-
ively monitor their situation as opposed to being “structural dopes” 
(Heracleous and Hendry, 2000: 1260) whose actions are determined 
by social structures. 

4.2 Generalisation and sampling

Giddens comments on the fundamental difference between generali-
sations as ‘laws’ in social science and in exact sciences. His point is that 
in social sciences, laws are often derived from examining unintended 
conduct, as if the ‘unintended-ness’ contributes to the generalisability 

a dichotomy between process and content (Tsoukas, 2010: 47). 
I follow this critique. When practitioners experience strategic behav-
iour to be substantively effective, it is important to observe how this 
(experienced) effectivity influences behaviour. It makes sense to be 
aware of the content of the steps taken. 

 ― Structuration and method
A critique on Giddens’s work is that it fails to provide with concrete 
examples of how structuration theory can be put in practice in 
social research (Rose, 1998). Giddens puts forward the concepts that 
constitute structuration theory in a general way as ‘sensitising devices, 
nothing more’ (Giddens, 1984: 326). They are useful instruments to 
help us ‘think about research problems, and the interpretation of re-
search results’, but they ‘should not dominate the researchers’ practice. 

This research looks at practice and discourse as constitutive of 
its local and global, social and cultural context (Van Dijk, 1997: 29). 
How do structuration theory and discourse analysis relate? Heracleous 
(2006, p. 16) transfers the duality of structure into a duality of deep 
discursive structures and surface communicative actions, interrelated 
through interpretive schemes. Structurational discourse analysis looks 
at persistent  features of discourse, which transcend individual 
texts, speakers or authors, situational contexts and communicative 
actions (Heracleous, 2006) in order to identify central themes, gener-
ative metaphors and rhetorical strategies. It is aware of how rhetor-
icisms such as metaphors ‘play a central role in the development of 
thought and intersubjective meaning-making’ (id.: 60). Examples are 
the enthymeme that ‘uncovers taken for granted values and believes 
within particular contexts’ (id.: 169), or mechanisms such as gen-
eralisations, deletions and distortions in language use (Bandler and 
Grinder, 1977). 

Taking documents as locus of analysis requires attention for 
their functional position inside a strategic discourse (cf. Daigle, 2009; 
Abdallah, 2007). The ‘imperatives of systemic co-ordination, collec-
tive action and organisational competitiveness’ (Heracleous, 2006: 8), 
in short a certain level of “negotiatedness” characterise organisational 
texts. This research looks at their working as a narrative in time. 

In order to structure and interpret data this research ‘brackets’ 
strategic behaviour. Giddens proposes two possible ‘bracketing’ 
positions to understand structurating processes, leading to what 
Giddens calls either ‘analysis of strategic conduct’ or ‘institutional 
analysis’ (Giddens, 1984: 288) The distinction refers to different ways 
of looking at structural properties, represented in Figure 4:
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qualitative analysis would be too complex for the given period of 
time. The organisations selected will be introduced in chapter five. 

Sampling criteria were formulated around sets of oppositions: 

For-profit

Innovative media  
(gaming, video, communication)

Innovative structure  
(i.e. cloud or network organisation)

Small team 
(max about five persons)

Innovative governance 
structure (team)

Younger organisations  
(less than ten years)

Non-profit

Traditional cultural fields  
(museum, theatre)

Traditional organisational structure 
(foundation)

Medium large size  
(max about 20 persons)

Traditional governance structure  
(one or two headed management)

Older organisations  
(more than ten years)

Table 2. Sampling choices.

The observation period is limited to the years 2010-2012. The start 
of a new four-year subsidy-period in January 2013 was a logical point 
to end the empirical phase in this research, despite the fact that many 
fascinating developments were expected to occur after that date. 
Also the process leading up to the documents is not observed. This 
historical context was addressed in interviews.

Organisations were asked to provide texts relating to strategy. 
Most of these documents were public. The level to which organ-
isations put strategy in writing varied. In some cases, the absence 
of documents illustrated the informality of the organisation. The 
willingness to provide internal documents such as draft versions of 
strategic documents varied among the organisations. Beside docu-
ments, publicly available communication on websites, two weblogs, 
and documents for clients were included, as well as observation of 
two plenary strategic meetings in one of the organisations. 

After a first round of coding, organisational actors were in 
interviews confronted with preliminary codes. In a second round 
of interviews this was repeated with further developed codes and 
categories. One organisation did provide written source material but 
chose not to participate in the interviews. 

 ― Time
Structuration is transmitted through everyday practice. Unveiling 
how structure and (communicative and social) action interact calls for 
longitudinal research (Heracleous and Hendry, 2000: 1276), in order 
to get involved in the discourse of an organisation (Antonacopoulou 

of conduct (Giddens, 1984: 344). In social research however, Giddens 
points out, ‘causal mechanisms are inherently unstable’ (id.: 347). 
Generalisations do not represent ‘laws’ but ‘depend upon actors’ 
reasons, in the context of a ‘mesh’ of intended and unintended 
consequences of action’ (345) and they are limited in time and space, 
‘depending as they do upon definite mixes of intended and unintend-
ed consequences of action’ (id.: 347). The knowledge we gather in 
research does not constitute the final word about our subject. In fact: 
‘the beauty of (social) scientific research […] is precisely its inherent 
incompleteness and revisability – the recognition that what we know, 
at any point in time, is inherently inadequate and that, as a result, we 
should always be careful to submit our assumptions and perspectives 
to scrutiny’ (Antonacopoulou and Tsoukas, 2002: 860).

The grounded character of the analytical process in this research 
signals meaningful differences in order to enhance the richness of our 
understanding, given the situatedness of action and unrecontextualis-
ability of strategic concepts (Seidl, 2007); we look for generalisability 
on the level of understanding human behaviour, which we can expect 
to be intersubjectively understandable, in a given context in order 
‘to demonstrate [its] broader meaning and relevance’ (Alasuutari, 
1995: 152). The research result is examined ‘as an  of more 
than just the individual case concerned’ (ib., emphasis original). 

 ― Sampling 
The choice for the grounded theory approach entails a systematic 
method in which the categorisation of observed phenomena leads 
to the discovery of a core category, which ‘accounts for most of the 
variation in a pattern of behaviour’ (Glaser, 1978: 92). Decisions 
made on sampling are based on the characteristics of the cases in 
relation to the presumed representativeness for human behaviour 
(Dey, 2004: 91). Sampling contradictory cases provides a richer theory 
(Langley, 1999). 

A corpus for analysis of ten relatively small cultural and creative 
organisations in the Utrecht area was studied in this research. These 
organisations are selected on the basis of the expectation that their 
practice offers rich material for observation, and that the combination 
of organisations provides enough material for comparisons. The size 
of the organisations is generally between 3 – 10 people. 

Originally twenty-eight organisations in Utrecht were ap-
proached. Eleven decided to participate. Those who declined did so 
for lack of time or mental space. One organisation presented too little 
written material to be included in the analysis, one organisation did 
not respond at all. The considerations for involving ten organisations 
are that a sample containing one or two cases would lead to a limited 
representativity, while given a sample of more than ten cases, a rich 
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to consider the reflective position of the interpretive researcher, 
specifically to be aware of the double working of language. Language 
constructs reality and this is also true for the researcher’s language. 
Heracleous (2006) stresses the importance of the researchers ability to 
‘reflect on and codify how one’s personal interests, biases and evalua-
tions may have influenced the research process, the findings and the 
researchers’ own narrative’ (Heracleous, 2006: 11). Giddens’ observa-
tion on the inevitable influence of the researcher is as simple as it is 
complicating (Giddens, 1993: 169). This position is no different from 
that of any other member of society: the researcher ‘cannot make 
social life available as a “phenomenon” for observation independently 
of drawing upon her or his knowledge of it as a resource whereby it is 
constituted as a “topic for investigation”’ (ib.). 

For the research presented in this book, the “risk” of the research-
ers’ personal experience with the theme is recognised. Professional 
experience and position in the Utrecht arts life, however modest, 
creates an experience and ‘knowledgeability’ which is both practical 
and discursive, and which will be reflected on. 

4.3 Towards the empirical 

Having explicated the theoretical and methodological framework, 
the following table is a round up of how this framework leads to 
methodical decisions for observations. The table lists ontological and 
substantive themes which were touched upon above, and the practical 
decisions that follow for this research. 

and Tsoukas, 2002: 859; Meyer et al. (2005: 470), to be sensitive to 
repetitive social life (Heracleous and Barret 2001: 761) and persistent-
ly arising features in communicative actions. 

Hendry and Seidl (2003) use Luhmanns concept of ‘episode’ to 
frame the temporal aspect of how the relation between the conceptu-
alisation of strategy as a social practice and strategic communication 
materialises in organisations. An episode is a sequence of commu-
nication, framed by a beginning and an ending, in which routine 
discourse is temporarily suspended. A strategic meeting is an example 
of such a communicative situation in which the habitual structure of 
communication is suspended. The importance of strategic episodes 
is recognised in this research. However, from the perspective of 
strategy as social practice, the importance of peripheral discourses 
and complexity of interactions encourages to look beyond discrete 
strategic episodes and to widen the focus which is dominantly on 
agency by managers (Tsoukas, 2010, 47) to continuous strategic 
practice (Tsoukas, 2005b: 100). In this practice, strategic ‘thematic 
awareness’ is not only an emergent phenomenon but also ‘constitutes 
a  task’ (Tsoukas, 2010: 59) for which practitioners draw 
on ‘socio- material practices and skills’ (ib., also Chia and MacKay, 
2007: 237). The longitudinal aspect of the observation allows us to 
understand emerging strategy as a phenomenon in which ‘practical 
tasks’ are situated, show consistency over time and contribute to 
emerging strategy. 

The chronology of events in the observed period cannot automat-
ically and entirely be transferred to the chronology of the analysis. 
The process of coding, memoing and categorisation is iterative and 
intertwined with moments of new data gathering. Therefore, the 
presentation in part two will be organised as follows. The data from 
Huis Festival aan de Werf will be presented chronologically. Themes 
will be deducted that will be elaborated on in the analysis of the 
full sample. 

 ― Position of the researcher
A central realisation for an interpretative researcher is that his 
understanding of reality is mediated ‘by the text as well as the 
reflexive nature of the research process’ (Mottier, 2005, also Giddens, 
1984: 347), and by his own identity. Weick (2002) points at the 
difficulty for a researcher to be aware  observation of ‘how 
the observer’s cultural background limits his perspective’. Stacey 
(2007: 412) accepts an unavoidable systemic influence of a researcher 
on the object of research, while Tsoukas and Hatch (2001) include 
the influence of the researchers subjective view in the (complex) 
system under scrutiny as a ‘second level complexity’. Accepting the 
possibly intrusive effect of analysis, Phillips and Hardy (2002) suggest 
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Roundup

In this chapter, the methodological aspects of the research project 
are discussed. Grounded theory is presented as the basis for the 
procedure of analysis. Structuration theory provides theoretical 
sensitivity in the – iterative – grounded data gathering and analysis 
process. The structurational view on discourse looks at the duality 
of communicative actions and contextual discursive structures, 
interrelated through modalities of interpretive schemes. A discinc-
tion is proposed between institutional context, referring to context 
as a logically separate entity, and structurating context, to denote 
context in its interaction with the observed field.  
 
The chapter looks into the criteria for sampling. The considerations 
involved in deciding on the number of organisations vary between 
the limited representativity and generalisability when choosing one 
or two samples, and the impossibility to arrive at a rich qualitative 
analysis when choosing larger numbers. The element of time is 
discussed as a structurating factor and explain why this research 
calls for longitudinal observation. The position of the researcher 
is a point of attention, given the interaction with the field through 
language, and given his knowledgeability of the field.

Framework 

Ontological

Discourse is understood as an interrelated set 
of texts and actions which represent a coherent 
social reality and in which organisations engage with 
context. 
(Phillips and Hardy, 2002; Hodge and Kress, 1988; 
Mumby and Clair, 1997) 

Grounded theory is a method for deriving theory 
through systematic comparison of unstructured 
observational data (Glaser and Strauss, 1967). 
A method well suited for understanding complex 
practice. In organisational research, the grounded 
perspective is often combined with other theoretical 
and methodological input (Locke, 2001).

The structurational view on discourse looks at the 
duality of deep discursive structures and surface 
communicative actions, interrelated through modal-
ity of interpretive schemes. It looks at discourse as 
situated action. (Giddens, 1984, Heracleous, 2006) 

Substantive

Change and strategy are outcomes of organisational 
communication and are observable in organisational 
discourse (Weick, 1979; Tsoukas, 2005; Heracleous, 
2006), in which the tension between cultural and 
economic deliberations is visible. 

In order to understand organisational texts better, 
attention must be payed to their context, both the 
context that the organisational actor actively ob-
serves as structure, constraining or enabling, and the 
context hinted at and tacitly understood as a deeper 
discourse. (Giddens, 1984, Seidl, 2007)

The considerations involved in deciding on the 
number of organisations vary between the limited 
representativity and generalisability when choosing 
one or two samples, and the impossibility to arrive 
at a rich qualitative analysis when choosing larger 
numbers. (Langley, 1999, Alasuutari, 1995) 

The longitudinal character of the research allows 
for a variety of narrative architectures, particularly 
concerning decisions of how data, literature and 
theory are intertwined in the narrative. (Tsoukas and 
Hatch, 2001)

The position of the researcher is a point of attention, 
given the interaction with the field through 
language, and given his knowledgeability of the field. 
(Heracleous, 2006)

Decisions

This research looks at both communication and action. 
The data we will gather are partly formalised texts and 
partly ‘naturalistic’ (Hepburn and Potter, 2004: 182): 
publicly available texts on websites.

Grounded analysis of documents and action is related 
to Giddens’s structuration theory. In interviews with 
organisational actors, developing categories will be 
tested. 

Structuration theory provides the basis for organisa-
tional discourse analysis in this research.

This research looks at written documents which are 
functional inside a strategic discourse in which the 
cultural / economic deliberation manifests itself. 
Tracing persistently arising features in ‘communica-
tive actions by different agents in different contexts’ 
is expected to lead to the identification of structural 
features in a text or discourse.

Influential contextual elements will be treated as 
interlocutors in the structurating organisational dis-
course. The research will include local administration 
as a structurating context, and will refer to national 
culture-political developments as a backdrop.

A corpus for analysis of ten relatively small cultural 
and creative organisations in the Utrecht area. 

The data will be presented in a combined  
chronological / thematic format. 

The narrative will contain in which this issue is 
addressed. 

Table 3. Towards the empirical.
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5 Changing context

The understanding of ‘context’ in this research was elaborated on 
earlier in this study. The term ‘institutional context’ was introduced 
to refer to context as a separate entity, and ‘structurating context’ 
to denote context ‘at work’, in its interaction with the observed 
field. This chapter will sketch the institutional context relevant 
for this research, being the national and local policy skyline under 
which the observed cultural and creative organisations function 
in the period 2010-2012, a period in which the government makes 
a turn in its policy regarding the cultural and creative sectors. 
Appendix 3 discusses changing values of cultural entrepreneurship 
and experimentation in cultural policy.

5.1 National context

 ― A short story of cultural entrepreneurship 
Currently, entrepreneurship is a dominant term in cultural policy 
but it remains poorly defined. This paragraph elaborates on the 
entrepreneurship discourse and looks at the relation between entre-
preneurship and creative identity as it is discursively expressed. 

Dutch cultural policy has a tradition in stressing the importance 
for cultural institutions to increase their audience reach, related 
to the need for public cultural policies to gain public legitimacy. 
Nevertheless, the suggestion made in 1999 by the state secretary for 
the arts Van der Ploeg that cultural organisations could be expected 
to contribute to this policy by spending at least three percent of their 
budget on audience reach (or else should expect a modest reduction 
in their subsidy) led to emotional reactions in the arts world as well as 
in parliament. The government was accused of unsolicited interfer-
ence in the cultural organisations’ practice and many considered the 
target to be unobtainable (Ranshuysen, 1999). The intervention of 
Van der Ploeg touched a sensitive point: the autonomy of cultural 
organisations to focus on artistic content. Van der Ploeg attempted 
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without clear definition but with all the more silent understandings. 
A sector analysis made by the Council for Culture (RvC, 2011a) illus-
trates how the understanding of entrepreneurship differs per sector. 

Meaning

Self generated income
Partnerships, innovations, cost 
reduction, increase accessibility

Finding new business models

Not defined

Not defined 

Based on Commissie Cultuurprofijt

Perceptible positive development in 
public outreach and self generated 
income in relation to the cost per visitor.

Uses the term

“Cultural entrepreneurship”

“Cultural entrepreneurship”

“Artistic entrepreneurship”

“Creative entrepreneurship”

“Entrepreneurship”

“Entrepreneurship”

Sector 

Visual arts

E-culture

Theatre and dance

Pop and jazz

Performing arts

Museums

Table 4. interpretations of the word entrepreneurship in RvC (2011).

In the paragraph pertaining to the performing arts, the Council’s 
sector analysis (or at least the author concerned) invokes the advisory 
report of the Commissie Cultuurprofijt. This committee was founded 
in 2008, with the mission to advice on 
… the way connections can be made between the cultural sector and 

other sectors in society, on the basis of intrinsic power and value of 

culture, and the possibilities to also increase financial involvement with 

the arts. (Cultuurprofijt, 2008: 11) 4

The Commissie Cultuurprofijt proposes a broad definition of 
cultural entrepreneurship as a means to ‘increase societal  financial 
support for culture’ (Cultuurprofijt, 2008: 9, emphasis original). The 
committee returns to the definition that was originally introduced by 
the state secretary for culture Van der Ploeg in the  

 in 1999: 
Cultural entrepreneurship is an attitude, which aims to obtain as much 

artistic, cultural, business, and societal output from cultural institutions 

as possible. The cultural entrepreneur operates from autonomous artis-

tic ambitions, but is aware of market value, accessibility and audience 

preferences. (Cultuurprofijt, 2008: 14) 5

Among the ways the sector could improve its rapport with society 
the committee mentions participation in projects that improve social 
cohesion, emancipation and urban renewal (Cultuurprofijt, 2008: 39). 
Cultural entrepreneurship is positioned here as a means to spread 
the ‘output’ of cultural actions as widely as possible, maintaining the 
‘autonomous artistic ambitions’ as a starting point. The Commissie 

to reconnect to a social-democratic culture-political routine. In 1999, 
the rationale expressed behind promoting audience concerned the 
importance of a diversification of programming and audience 
composition, as a reaction to the perceptible relative increase of 
the participation of the higher educated. A connection was made 
between the values of societal reach (maatschappelijk bereik) and a 
sharpening of criteria for self-generated income (average 15% of the 
budget), through the supposition that improved societal reach can 
be measured in ticket sales. 

In 2010, the government announced a substantially reduction of 
budgets for cultural policy and a focus support for large and settled 
cultural institutions (the basic cultural infrastructure, basis infrastruc-
tuur). Part of the responsibilities for arts support are decentralised 
to funds (talent development, innovation which is not automatically 
fostered by a market) or provinces/cities (education, amateur art, li-
braries, accommodations and local art collections) (MinOCW, 2010). 
The importance of criteria of public reach for granting subsidies 
increased:
Public interest is an important measure for societal support. Therefore, 

audience reach will play an increasingly important role in the judgement 

of requests. (MinOCW, 2011: 11) 1

… And establishing a norm of self generated income became a policy 
instrument: 
… A norm of 17,5% self-generated income is conditional to be allowed 

into the basic infrastructure for 2013-2016. (MinOCW, 2011: 11) 2 

The effects of the national policy are expected to become visible 
with the start of the new policy period in 2013, but already sooner the 
economic crisis is expressed in a lowering of local cultural budgets. 
Forced to look for possibilities to economise, cities concentrate on 
‘autonomous tasks’, and among those are the care for arts and culture 
(Bogaart and Van der Horst, 2011: 6). Especially structural budgets 
for cultural activities and institutions are cut. Almost all cities use 
the argument that they were forced to cut cultural budgets because 
of general budget cuts on a national level. Bogaart and Van der Horst 
suggest that local administrations have the feeling that cultural organ-
isations may contribute to a solution for increasing budget problems 
by developing new forms of cooperation. According to Bogaart and 
Van der Horst, local administrations turn more and more to the idea 
that support for arts and culture is a responsibility of citizens instead 
of government (id.: 14). 
Also cities indicate that they incorporate other considerations for the 

budget cuts, for instance promoting cultural entrepreneurship, the 

‘user-pays principle’ […] (Bogaart and Van der Horst, 2011: 14) 3

In the discussion on how cultural institutions can withstand this 
turbulence, the term entrepreneurship becomes pivotal. It is a term 
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infrastructure in a growing city, Utrecht keeps in mind values of 
social cohesion. Besides, for the 2012 Utrecht advisory committee, 
artistic criteria concern values of ‘craftsmanship, expressivity and 
originality’ (Utrecht, 2012-2: 5). Table 5 shows aspects of the two 
different discursive uses of the term cultural entrepreneurship. 

The ‘financial definition’

Heteronomy as a norm, plus financial 
innovations (Government 2011a).

Context sensitivity and increase of 
financial independence. “Figures”. 

Organisational documents and  
national administration documents 
Organisations: discursive relation  
between creative strategy and 
financial figures (In’t Veld)

Local administration: control 
responsibility

Entrance norms for government 
support (Gov 2011).

Control

Weak: Entrepreneurship doesn’t 
incorporate experimentation 

Strong: National government pressure

The ‘artistic definition’

Starting from the autonomous develop-
ment of an organisation (Cultuurprofijt).
Context sensitivity, increase of societal 
output.

A new “attitude”, connections to other 
sectors 

Organisations strategy documents 
(HFadW, Speelklok, Rosa).

Local administration 

Organisations: artistic growth, multi-
disciplinarisation (Filiaal, Rosa, HFadW)

Creating opportunities for  
entrepreneurship (cultuurprofijt).

Entrepreneurial risk acceptance 

Support for experimentation.

Trust

Strong: Quadrennial interaction on  
cultural organisation’s strategy relies 
strongly on artistic growth discourse. 

Weak: This definition is not part of policy

Discourses on cultural 
entrepreneurship

Starting point 

Prospected result

Seen in 

Discursive form

Requires

Discursive position in the 
interaction between organisa-
tions and subsidiser

Political power position

Table 5. Discourses on cultural entrepreneurship. 

 ― Creative industry and economic growth
The economic potential of the sector of for profit creative firms is 
widely recognised in government policy. The sector is seen as the 
gateway to innovation, and in its turn innovation is seen as the key 
factor in the (re-) ignition of economic growth. 
Already the contribution of the creative industry to employment and added 

value is higher than average. The creative industry therefor is the thriving 

force behind the growth of innovation and competition. (MinEA, 2009: 23) 9

The government designated the creative industry as one of the top areas 

with a significant added value for the Netherlands (MinOCW, 2011: 29) 10

The focus on the relation between creativity, innovation and 
economic growth was stimulated by Richard Florida’s observation 

Cultuurprofijt calls upon the government to create circumstances 
that are conducive to entrepreneurship in the cultural sector and it 
suggests including entrepreneurship as a criterion in the system of 
government support. This advice is followed and amounts in 2011 
to formulating a target for self-generated income as a condition for 
government support. 

Already in 2008 the tension between what was understood as en-
trepreneurship and artistic autonomy was identified. In bilateral talks 
with the ministery of culture, representatives of the sector communi-
cated their concern that involving entrepreneurship as a criterion in 
subsidy-granting procedures could be at odds with the fact that these 
procedures are traditionally based on creative arguments: 
… Choices of repertoire, which would lead to a larger audience, could 

be assessed negatively due to the exclusive focus on artistic quality. 

(MinOCW, 2008: 7) 6

Here, entrepreneurship is associated with audience-friendly, 
proven programming, while ‘artistic quality’ is associated with inno-
vation. This tension needs to be addressed:
The proposed measures cannot be executed unless we arrive at a proper 

balance in the subsidy-judgement between quality and entrepreneur-

ship. (ib.) 7

Despite the fact that the Council for Culture recommends to the 
government to expand the understanding of entrepreneurship with 
an artistic and societal element (RvC, 2011: 111) starting from a 
creative mission (id.: 20), in the Council’s subsequent advice in 2011, 

, the paragraph on cultural entrepreneurship is 
limited to financial aspects and a perceived lack of (tax) arrangements 
that can assist organisations to improve their financial sustainability 
(RvC, 2011b: 17). Meanwhile, for the government, the understanding 
of entrepreneurship is expressed as follows in its policy report  

 (2011): 
Entrepreneurship: every institution or individual artist will in the coming 

period, more than in the past, need to be entrepreneurial. This is about 

positioning and profiling, context sensitivity and a balanced mix of 

financial resources. (MinOCW, 2011: 11). 8 

The dominant interpretation of the word entrepreneurship moves 
from building connections between the cultural sector and other sec-
tors (Cultuurprofijt) to ‘context-sensitivity’; from an increase of cul-
tural, economic and societal output to increased financial sustainability. 

In its policy documents, the city of Utrecht uses an understanding 
of entrepreneurship which is more nuanced. It looks at entrepre-
neurship as comprising business, audience reach, establishing new 
forms of cooperation and partnership, membership of relevant 
networks and developing new sources of finance. (Utrecht, 2012-1: 
5). In addition, related to the importance of maintaining a cultural 
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5.2 The local administration 

Given that the local administration of Utrecht will figure in our 
analysis as structurating context of the cultural organisations in our 
sample, it is introduced here in more detail.

Utrecht is the fourth largest city in the Netherlands, with three 
hundred thousand inhabitants and growing. It houses a major re-
search university, the Utrecht University, and two applied univer-
sities, the University of Applied Sciences Utrecht and the Utrecht 
University of the Arts. About twenty percent of the city’s population 
are students, and in 2008-2010, 58% of the working population had a 
higher education degree (Compendium, 2012-A). Due to its central 
geographical position in the Netherlands, Utrecht is a popular loca-
tion for service companies to settle, and the city actively promotes 
this advantage. Utrecht positions itself as a “city of knowledge and 
culture”, a concept which among other things materialises in a rela-
tively large number of annual festivals with a national importance. 
The concept of the monthly , consisting of a large 
number of easily accessible cultural events organising joint activities, 
is extremely successful.

Around 2003, the slogan “Utrecht city of culture and knowledge” 
originated, following signals from local festivals, industrial and educa-
tional institutions that the city’s profile was too diffuse. Research and 
political debate resulted in the branding of Utrecht as a city of knowl-
edge and culture. With varying levels of support from politicians, 
depending on political colour of responsible politicians (Utrecht, 
2011d), the city has deepened the brand over the years through its 
event-, cultural- and tourism policies. 

 ― Utrecht and the cultural field 
In order to better understand the cultural policy in Utrecht, we take 
a closer look at how it is expressed in strategic policy documents 
between 2005 and 2012. 

The policy document for 2005-2008 Culture is Capital (  

) aims to position Utrecht as ‘a nursery of talent and a 
meeting place with international allure’ (Utrecht, 2005: 20). The 
city gives attention to the quality of infrastructure, opportunities for 
young artists, and entrepreneurship. The desired profile for the city is 
that of a versatile, dynamic and modern city with international fame. 
The term cultural entrepreneurship is used in policy documents to 
designate for cultural organisations the degree of professionalism in 
matters of ‘production, business insight and the ability to cooperate’ 
(Utrecht, 2005: 11). As if to stress the business approach, the city 

that regions, which are attractive for creatives, show a high level of 
innovation and economic development (Florida, 2002). An open and 
tolerant climate ‘attracts a specific category of creatives needed to shape 
regional innovation’ (Rutten, 2004: 9) and triggers cities and regional 
administrations to facilitate creative start ups and invite them to settle 
in their cities and regions (Mommaas, 2004; Hesmondalgh, 2007: 2). 

In its communication with the sector the government recom-
mends it improves its internal organisation and develop a ‘strategic 
orientation, coordination and cooperation, to improve successful 
implementation of existing opportunities’ (MinOCW, 2009: 26). 
According to a recent evaluation of the key-areas, the self-organisation 

needs to improve before the end of 2009, if the creative sector wants to 

maintain its position as key-area. (MinOCW, 2009: 7) 11

The sector can create growth when:
…More firms in other sectors […] use creative service and improve their 

market position; more creative entrepreneurs […] grow in the chain and 

expand internationally. (MinEA, 2009: 12) 12

Despite the Government’s realisation in 2009 that it is difficult to 
speak of ‘the’ creative sector (Government 2009: 12; also Moultrie and 
young, 2009; HKU, 2010), policy is based on the assumption that the 
sector can produce an integral strategy. In 2011 the  
has to conclude there is still a low degree of organisation of the 
creative sector (TFI, 2011-A). Still, in an attempt to revitalise the 
development, the policy document More than Quality (  

, 2011) positions the creative industry as one of nine focus 
areas in the ‘top-sector-policy’.

The government seeks to support the for profit creative sector in 
education, stimulate networking and improve access to finance and 
connect the cultural sector to other societal areas. The ‘programme 
for the creative industry’ (a predecessor of the ‘top-sector’ policy) is 
however evaluated as having little lasting effect. An external audit 
found that policy targets in the programme ( ) 
were sometimes insufficiently underpinned or shared, and programmes 
could be hard to enter for parties outside an inner circle (Den Hertog 
et al., 2012: 53). In the government discourse the lacking contribution of 
the creative industry to economic growth, despite its more than average 
growth in employment, was (i.a.) attributed to generally low produc-
tivity, insufficient access to finance and support (MinEA, 2009: 56) and 
the fact that too few creative starters manage to grow or are aware of 
the opportunities of cooperation with others (id.: 31). In the govern-
ment’s discourse, growth in the creative sector is related to economic 
growth, but the government struggles to find an effective way to real-
ise this connection, which apparently doesn’t materialise on its own. 
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of the Utrecht Peace Treaty (1713) in 2013 (discussed in the next 
paragraph) and the candidacy for the position of European Capital 
of Culture in 2018 on the one hand, and the reduction of support 
by regional and national administrative partners on the other. 
International profiling, high artistic quality and diversity remain am-
bitions. Cut backs from higher governments (‘our covenant partners 
have other plans’, Utrecht, 2011-1: 4) can however not be compensated. 
A new rationale for local support to the cultural sector is called for: 
‘Our long-term ambitions are expressed in the themes of Utrecht 2018 

and they determine which organisations we will choose to subsidise. 

Those organisations will be strongly involved in the preparation and 

execution of the 2018-plans. (Utrecht, 2011-1: 13) 13

A criterion for providing support for the arts is whether an 
organisation can contribute to the city’s strategic plans. A case is 
made for the improvement of systemic coherence in the arts world, 
‘making smarter connections’ (id.: 5) by stressing the importance of 
an integrated approach (involving education, talent development, 
innovation, production, presentation, the ‘ ) (id.: 12), and 
improvement of the links between arts producers, educational institu-
tions and the corporate world (id.: 10), whilst the dual goal of foster-
ing experiment and reaching broader audience is continued (id.: 7)

In the document the local administration mentions the challenge 
to connect artistic autonomy to social inclusion (Utrecht, 2011-1: 3) 
by making smarter connections between different elements of 
cultural life, and between culture and other societal areas to realise 
the chain education-talent development-innovation-production-pres-
entation (id.: 12).

Cultural institutions are invited to contribute to the city’s 
international profiling and contribute to the Cultural Capital ambi-
tion, which is seen as a means to get the city structurally on a higher 
financial, economic and competitive level. Entrepreneurial attitude, 
content and contribution to the city’s strategy are criteria for support. 
Entrepreneurship is understood as covering all business areas of 
cultural organisations, not just financial aspects. 

The decision to support organisations that can make a strategic 
contribution and can organise matching financial support is a change 
from earlier policy, when decisions to subsidise cultural organisations 
were based on such arguments as artistic quality and audience out-
reach. After a process in which culture (and knowledge) became the 
‘brand’ for Utrecht, the city now invokes the cultural sector to help 
realise its goals in partnership. Social cohesion is not elaborated on in 
this document (but can still be found in documents on 2018). 

Key notions found in the strategic policy document on 
2013-2016 are partnerships towards 2018, entrepreneurship, 
creative nurseries and experiment. Chain concept ( ), 

presents its financial support for the arts as an ‘investment in creators 
and audience’ (id.: 10). 

Key notions found in the strategic policy document on 2005-2008 
are talent development, infrastructure, and international reputation. 

For the period 2009-2012 the city presents its strategic vision 
under the conceptual umbrella The Discovery of Utrecht (

). The growth of the city is used as a rationale for 
planning a substantial increase of cultural infrastructure. Besides a 
new concert hall, the document mentions a new entertainment the-
atre, a new city theatre, a new multiplex and artplex for film, a new 
library and a number of cultural workshops in the different city areas 
(Utrecht, 2008-2: 24). Besides interest in large cultural institutions the 
city stresses its interest in smaller initiatives, nurseries and produc-
tion houses that can function as a “thorn in one’s side” ( ), 
where new artists might stimulate innovation. A ‘generous budget’ is 
reserved for this. Experiment and innovation are presented as a core 
concern for Utrecht. Art is seen as an important means to improve 
social cohesion and to ‘express and strengthen the identity and quality 
of districts and the city’ (Utrecht, 2008-2: 9). The administration ex-
pects an improved cooperation between cultural organisations, such 
as Huis and Festival aan de Werf and Theatre Kikker. National policy 
(in the report The Art of Life ( ), MinOCW, 2007) is 
experienced to be supportive for the local policy (MinOCW, 2007: 7; 
Utrecht, 2008-2: 30).

The Discovery of Utrecht presents the ambition to become 
European Capital of Culture in 2018. It is the rationale for strength-
ening the city’s cultural position (Utrecht, 2008-2: 14) by making 
substantial investments in artists, institutions, and diversification of 
audience. The policy discourse shows a stronger future orientation 
in comparison to previous documents, and it envisages an active role 
for the sector. With the term ‘cultural entrepreneurship’ the local 
administration refers to the role of arts and culture to improve social 
cohesion in problematic districts (Utrecht, 2008-2: 27). The com-
mittee that advises the city administration in 2008 on structural arts 
subsidies for the period 2009-2012 formulates cultural entrepreneur-
ship in its mission (Utrecht, 2008-1: 100) in a more narrow sense as 
financial policy, public relations and cooperation.

Key notions found in the strategic policy document on 2009-2012 
are: investments in top art and experiments in order to improve 
inter national status (through the cultural capital ambition) and 
social cohesion by developing public cultural activities in districts 
( ) that have a particularly problematic social structure. 

In 2011 the city presents its cultural policy for 2013-2016 in Open 
Space ( , Utrecht, 2011-1). This document elaborates the 
tension between the city’s cultural ambitions for the commemoration 
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Ambition: Cultural Capital of Europe in 2018

The road to 2018 is crucial for the development of 

Utrecht, because the ambition to be Cultural Capital 

of Europe in 2018 is not a hollow one. It is linked to the 

aspiration to allow the city, altso in the coming years, 

to inspire a growing, and from a cultural perspective, 

increasingly diverse population in a complex, glo-

balising world. Utrecht is one of the four major cities 

in the Netherlands, but also wishes – for its own inspi-

ration – to look further afield and measures itself on 

a European level with cieties of a similar size, charac-

ter and population make-up. Cities that combine his-

tory with contemporary vitality, whose populations 

are relatively young and well educated and which, 

as university centres, place a self-evident accent 

on the combination of reflection and innovation.  

 The long-term ambition keeps everyone focussed, 

forces the municipality, residents, artists and entre-

preneurs to think beyond the issues of the day, and 

it provides space for the development of exciting 

ideas about the Utrecht of the near future. Moreover: 

the long-term perspective also generates enthusi-

asm – as has already been demonstrated – among 

other parties involved such as fellow-muncipalities 

and the business community, and thus creates extra 

possibilities for collective actions and co-financ-

ing in the run-up to 2018. The road towards being 

Cultural Capital of Europe is at least as important as 

reaching the goal itself, is everyone’s conviction.

Figure 5. The discovery of Utrecht (Utrecht, 2008-2: 38). 

“Europe” wants to know what a cultural capital will contribute to the 

‘cultural, social and spatial development in the long run, […] how it 

promotes participation in culture and how it enforces the connection of 

the city with Europe’ (Utrecht, 2011: 5). 15

Social cohesion also plays a role in the commemoration activities 
for the Utrecht Peace Treaty ‘Utrecht 2013’. In three sources that 
describe the aims of the Treaty of Utrecht in more detail (Utrecht, 
2009; VvU, 2010-A; Utrecht, 2018; 2010) social cohesion is the one 
goal shared by all three sources (two of the three sources share the 
idea of employing the rich architectural heritage of the region and six 
other ambitions are ascribed to the Treaty of Utrecht project each by 
one source alone). 

The ‘recognition that […] collectively experienced value derived 
from the arts and culture can be a significant contributor to social 
cohesion’ (Throsby, 2010: 44) can be traced to European policy 
formulated in Lisbon, 2000. It is followed up by the Dutch govern-
ment (MinOCW, 2006). After a period in which the social impact 
of culture participation was given new relevance in Holland in the 
discussion on the revitalisation of deprived urban areas, the so-called 
Krachtwijken, the policy was discarded after the change to a liberal 
government majority in 2010. Utrecht however continues to make 
the connection and in doing so relates more directly to a European 
than to a national discourse. Research shows however that for the 
Dutch context there is little empirical evidence of social impact of the 
arts (Bina and IJdens, 2008: 6).

new connections, top culture, experiments and bridging artistic 
autonomy and social inclusion are part of the vocabulary. 

 ― European Capital of Culture 
In documents, the local administration relates the importance of a 
sustainable relationship with the cultural sector to the city’s ambition 
to obtain the position of European cultural capital in 2018. The strat-
egy to become cultural capital is layed out in a long term planning by 
city and province: running up to 2018, city and province team up in 
the foundation Treaty of Utrecht, which has the aim to celebrate the 
300th anniversary of the Treaty of Utrecht in 2013, signed in 1713 
to make an end to the Spanish succession wars. Three hundred years 
later, the mission of the Treaty of Utrecht foundation is to strength-
en the international reputation of Utrecht as a city (and region) of 
knowledge and culture, ‘to pave the way for a large international 
celebration of 300 years Treaty of Utrecht and to position Utrecht 
artistically and internationally’ (Utrecht, 2008-2: 29) by realising 
a cultural programme that has a positive and lasting effect on the 
cultural infrastructure. 

The foundation develops a strategic investment plan in cooper-
ation with those cultural organisations in the city ‘which make the 
difference, due to their size and quality, those organisations which 
already have international attention or which deserve such attention’ 
(VvU, 2010-B). In cooperation with partners in the cultural and polit-
ical worlds, the foundation organises special cultural events located in 
heritage sites. In order to maximize its reach, it targets a combination 
of high and low art. The manifestation in 2013 itself is ‘the first im-
portant milestone towards Utrecht cultural capital of Europe’ (ib., 15). 

 ― Social coheson
The city’s interest in becoming European cultural capital in 2018 re-
quires the city to connect to a European cultural discourse, specifically 
on the connection between cultural policy and social cohesion. Social 
cohesion is referred to in the city’s culture policy document in 2011:
How do we guarantee that those who live in the outskirts of the city feel 

they belong to Utrecht, that they feel part of one coherent city? How 

do we create the conditions for an economically stable, sustainable 

region where people enjoy being a part of and contributing to? How do 

we maintain quality, depth and reflection, as essential elements of a 

creative and dynamic rural life? These are the questions that underpin 

the bidbook for European Cultural Capital 2018. (Utrecht, 2011-1: 8) 14 
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(technological) companies in order to promote the connection of cre-
ativity, education and entrepreneurship. The ‘knowledge’ part of the 
slogan  depends on it. The cooperation 
with the Task Force Innovation helps to pick up on developments 
in the market. This happened with the young and upcoming gaming 
industry in Utrecht, in particular the start of the hub ‘Dutch Game 
Garden’, for which housing was found on a profiling location in the 
centre of the city. A reason for the city to pick up on the game industry 
is its expected growth potential as a sector, and the effect on regional 
economic growth. The ‘growth model’ relies on a network consisting 
of local agencies like TFI, and national support programs such as 
Pieken in de Delta, which ran from 2006 to 2010 (Utrecht, 2011-b; 
MinOCW, 2011). 

Roundup

This chapter presents the contours of the local cultural-political 
context in which the observed organisations function. Looking 
at subsequent political documents between 2005 and 2012, the 
administration calls upon the cultural sector to engage in this am-
bition and establish a relation based on mutual benefits, in which 
artistic independence and political/economic strategy are seem-
ingly expected to align and even enforce each other.  
 
The nomination for European Cultural Capital 2018 entails a dis-
course on how art can contribute to social cohesion. The definition 
of the term cultural entrepreneurship develops over the three 
documents from a financial tool to an attitude encompassing the 
full range of organisational responsibilities.  
 
The institutional context sketched in this chapter leads to a better 
understanding of the type of pressure exerted on the organisation-
al actor / entrepreneur. It leads to the realisation that the obligation 
to make a value driven culture / economy deliberation is surrounded 
by a wider culture-political and even moral debate. 

 ― Culture and knowledge
The policy to become a city of culture and knowledge can only 
succeed if it is adopted at an operational level of the city’s adminis-
tration. Here, civil servants experience the feasibility of the chosen 
image in relation to the city’s inherent identity. Interviewed civil 
servants experience the connection between image and identity to be 
vital for success. In the words of one of the interviewees, Utrecht can 
only really become a city of knowledge and culture if it inherently  
a city of knowledge and culture (Utrecht, 2011e). The legitimation and 
success factor of the policy is the inherent overlap of image and identity. 
Officials also experience their role as one of lobbying and keeping politi-
cians involved. The variation in accents by different political coalitions 
over time is experienced as a complicating factor in this (Utrecht, 2011d). 

The bidbook for the 2018 candidacy contains a short analysis of 
the proposition. The strong points positioned here are the vital and 
internationally connected cultural sector, connection to the image of a 
‘city of knowledge and culture’, the fact that the programme is realised 
through co creation and embedded in a long-term policy perspective. 
Among the weak points are the rather poor international profile of 
the city as such, and the lacking support among citizens for interna-
tionalisation (Utrecht, 2012-4: 272). Utrecht loses its candidacy for 
EcoC. In its report of November 2012, the pre-selection committee 
argues that views on long-term development are lacking. While the 
long-term effect on the cultural and social infrastructure was origi-
nally one of the city’s strategic goals with the project, ‘the year’s legacy 
in terms of know how transferred to the cultural sector’ (Utrecht, 
2012-5: 5) is not convincing enough to the pre-selection committee. 
The ‘high degree of creativity present in the city according to the 
bidbook’ was not reflected in innovative and surprising projects. 

 ― Utrecht and the creative industry
The relation between the city and the for-profit creative sector is 
relatively straightforward. In Utrecht the creative sector is large: 
in 2009 37% of the working population of Utrecht was employed 
in ‘creative professions’, the full range of arts, media and creative 
professional services. This was reason for the city to participate in 
cooperative programmes such as Creative xcellerator, involving 
Creative Cities Amsterdam Area (CCAA), Utrecht University of the 
Arts (HKU), the Creative Experience Learning Lab (CELL) from the 
Hogeschool Utrecht (HU) and Taskforce Innovation Utrecht (TFI). 
The project’s aim is ‘to establish cooperation and knowledge transfer 
between creative entrepreneurs, students and researchers’, in order to 
accelerate ‘innovation and entrepreneurship in the creative industry’ 
(CCAA, 2010-A). The local administration supports programmes for 
start ups in the creative industry in the city and wants to attract more 
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6 The organisations

In this chapter the cultural and creative organisations under 
scrutiny in this research will be introduced. 

6.1 Presentation of the organisations 
involved in this research

The ten organisations involved in the observation include:
31Volts
Born Digital 
Het Filiaal
Huis and Festival aan de Werf
Kunstliefde
Monobanda
Museum Speelklok 
Rosa Ensemble
Sjujazz
Tinker
Granted there is also an element of chance involved concerning 

who decides to participate, the sample is based on the expectation 
that these organisations will provide rich material for comparisons 
of how cultural / economic deliberations work out in organisational 
practices. For that reason, a width in the sample different creative 
fields and organisational forms and ages is realised. The over arching 
opposition however is that between for-profit and non-profit. 
Table 6 shows a listing of how the for-profit / non-profit distinction 
works out in this sample. 
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 31Volts

 ― Key words
Service design / People, technology, business / 
Innovation through creativity. 
www.31volts.nl

31Volts is an inter-disciplinary for-profit firm aiming to apply the 
philosophy and process of ‘design’ to the development of ‘useful, 
desirable and sustainable services’. The use of ‘cristal clear visual 
communication’ is supportive to ‘bridging the gap between different 
stakeholders and making future dreams tangible’. Clients approach 
31Volts with practical problems like ‘how can I get a better under-
standing of my customers’, or ‘how can I compete and differentiate 
through customer experience’. (31Volts, 2010-A), but 31Volts has 
experienced (31Volts, 2010a) that strategic issues underlie the need to 
innovate services. The company is co-founder of the Service Design 
Netwerk Nederland and the Utregse Diezijnprijs. 

 ― Creativity / economy 
31Volts is a commercial firm. It works for clients but also executes 
projects on its own initiative. It initiated a project in cooperation 
with the National Health Service “GG&GD” to develop policy which 
promotes a healthy lifestyle. 31Volts was founded in 2000. In 2010 it 
had a team of four members. 

 ― Product 
The service of 31Volts is a process in close cooperation with the 
client. The creative problem solving process is central for 31Volts, 
while resulting products can be anything from a redecorated space to 
a completely new business model, or a book, or a movie. 

 

For-profit

Innovative media  
(gaming, video, communication)

Innovative structure  
(i.e. cloud or network organisation)

Small team 
(max about five persons)

Innovative governance 
structure (team)

Younger organisations  
(less than ten years)

Non-profit

Traditional cultural fields  
(museum, theatre)

Traditional organisational structure 
(foundation)

Medium large size  
(max about 20 persons)

Traditional governance structure  
(one or two headed management)

Older organisations  
(more than ten years)

Table 6. Sampling choices.

 



7776 SHIFTING GEAR 6 THE ORGANISATIONS

 Het Filiaal

 ― Key words
Music theatre / children
www.hetfiliaal.nl

 ― Organisation 
Het Filiaal has an artistic team of three. Artistic leader Monique 
Corvers founded it in 1994. The team was completed with composer 
Gábor Tarján and object-theatre maker Ramses Graus. Het Filiaal is 
the largest youth music theatre company in the central region of the 
Netherlands. The team comprises of 13 people in total. 

 ― Culture / economy
Het Filiaal is supported on a structural basis by national, local 
and regional administrative funders, and by eight private and 
government funds (2010). 

 ― Product
The productions of Het Filiaal ‘vary from sensational music theatre 
for venues of up to a thousand people, to well-thought out art 
projects on a much smaller scale, in which children get acquainted 
with all aspects of music theatre’ (Filiaal, 2012-A). 

The aim of Het Filiaal is to surprise and avoid trodden paths and 
‘say something about the time and the world we live in’, since theatre 
is a place where you can look at the world from a different angle 
(Filiaal.nl, 2012)

 Born Digital

 ― Key words
Narratives / new media / creative platform / network organisation
www.borndigital.nu

 ― Organisation 
Born Digital is a non-profit production platform for electronic arts. 
It originated in the 1990’s around a group of artists interested in 
co-creation, driven by a common feeling of respect for society and 
the environment. Born Digital officially started with a pilot project 
in 2008. It realizes an annual international new media festival in 
Utrecht. Born Digital has a combined creative and business leader, 
who is a creative, educated at the Utrecht School for the Arts. 

Born Digital is an organisation with a prominent position in a local 
network of organisations with a common creative outlook and a 
substantial international network. It presents local activities such as 
a festival. The festival ambition relates to the fact that Utrecht has 
profiled itself as a city of arts festivals. It developed the project “DJ 
on the Dom” in May 2009, for a manifestation in preparation of the 
celebration of the Treaty of Utrecht. 

In January 2010, Born Digital moved to a new creative hub 
in Utrecht, together with kindred organisations such as the 
Kaasschaafcollectief, with which there is close cooperation. Together 
with i.a. the Utrecht Game Garden, Treaty of Utrecht, Born Digital 
realised the temporary medialab “Setup” (www.setuputrecht.nl). 

 ― Creativity / economy
Born Digital produces projects for clients, applies for incidental funds 
and investigates possibilities for structural support. 

 ― Product 
Its creative mission is to facilitate narratives in new media. Distinctive 
elements for Born Digital concern interest in new creativity, co 
creation, an engaging worldview and an international attitude. 
Born Digital provides the service of a platform / laboratory where 
artists can work and experiment.
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 Kunstliefde

 ― Key words
Volunteers / artists / historical rooting in the city
www.kunstliefde.nl

 ― Organisation
The society for visual artists  is one of the oldest of its 
kind in the country. The original aim in 1807 was to promote art by 
organising drawing classes for amateurs. Now, the organisation is 
run by a small professional staff of four, assisted by a large group of 
volunteers, many of who are also visual artists. Kunstliefde cooperates 
with the Utrecht School for the Arts in The Promise ( ), a 
project for promising young artists. 

Inevitably, in its long history the society has seen, both artistically 
and business wise, many successes and problems. Kunstliefde has a 
long history with the city administration. In 1870, the city allowed the 
society to open a museum in the building of Arts and Sciences at the 
Mariaplaats in Utrecht. This space became too small and in 1905 the 
collection moved to another building at the Oudegracht. During this 
period the organisation experienced a fading interest from the public, 
partly because of the generally conservative character of the exposed 
works. The more progressive organisation ‘Voor de kunst’ was started 
in 1895, in order to accommodate the need for more liberal artistic 
debate. Financial problems in 1918 caused the society to sell a part of 
its collection, partly to the Utrecht Centraal Museum, through medi-
ation by the city of Utrecht. In 1938 Kunstliefde and Voor de Kunst 
merged. After 1945 the society developed into a flourishing organisa-
tion with among its members also designers, sculptors, photographers 
(Roëll, 2007). Artistic and business ups and downs were ‘partially 
connected to the development of government policy over the years’ 
(Kunstliefde, 2010). 

 ― Culture / economy
Kunstliefde is supported by the city and started in 2009 an online art 
gallery where visitors can buy works made by members. Furthermore, 
sponsors and membership fees maintain the organisation financially. 

 ― Products
Kunstliefde organizes exhibitions of work, both by members and by 
non-members. The history of being a  is clearly visible in the 
activities next to organisation expositions. Regularly, members are invit-
ed for lectures, film viewings, and excursions (Kunstliefde, 2012-A). 

 Huis en Festival aan de Werf

 ― Key words
Experimental theatre / production house / politically aware theatre
www.hethuisutrecht.nl

 ― Organisation 
Huis aan de Werf and Festival aan de Werf are one and the same 
organisation. The organisation has an artistic manager, a business 
manager, and a staff of about twelve. It is housed in a monumen-
tal building outside the city centre. The organisation maintains a 
network in Utrecht with other Utrecht arts festivals, and partners 
like the Utrecht School for the Arts and the centre for contemporary 
music Gaudeamus. 

 ― Culture / economy
Typical for Huis aan de Werf is the artistic variety in the program-
ming and its ‘production house’ function: young theatre makers are 
given the opportunity to develop new work, often in sessions that 
involve active audience participation. The essentially subsidised 
organisation searches for opportunities to find a new economic and 
creative balance by exploiting the building more adequately and open-
ing up to the local community. 

 ― Product
The annual festival shows ‘installations, theatre, dance and music per-
formances […] known for their large experimental content’ (HFadW, 
2012-A). Part of the productions programmed in the festival are 
developed in the production house Huis aan de Werf. HFadW houses 
the International Programmers Event, a networking event for theatre 
programmers. 

The venue is the host to several other Utrecht arts producing 
organisations, such as Gaudeamus. The creative identity of the pro-
ductions is typified by an interest in politically engaged theatre. 
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 Museum Speelklok

 ― Key words
Experience / living history 
www.museumspeelklok.nl

 ― Organisation 
The museum Speelklok was founded in 1956 through the com-
bination of two private initiatives. The aim of the museum is ‘to 
encourage interest in self playing musical instruments’ (Speelklok, 
2012-A). A general manager and a management team of four lead the 
museum. A group of volunteers is connected to the museum. A new 
general manager started in 2010, who was commissioned to modern-
ise the lay out of the museum and make it more accessible. 

 ― Culture / economy
The city of Utrecht and national funds support the museum. 
The museum is well equipped to facilitate these events, adding to 
the organisation’s means for independent and stable exploitation. 
Museum Speelklok is housed in a former mediaeval church in the 
centre of Utrecht, well suited for private and public events.

 ― Products 
The ‘product’ of the museum is the guided tour along the mechanical 
musical instruments, of which several are presented playing. In the 
tour, a guide explains the history and context of the instruments. 
This focus on the collection’s narrative is the basis of a large-scale 
refurbishment of the museum starting 2011. 

 Monobanda

 ― Key words
Playfulness / experiment / experience
www.monobanda.nl

 ― Organisation 
Monobanda is a young firm of 5 HKU alumni. One of the team mem-
bers has an MBA and is the business leader of a team with a largely 
democratic decision making culture. 

 ― Culture / economy
Monobanda looks at both commercial and cultural or educative appli-
cations of its work. It is an independent firm and the team members 
all have artistic backgrounds. Dealing with the reality of financial 
independence is a theme that regularly recurs in the organisation. 

 ― Products
The firm calls itself an ‘idea factory’ which creates ‘surprising and 
accessible experiences’ involving both virtual and real worlds. 
Monobanda works closely with a large number of similar firms 
in their network. The firm stresses the importance of research 
and development: ‘continuously we watch out for new technol-
ogies, we make new prototypes, try to make new inventions.’ 
(Monobanda, 2012-A). 

Monobanda describes its product as an interactive and recontex-
tualising experience, which leads to a surprising but more effective 
communication. It also offers services to translate business targets to 
creative concepts. 
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 Sju Jazz

 ― Key words
Jazz / bottom up, professionals and amateurs
no website on line. 

 ― Organisation 
The foundation Sju Jazz started in 1976 as an initiative of the Utrecht 
jazz musician Gijs Hendriks. It was the start of a modern jazz culture 
in the city of Utrecht. When the city started planning a new Music 
Palace, Sju Jazz was involved as the logical partner for developing the 
jazz programming in this venue. It was agreed that the city’s support 
of Sju Jazz would eventually be terminated and its budget would be 
added to the programming budget of the Music Palace.

 ― Product 
A typical characteristic of the organisation is that it wants to cover 
the full spectrum of activities, from concerts to educative sessions and 
workshops.

 ― Culture / economy 
Sju Jazz is a subsidised organisation that struggles to increase income 
from ticket sales. As the financial situation of the foundation Sjujazz 
continued to deteriorate, the foundation was liquidated in 2011. 
The activities were spread over several other organisations in the 
city, such as Vredenburg, het Muziekhuis and the newly started 
foundation U-Jazz. 

 Rosa Ensemble

 ― Key words
Experiment / music theatre
www.rosaensemble.nl

The Rosa Ensemble is an ensemble for contemporary music, founded 
in 1997. The Rosa Ensemble is an experimental arts organisation, 
which regularly cooperates with students from the Utrecht School for 
the Arts. In the project Rosa sub Rosa 9: Europe 5.1, students ‘created 
their own Europa, with all the noise, misunderstandings, brilliant 
ideas and megalomania that belong to it’ (Rosa, 2012-A).

 ― Organisation
It consists of an ensemble of six, led by percussionist Daniel Cross. 
Several composers, technical experts and music-theatre experts 
are connected to the organisation, and there is a management staff 
of three. 

 ― Culture / economy
Rosa is a subsidised organisation. 

 ― Product
The aim of the Rosa Ensemble is to build multimedia experiences in 
which a diversity of styles and genres is used. The eclecticism stresses 
the ‘in betweenness’ of the ensemble: in between composed and im-
provised, music and theatre, light and serious, acoustic and electronic, 
traditional and experimental, classical and popular’ (Rosa, 2012-B). 
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Governance

Two headed management

Two headed management, 
cloud organisation

Two headed management

Two headed management

One manager, volunteers, 
vereniging

Flat, consensus

One manager and  
management team

Two headed, hierarchical

Two headed management, 
consensus

Two headed, hierarchical, 
volunteers

Legal form

BV

Foundation

Foundation

Vereniging

VOF

Foundation

BV

Foundation

Foundation

Subs 

No

Yes

Yes

Yes

Yes

No

Yes

No

Yes

Yes

# of p

4

5

10

12 (Huis)

60

4

18

18

10

Year

±2000

±1990,  
premiere 2008

1995

1987

1807

2008

1956

1991

1997

1977

31 volt

Born digital

Filiaal

HFadW

Kunstliefde

Monobanda

Museum 
Speelklok

Tinker 

Rosa 

Sju

Table 7. Characteristics of participating organisations.

Roundup 

In this chapter, the organisations involved in our analysis were 
introduced. The chosen organisations are cultural and creative 
organisations as defined in chapter two. They share the fact that 
they position themselves somewhere on the autonomy / heteron-
omy continuum, but are different in that they produce creative or 
cultural (creative or symbolic) products or services. Most organi-
sations are relatively small and have a non-hierarchic management 
structure, with little physical or formal distance between organisa-
tional members endowed with strategy making responsibilities and 
those responsible for daily executive tasks. 

 Tinker imagineers

 ― Key words
Imagineering / communication / multidisciplinarity
www.tinker.nl 

Tinker is a bureau for ‘creative consultancy and experiential com-
munication’ (Tinker, 2013-A). It helps clients to make their ideas 
recognizable. “Tell us your idea, and we will tell others” is in short the 
mission of the organisation. 

 ― Organisation 
The team consists of 24 people but started in 1991 as a small group 
with a fresh and creative view to clients’ organisational and commu-
nicative problems. The founders are not ‘creatives’ in the artistic sense 
of the word but have a university background. 

 ― Culture / economy
Tinker is a commercial firm. It has a varied portfolio and works in 
different sectors, varying from corporate clients, to regional and 
national government, and educational and cultural institutions. 

 ― Products
The products of Tinker vary from printed publicity to corporate 
events, government conferences and museum expositions. The 
organisation works for corporate and government clients. 
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7 Shifting gear in Huis en 
Festival aan de Werf

This chapter discusses the organisational practice and strategic 
discourse at Huis and Festival aan de Werf. The chapter will identify 
which themes underlie the observed discussions.

At the start of the observation it became clear that the material of Huis 
en Festival aan de Werf (from here on HFadW) is particularly rich. 
The organisation has a strong connection to local cultural policy and a 
strong tradition of internal debate on core strategic issues such as creative 
identity and context. Also, it is involved in a substantial strategic change 
process. Early on in the observation, HFadW stood out as a complex 
and therefor promising case. The themes found in the HFadW material 
were used as a framework for solving what started to become a wicked 
problem in this project: how to present the material in a responsible way, 
doing justice to the iterative character of empirical research and analysis. 

This chapter narratively presents data extracted from the observa-
tion of HFadW. Presenting a narrative is a first step in many process 
oriented research projects (Langley, 1999: 695; also chapter 2 of this 
publication). My aim here is to present the organisation’s narrative in 
relation to its (structurating) context (Langley, 1999: 695) as a basis 
for further elaboration in following chapters. The material consists 
of publicly available strategic documents, policy reports and funding 
requests; internal material: i.e. preparatory versions of strategic material; 
the observation of meetings and conducting interviews. Since the 
process of gathering and analysing data, coding, writing memos, the-
orising and writing is iterative, using the chronology of the research 
process itself does not constitute a presentation of results logical to 
the reader. For this reason I will present the written material of House 
and Festival Aan de Werf in 2010 and 2011 chronologically. I will then 
derive categories from this material, which I will elaborate on in chapters 
eight, and combine with data from observations of the other organisa-
tions. In chapter nine I will evaluate findings and draw conclusions.
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2009-2012. The advice of the city’s independent advisory committee 
differed one hundred and eighty degrees from that of the national 
Council for Culture, in that it considered the festival to be the strong 
point of the organisation (Utrecht, 2008: 89), and the plans for the 
production house receive a negative evaluation. Despite the fact that 
in 2004 the Utrecht committee regretted the lack of concrete details 
in plans and the absence of a specific ‘interpretation of the philoso-
phy of socially engaged accessible art’, it evaluated the organisation 
as eligible for support (Utrecht, 2004: 81). In 2008, the committee 
considers Huis and Festival aan de Werf again eligible for support but 
regrets that it lacks a distinctive vision on the combination of pro-
duction house and the festival. The committee judges that only a few 
new theatre makers emerge from the production house activities and 
it regrets the lack of a clear distinction between the production house 
and festival, especially since the committee considers the festival to 
be ‘as strong as ever’ (Utrecht, 2008-1: 89). The result is that HFadW 
decides to drop its ambition to produce a large hall production every 
year and invites partners in the city to increase their participation in 
the venue (HFadW, 2010-2: 2). 

 ― Elements of profile 
The artistic focus in the Festival aan de Werf is traditionally the 
field of experiential theatre ( , which reflects on and 
integrates reality in its performances), in combination with a multi-
disciplinary approach encompassing theatre, music and fine arts. 
HFadW focusses on artists who ‘investigate the confines of theatre’ 
(HFadW, 2010-2: 1). To present the ‘art of the future’ of a young 
generation of artists not hindered by traditional borders between 
artistic areas (HFadW, 2008) is the core ambition of the organisation. 
The organisation feels that a relation between production house and 
festival is vital. The two are considered to be ‘inextricable’ (HFadW, 
2008: 1), a situation which is put under pressure by the contradicting 
assessments by advisory committees on a national level (focus on the 
role of production house) and local level (the festival is the strongest 
element of the organisation). 

The combination of performance production and festival pro-
gramming is felt to strongly contribute to the identity of the organisa-
tion in relation to a network of other organisations in the field. 
Sixty percent of the [festival’s] programme is (co) produced by HFadW. 

[…] The combination of producing and programming creates a continu-

ous interaction, which automatically means you have to think about how 

produced work relates to other national and international productions. 

It is a powerful, distinctive formula. And it’s succesful: every year the 

festival attracts about 40.000 visitors. (HFadW, 2008: 15) 16

The combination helps to increase the attention for new work:

Let’s briefly reiterate the starting points of this research. Organisations 
are continuously ‘becoming’ through discourse, actions and organisa-
tional actors’ sense making processes. We look at what actors perceive 
to be relevant contexts and how they act on this understanding in 
balancing artistic and economic considerations in their strategic 
discourse. My goal in this chapter is to identify discursive structures 
and interpretive schemes, and introduce thematic categories that will 
be elaborated on later. 

7.1 A story of strategy

Early 2010, the theatre production house / contemporary theatre 
festival Huis and Festival aan de Werf celebrated the 25th anniversary 
of its annual festival with mixed feelings. In its strategic plan the 
board of the foundation writes that it intends to focus on the role 
of supporting the development of young talent, leaving the regular 
season’s theatre programming to the city Stadsschouwburg and 
Theatre Kikker (HFadW, 2010: 1). For two reasons, the organisation 
faces a perilous financial situation,. First, by the end of 2008, HFadW 
becomes aware that the financial crisis is going to have serious impact 
on private funds, among those the VSB fund, which traditionally 
supports the festival (HFadW, 2010-1: 7). This led to a substantial 
reduction of financial support in 2009. At the same time, the festival 
did not enter the – presumed safe haven of the – basic national sub-
sidy infrastructure ( ) for the period 2009-2012. The 
national basic infrastructure represents a number of specific functions 
in the cultural sector, which the government supports and takes 
responsibility for (MinOCW, 2007: 40). 

In its advice on the Festival’s application for national support over 
2009-2012, the national Council for Culture is positive about the 
way theatre makers connect to the HFadW but suggests the organ-
isation should not grow. HFadW should concentrate on its role of 
production house (RvC, 2008: 570 and the Council advises to reduce 
the support accordingly. The city of Utrecht and the Performing 
Arts Fund chip in in order to keep the festival up and running. 
Simultaneously they support a project to realise audience-exchange 
between Stadsschouwburg and Theatre Kikker and increase audience 
for small-scale theatre ( ) (HFadW, 2010-3: 2). Since 
2008 HFadW had already been investigating possible cooperation 
with Kikker en de Stadsschouwburg in order to improve exchange of 
audiences and to generate overall audience growth. 

The city of Utrecht also has a four-year system for the support 
of the arts, and its period for support, like the national, ran from 
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The ambition for the festivals after 2010 is to further strengthen the 
international profile and strengthen the focus on politically aware and 
site specific performances, picking up on developments in the field:
Earlier, we have described how artists are looking for a new form of civic 

engagement, which is not moralistic or absolute. The new generation 

has found a form for this. The new civic engagement is expressed in 

performances in public space, amidst reality. They do not try to influ-

ence reality, but to change the way we – literally – look at reality. They 

change the audience’ viewing direction, more than reality. The results 

reach beyond the arts world. The installation in 2007 was part of a 

recycling programme and marked the beginning of a series of meet-

ings with scientists and architects interested in recycling materials. 

(HFadW 2008: 9) 21

This increased civic engagement is reflected in the theme for the 
2011 festival. 
The 2011 slogan Take it personal refers to social and political aware-

ness as well as to accessibility and to personal views from artists from 

several countries, allowing to see questions from multiple perspectives. 

[…] The 2012 festival will leave traditional venues and venture into the 

city and put the focus on questions of urbanism. (HFadW, 2010-2: 4, 

English original) 

The position of engagement connects to innovation in the 
theatre field, particularly the departure from traditional locations for 
theatre presentations.

 ― Heart and face 
The organisation has successfully headed a dire financial situation, 
gained confidence through an optimistic and growth-promising 
brand and identity project, and has made a fresh start with a new 
artistic leader. yet the situation for the performing arts in general is 
felt to be uncertain. In a plenary strategic meeting in January 2011, 
HFadW starts to formulate its position in times of growing insecurity 
due to a negative turn in Dutch cultural policy. Not only are reduc-
tions in arts subsidies announced from 2013 onwards, the principle 
of arts’ dependence on subsidies is put on the agenda in a political and 
public debate. The artistic leader writes an analysis of the situation, 
from the objective distance of a relative newcomer with extensive in-
ternational experience. The goal of the strategic discussion in January 
2011 is to find an understanding of, and reaction to the external 
turbulence through establishing an artistic vision.

During the meeting, an understanding of the external situation 
is reached based on the following considerations (HFadW, 2011d)
— The national government predicts budget cuts and new 
quality criteria for deciding on subsidy requests. This calls for a 
fundamental repositioning.

Over the past years, HFadW has taken big steps into the international 

circuit. This was especially possible because of the combination of 

production house and festival (ib.).17 

The combination of different disciplines reflects the changing 
practice of artists and is another point that needs to be elaborated:
The festival is a festival for theatre, visual arts and music, and the 

distinction between the disciplines becomes less and less important. 

In order to accomplish this, the programme inspired by visual arts and 

music, will have to grow. (ib.) 18

Growth is considered important in order to attract a larger 
audience. But not at every cost: 
In the past years the festival has grown in programming and visitors. In 

the coming years, the festival will deepen its relation with the city. But it 

will remain a festival in which the theatre maker and his development are 

central. That’s why growth will never harm artists (id.: 17) 19 

Growth is also defined in measurable terms. In 2009, the help of 
an external consultant is invoked to write a strategic plan to improve 
the brand position among theatre makers and audience of both 
the festival and the production house. The plan contains a SWOT 
analysis (an analysis of internal strengths and weaknesses and external 
opportunities and threats), which shows demographical and other 
opportunities to grow. Among the targets of the festival for 2012 are 
a forty percent growth of visitor numbers, a tripling of the ‘brand 
awareness’ (from one to three percent), and an increase of the self 
generated income from twenty-two to thirty percent of the total 
budget. The brand awareness project is underpinned by an ambition 
to grow, and the SWOT supports this ambition. The second ambition 
is to communicate the identity of the organisation in for instance in 
rental activities. Being one of the self generated income streams, the 
advice is to concentrate on renting out the hall to organisations that 
focus on the development of young artists, and limit other rentals to 
those that render a substantial financial benefit. Rentals are a means 
to reinforce the identity of the organisation (HFadW, 2009: 16). 

In 2010, the Stromenplan is evaluated. The openness to discuss 
combined publicity and connections in programming and publicity 
between HFadW and sister organisations are evaluated positively. 
Visitor numbers have indeed increased (HFadW, 2010-3: 3). 

In September 2010, a new artistic leader enters the organisation. 
His profile is one of a theatre tradition concerned with societal en-
gagement. He has a large international network that connects to the 
international ambitions of the organisation. With this appointment: 
HFadW chooses for an engaged profile in which theatre makers are 

challenged to find interesting forms to address themes such as inter-

culturality, politics and migration. (HFadW, 2011-1: 8) 20
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The implementation of this strategy is seen as a matter of making 
the right choices in programming, education, and co-operation with 
(international) partners that connect to the vision, and staff policy. 

Dat Staat (nog niet) is a theatrical project in which the 

makers question the essence of the ‘state’. The audience 

is involved in a discussion and experiment about building a 

new state from scratch, and issues like how the members of 

a new state position themselves towards newcomers. The 

specific point that was discussed this evening was about 

the ethical issue of allowing new members into the state, 

which was allegedly ‘full’. A discussion was provoked on how 

to deal with this issue. Implicitly there are references to the 

debate in the Netherlands on immigration and xenophobia. 

An attempt to involve the audience in the development of 

a new performance about a large political subject like scale 

of a nation state and identity. The ambition to turn it into 

theatre is a search to ‘where the small personal scale con-

nects to the large scale of a whole population’ (Datstaat, 

2012-A). 

Insert 1. Dat staat (nog niet). Performance by Floris van Delft. 

 ― Politically aware 
Politically aware theatre is of course not an invention of HFadW. The 
2011 festival program reflects what is happening among young artists 
at the time: the need to discuss ‘what theatre is about, or should be 
about perhaps: actuality, society, the now’ (Bots, 2005). The slogan 
of the 2011 festival, ‘take it personal’ reflects the attempt to provide 
a theatrical platform for critical reflection on complex political and 
societal themes like nation-state, internationality, state-building. 
It connects to a critique on the accessibility of art, perceived lack 
of rootedness of Dutch theatre tradition, and the ‘depolitisation’ of 
society as a whole. This connects to the position of the artistic leader, 
who makes a comparison with the  structure and the 
stronger societal rootedness of theatre in Germany. Since HFadW 
is a production house, it holds the key to realising such theatre and 
societal discussion by presenting artists in this profile. For HFadW 
the theatrical quality is an equally important point of attention. Like 
any other theatrical genre, 
… Such work needs criteria as bringing different narratives from other 

perspectives on stage, thinking in contradictions, playing with stereo-

types and clichés and insisting on the complexity of social structures, 

questions of interculturality and political decisions. (HFadW 2011: 3, 

English original)

In 2011, the relation with the city, generally understood as a 
pragmatic one of subsidiser – subsidised, is reframed, using the 
notions of reciprocality and partnership. Throughout the observation 
period, the city’s cultural ambition to be a city of knowledge and 
culture of international stature is expected to provide support for 
HFadW if needed. A partnership with the city is expected to benefit 
the organisation’s strategy (HFadW, 2012b). Also, the combination of 
politically aware theatre and the partnership debate in Utrecht leads 

—  Utrecht’s ambition to be a city of talents and culture, and projects 
like Peace Treaty 2013 and Cultural Capital in 2018, can provide 
support for HFadW.
—  Compared to other production houses, HFadW is strong because 
of its connection to a festival.
—  The societal position of Dutch theatre is not very prominent. 

External changes are the reason for this analysis. The order in 
which arguments are put forward is telling:. The term “SWOT 
analysis” is not used in the document, nor during the meeting, but 
the considerations put forward do suggest one. National develop-
ments are external threats, Utrecht policy is an external opportunity, 
and the combination of festival and production house is an internal 
strength. An actual organisational weakness isn’t mentioned: what is 
mentioned under weakness is not one of HFadW, but one of a sector 
in relation to society. The weak position of theatre in a de-politicised 
(‘people are allowed to demonstrate on the Malieveld, where they’re 
not in the way of anyone’, HFadW, 2011c) and even hostile society is 
recontextualised into an opportunity vis à vis the local context: 
“Obviously terms like left-wing hobby (linkse hobby) have started a 

discussion on the legitimisation of arts and especially the performing 

arts in the country. Leaving the over-ideological motivation, the hateful 

populism and the utter lack of historical awareness and actual knowl-

edge that produces such words aside, this discussion offers the chance 

to think about the future and to position HFadW within the framework of 

Utrecht and of the Dutch society.” (HFadW, 2011: 2, English original)

The understanding of the organisations’ situation is one in which 
the external changes are seen as dramatic but not altogether hope-
less. External developments confront it with an opportunity, which 
touches not only the organisation but also the role of art in society. 
This specifies the political discussion on the shifting relation between 
theatre and Dutch society into the artistic core of the practice of 
politically aware theatre which was stated earlier: 
‘For HFadW, art is the motor behind societal reflection and shifts’ 

(HFadW, 2008: 13).22

Putting theatre itself in the centre of reflection on new societal 
reality, the challenge is to enable young artists to create work that 
combines a reference system beyond the arts to interdisciplinarity, 
and relevant and accessible form. 
There are several strategies to find new artists for the production 

house. The main criteria are developed from the analysis before: politi-

cal/social interest, search for theatricality, connection to contemporary 

aesthetic discourses, personal approach, reference system outside 

the arts. The production house can involve all forms of theatrical arts: 

theatre, performance, dance, mime, and installations. (HFadW, 2011, 

English original)
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effectuated from 2013 onwards. HFadW is faced with the perspective 
that the house will lose its function, both as a part of the identity of 
the total organisation, and as a provider of facilities for young theatre 
makers in general. After conversations with the foundation’s board, 
Stadsschouwburg, Kikker, HKU, the city (as the owner of the build-
ing) and province the ambition was formulated to secure the future of 
the Huis by separating it from the festival into a new foundation. The 
city decides to rationalise the festivals in the city and merge Festival 
aan de Werf with the dance festival Springfestival (HFadW, 2012b). 
The house will develop a position in the ‘chain’ linking education and 
professional field and develop a new role as a facilitator, motivated by 
the increasing need that the Huis perceives among makers to func-
tion in a place ‘to work and to meet, for creatives and non creatives’ 
(HFadW, 2011b) instead of in isolation: 
The time that makers build up something autonomously seems to be over; 

they want to cooperate again and reinforce each other and bring in good and 

shared expertise. Huis aan de Werf responds to this. (HFadW, 2012: 7) 23 

All this can be realised with a substantially smaller financial 
support from the city. At the same time, the city’s moral support 
was seen as conditional for success. The location must be one with a 
specific and attractive character: a combination of an open space for 
work and meetings and a breeding ground / production office for 
arts and talent development: a new position in the network, which is 
well coordinated with other partners in the field. The house will open 
itself up so that its direct neighbourhood can become proud of it, as 
‘a good place to be in’ (HFadW 2012b). The business concept of the 
Huis is built on income from renters (theatre makers), commercial 
renters and some city support) (HFadW, 2012: 21). 

The financial paragraph of the business plan House for Makers in 
Utrecht ( ) illustrates that the relation with 
commercial business world is yet to be investigated in more detail. 
Commercial rents will be investigated further in the next months, with the 

help of market research and market positioning. (HFadW, 2012: 21) 24

At the same time, the separated and merged festival is seen as a 
new opportunity to strengthen the position of art in society, connect-
ing to the original creative strategy of HFadW: 
Challenge is to strengthen the festival in the consciousness of the city 

and the audience. We talk a lot about this in the process towards a new 

festival. We have to let go of our own expectations and define this point 

again for a new institution. (HFadW, 2012a) 25

How can you achieve that arts and culture become part of society? This 

is what was lost here. The institution should reach at least a part of 

the urban society, that is the challenge for the new festival. Then, the 

identity of the new festival becomes part of a shared identity, and you 

enter a dialogue. (HFadW, 2012a) 26

to the position of HFadW that the partnership with the city would be 
truly reciprocal if the city would pro actively strengthen the position 
of theatre in the societal debate (HFadW, 2012a). 

In what ways does the artistic aim to strengthen the 

role of theatre in society connect to the discourse on 

partnership between city and cultural organisations?  

Looking at the city as a ‘partner’ indicates a “normative 

turn” in the relation between city and cultural organisation. 

The value the organisation sees in the strategy is largely 

based on the expected critical contribution HFadW can 

make in the societal and artistic debate, in which HFadW 

additionally thematises the power of the theatre maker. 

The theatre production Dat Staat involves substantial 

input from the audience, both in individual performances 

and in the consecutive public sessions, which took place in 

order to develop the performance. During the performance, 

the audience erects a new state. Political and scientific ex-

perts appear in performances (as themselves) and provide 

feedback on the process and the ideas that are proposed. 

In the performance by the Iraqi artist Mokhallad Rasem 

‘Iraqi Spirits’ the interpretation of the term ‘politically 

aware’ is clearly from the artist’s perspective. It’s about 

the impression the political situation makes on the 

artist. The reaction positions the artist in a political and 

societal context.

Insert 2. Author’s impressions of the Festival aan de Werf, 2011.

The partnership with the city in combination with the presence of 
institutions like the HKU University of the Arts and the Utrecht 
University, and its historical rootedness in the Utrecht theatre field 
provides HFadW with a good network position. But it does require a 
large effort to develop a strategy on it. 

 ― Separation 
The strategic document of January 2011 qualifies the combination 
of production house and festival as ‘an ideal platform to present the 
work of the production house in an international context but also to 
initiate work that combines Dutch and international artists’ (HFadW, 
2011: 5). Not much later, in May 2011, it becomes clear that produc-
tion houses will no longer receive government support (MinOCW, 
2011: 15). The organisation needs to investigate ‘how the Huis can be 
continued as a location for makers, with cultural entrepreneurship 
and commitment from within the city (the local government and 
partners in the performing arts).’ (HFadW, 2012: 5). The vision of 
the new organisation is to ‘support talent development and create 
connections between the arts and the corporate world, and between 
makers and the city’ (ib.) in a financial situation far more independent 
from government and city support.

HFadW starts preparations for the separation of the festival 
and the production house into two organisations. This decision is 
influenced by the national policy to discontinue support for theatre 
production houses and by the city’s ambition to create a firm connec-
tion between education and professionals (Utrecht, 2012-2). The fall 
of the government in 2011 doesn’t alter the fact that this policy will be 
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The process of creating a new proposition starts with listening to this 
network. In discussion with colleagues of cultural organisations in 
this city, the manager of HFadW mainly listens:
Once you speak with the Utrecht School for the Arts, Kikker and 

Stadsschouwburg, you find out this place is necessary. These conversa-

tions shape the idea, including the identity. All the ingredients become 

your identity. (HFadW, 2012b) 29

And discovers new possibilities for cooperation and identity for 
the new Huis: 
Identity is forming itself. I just listened to people and that works. 

Listening is not something we do a lot in the field of performing arts. 

(HFadW, 2012b) 

Setting up the new production house requires a repositioning in 
the network, (HFadW, 2012d) but this network is in a process to…
‘… reinvent itself. What is the network at this moment exactly?’ 

(HFadW, 2012d). 

Conversations with partners and the city confirm that it is possi-
ble to find a new position and new connections. The partnership with 
the city is seen as conditional:
Without the city this would not work. That’s why we have applied for 

subsidies, we need money to start up and we want to remain a partner 

of the city. The alternative is that the house becomes independent, and 

we’d lose access to the city’s discourse. (id.)

At the same time, establishing an identity is seen as vital for busi-
ness success, since it helps clients to distinguish and choose. 
The function of this house makes or breaks its identity. Without a func-

tion it will be just another facility, without identity. As long as you stick 

to your identity you won’t become competitors (id.) 30

7.2 Themes

As explained earlier, this research starts off with the narrative 
description of a strategic episode (Langley, 1999) in the life of one or-
ganisation. This description works as an agenda for the remainder of 
the research. The narrative of Huis aan de Werf is chosen for this first 
step since the sample contains rich material on strategic behaviour, 
which is expected to offer a rich starting point for the next analyt-
ical steps. The organisational actors involved in Huis aan de Werf 
experience a variety of dynamics that they are drawn to interpret and 
react to. Looking at the material and subjecting it to a process of open 
coding, the following themes were identified. 
1.  As a general point, the material shows dynamics concerning the 

discourse on support for the organisation on a national and local 

During the change process that follows, the organisation considers 
two elements to be vital for success. First there is the need to establish 
a creative identity of the new Huis. A recognisable identity in the local 
cultural field also seen as a condition for commercial success (HFadW, 
2012b) is accomplished in a process of autonomous positioning and 
negotiation with partners. The second element is the realisation 
that the change process requires leadership and a forward-looking 
organisational culture (HFadW, 2012b). The responsible managers of 
Huis aan de Werf show considerable personal leadership in directing 
the organisation to a new position in the city’s creative and political 
network. When reflecting on the process of change in hindsight, 
organisational actors rationalise change as a process that requires the 
active balancing of ‘showing the way’ and organising support among 
internal and external stakeholders, which by one of the managers is 
experienced as a shift from a democratic organisational culture to a 
more directive one. They also reflect on the fact that change, while 
triggered by political pressure, gave the opportunity to address the 
organisational tension that went with the combination of production 
house and festival. This tension wasn’t fundamentally addressed 
earlier despite opportunities to do so (HFadW, 2012b). 

The separation of house and festival and subsequent merger of the 
festival with the Springfestival means a farewell to the double identity 
of production house and festival that was so crucial for many years. 
From this moment on, two strategies are made simultaneously and 
pragmatically:
The strategy of the house is detached from the strategy of the festival. 

There is a work division between the two managers. (HFadW, 2012b).

The Huis remains in the same creative field, but as a facilitator of 
connections and innovative developments, in a new financial reality. 
The reduction of financial support from the city over the years will 
need to be compensated by an increasing income from commercial 
and non-commercial clients. 

The strategy of the Huis is developed in contact with the city. Its 
business plan (HFadW, 2012) connects to the city’s ambition to foster 
talent – against the odds of national politics: 
The city of Utrecht has a vision, which goes against the current. It con-

tinues to feel responsible for maintaining the ‘chain’ in the performing 

arts. (HfadW, 2012: 13) 27

The Huis presents itself as a partner for the city.
Huis aan de Werf shares this mission and is a partner for realising city 

policy. (HFadW, 2012: 13) 28

As a production facility, the Huis contends that its future relies on 
attracting creatives to work in the building, regardless whether they 
are Utrecht breed or not (HFadW, 2012-b), from a new position in 
the Utrecht creative network. 
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3.  The organisational identity of the original HFadW is split in two. 
The new Huis (after the separation from the festival) formulates 
the ambition to not only foster talent but also facilitate connections 
between arts and the corporate world, and between makers and the 
city. The identity of the organisation is based on being a knowledge 

hub, where sharing, connecting and innovating are made possible. 
4.  The organisation rationalises this with the substantive argument 

that theatre makers increasingly look for opportunities to rein-
force each other and share information. Creating and facilitating 

relations is the ‘service’ of the new Huis. 
5.  The local cultural network is an important factor in two ways. 

A clear and distinctive creative identity of the Huis inside the 
network of cultural institutions is put forward as a condition for 
successful exploitation, while at the same time identity is to an 
extend negotiated and tuned with the network.

Themes 6 – 10 pertain to the relation of the organisation with the 
political context. 
6.  Under pressure of a changing political and economic context 

the organisation reconsiders its future. The first reaction to the 
political and financial change is formulated from within the 
organisation’s creative mission. 

7.  The organisation connects to cultural policy of the city. This is 
tactically motivated with the expectation that the city’s ambitious 
long term cultural policy will provide at least some protection 
from the storms that hit the arts world nationally. At the same 
time, themes such as the Utrecht Peace Treaty, and the European 
Cultural Capital ambition provide an extra rationale, as well as a 
platform, for the organisation’s mission to produce and present 
politically informed work. 

8.  The connection between the Huis and the city is given substance 
by the term partner, aiming to involve organisations in local 
culture-political ambitions. 

9.  The national debate on arts support reinforces the opinion in 
HFadW that the position of theatre (and the arts in general) in 
society should be more fundamentally discussed. The political 

debate is incorporated in the artistic work, through per-
formances that appeal on the audience to actively participate in 
discussions on societal themes that are addressed in performances. 

10 .  The discussion on the position of theatre in society is continued 
in the process of developing the new festival. 

Themes 11 – 14 concern internal organisational elements. Reflection 
on earlier opportunities for change, managerial identity and organ-
isational culture. 

level. This element is combined with the process in HFadW of 
making sense of not only the specific developments with respect 
to their own future, but also of developments with respect to the 
discussion on arts support in the Netherlands in general. This 
contextual discourse on changes in the structure of the cultural field 
is seen to inform strategic action to reposition HFadW in that field. 

2.  The material shows how organisational actors thematise the artistic 
profile of the organisation, specifically stressing the strong points 
of the combination of production house and festival. As it becomes 
clear that the two will be separated, a process starts to redefine artistic 
identity. This process involves the relation between the organisation 
and the local cultural network and administrative context. 

3.  Also the material allows us to gain insight in how organisational 
culture and leadership are given shape during the studied pro-
cess. Organisational actors show leadership and reflect on the 
characteristics of an organisational culture that is required in the 
given process. Also they reflect on how organisational culture was 
experienced in the past. 

4.  The value given to organisational growth appears in the material. 
Two interpretations are seen in the material, namely growth in 
an artistic sense, seen in developments of multidisciplinarisation 
and internationalisation, and growth in quantitative terms, seen 
in visitors numbers and strategic action to increase the brand 
position of the festival and production house. 

The material provided by Huis aan de Werf was subjected to a process 
of coding. Preliminary insights were used to inform interviews 
with the organisational actors involved. This process led to the four 
themes that characterise a practice of sensemaking and strategic 
action. Below the themes are connected in more detail to organisational 
action, constituting a preliminary characterisation of strategic practice.

Themes 1 – 5 pertain to how the organisation looks at itself in rela-
tion to networks. There is the substantive network of makers and 
audience in which the organisation positions itself, and the institu-
tionalised network of creative organisations in the city. 
1.  The image of HFadW involves the elements of production house 

and theatre festival. The production house positions itself in the 
field of experiential and politically aware theatre. The combina-
tion of functions is experienced as a strong point for the organisa-
tion’s position in a cultural field.

2.  The organisation positions itself in a local institutionalised 

network of cultural organisations in the theatre field. It cooper-
ates in joint (marketing) efforts. 
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As a rationale for this development, the organisation observes in 
its policy document that makers seem to be moving away from 
autonomous work and seem to look for a situation where they can 
inspire and cooperate. This artistic point is connected to a new 
business model. The combination of a festival and production house 
being untenable, HFadW takes strategic action to formulate a new 
style ‘production house’, in which new artistic / economic relations 
are facilitated between makers and society. This facilitating of new 
relations is the “product” that drives the business model of the 
new organisation. 

 

Two levels appear here. There is the national political debate on 
the future of arts support. HFadW frames this debate in its artistic 
comment on the depoliticised position of modern theatre. It seeks an 
artistic way to thematise this issue. At the same time, on a local level 
we can see that organisational actors connect to the city’s cultural 
policy, which is expected to give some protection from the devel-
opments on national level. This strategic practice in HFadW relates 
the culture-political discourse on the position of the arts in society 
directly to the tradition of HFadW: its productions often thematise 
the role of arts in society. The negative tendency in the national dis-
course is reframed as an opportunity for discussion. HFadW gives the 
discourse poignancy as it refers to the city’s reponsibility to improve 
the position of theatre in society. 

 

Organisational actors reflect that the structural tension in the 
organisation related to the combination of production house and 
festival could could not be addressed before the changing political 
context foced the organisation to change. This tension instantiates 
the separateness, and ultimately the incompatibility of the artistically 
open process in the production house, and the presentation-oriented 
dynamics of an annual public festival. 
A directive organisational culture is invoked to make strategic 
decisions and realise change. The pressure to balance artistic identity 
with a new economic reality of less government support leads to 
action that benefits the organisation and includes a value-driven 
responsibility for cultural infrastructure: the future Huis aims to 
continue the function of the production house. This role is taken with 
considerable agency.
Although mentioned almost in passing, the managers’ role as “direc-
tive but organising support” thematises a breach from traditional, 
routine democratic culture to unilateral leadership, strongly driven to 
realise a new cultural / economic balance. 

11.  For both the future new festival and the future new production 
house organisational actors experience opportunities for establishing 
a renewed organisational identity. In hindsight, they reflect on how 
elements of the organisation’s identity produced tensions in the past 
that were not addressed until the political reality forced change. 

12.  The responsible organisational actors show considerable agency 
to realise change, inside an institutionalised, democratic culture. 
The strategic change is approached as a rational process. 

13.  Leadership is interpreted as showing the direction on the one 
hand, and continuously finding support for the chosen direction 
among stakeholders, both inside and outside the organisation. 

14.  Actors reflect on a type of directive organisational culture needed 
for realising change. 

Themes 15 and 16 show how actors reflect on hoe the organisation is 
meant to grow and develop. The organisation redefines its network 
position, as it experiences that the network is reinventing itself as well.
15.  The organisation HFadW has ambition to grow. Qualitative and 

quantitative growth seem to be considered as separate operational 
areas. Qualitative growth, is seen in internationalisation and 
increase of multidisciplinarity. Quantitative growth is on the 
organisation’s agenda regarding the increase of visitor numbers 
and self-generated income. For this growth ambition external 
advice is invoked to find a robust underpinning through market 
research, market analyses and advises on brand positioning. 

16.  The ambition of The Huis as a knowledge hub is reflected in its 
future financial strategy to find resources from creative renters 
(theatre-makers) and commercial renters, the two parties the Huis 
wants to connect. The vision links the content of the services to 
the financial streams. The financial strategy is still in development 
as Het Huis starts its new life, but is seen as both entrepreneurial 
and built on commitment from the city. 

 ― Artistic / economic deliberations 
How can the identified themes be explored as instantiations of artis-
tic / economic deliberations, the perspective of this research? 

 

In networking activities, HFadW stresses its artistic positioning. 
Once the separation of production house and festival is decided, a 
new artistic strategy for Het Huis is developed, which is considered to 
be conditional for developing a secure business case. The envisaged 
economic position of the future Huis is characterised by network- 
activities such as sharing knowledge and expertise, and facilitating 
connections, all within a clear artistic identity. 
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organisations, creative network and political network interact in the 
process? Which conceptualisations of strategy, organisational culture 
and leadership underlie organisational actions? How do organisa-
tions understand and instantiate concepts such as network, growth, 
strategy. How do considerations pertaining to creative identity in 
relation to economic validity appear in practice? In the remainder of 
this research report, contextualisation and comparison with data from 
other organisations will lead to further categorisation, explanation 
and finally to the answer to the research question how deliberations 
concerning creativity and business influence daily practice and strate-
gic thinking in the observed cultural and creative organisations. 

Roundup 

This chapter looked at one case, the Festival and Huis aan de Werf. 
Originally, the organisation characterised itself by the dual identity 
of a production house and a festival. The organisation was con-
fronted with the consequences of cultural politics and took action. 
This process affected the relation between creative identity and 
organisational / business form. Organisational actors implemented 
strategy to reform the organisation into a new production-support 
entity, while the festival is merged with another festival in the city 
into a new identity.  
 
The narrative is digested into a number of first observations per-
taining to how this process transpired, the considerations of which 
will be discussed in more detail in the following chapters. The choic-
es reveal actions concerning the (re) construction of organisational 
identity in which the artistic / economic deliberation becomes vis-
ible. In the practice of network positioning, artistic considerations 
are dominant, in reflections on organisational culture and leader-
ship a more directive approach replaces traditional organisational 
culture, and in considerations on growth and development artistic 
and economic considerations are regarded as separate in the prac-
tice of HFadW but are considered to become more connected in the 
practice of the future Huis.  
 
The observation provoked a number of questions pertaining to 
interactions both in the organisation and between the organisation 
and context. 

Artistic and economic operationalisations of the term growth seem 
to remain separate in HFadW with on the one hand artistic and 
multidisciplinary development and on the other increasing brand 
awareness and self generated income. The organisation Het Huis, 
however, in developing a new business model, needs to realise a 
direct connection between services and revenu streams. The Huis 
positions itself in the local cultural network as a “connector” between 
creatives and non-creatives. In the strategy of Het Huis, creative and 
financial strategy are seen as cultural entrepreneurship with commit-
ment from the city. 

 ― Reflection 
The role of the culture-political context in the strategic narrative is 
substantial. The basic dynamic at work in the case of HFadW is that the 
culture-political context enforces change. Strategic action is based on an 
understanding of contextual change as an existential threat, in relation to 
the possibilities this change provides to react to this threat from within 
the organisation’s artistic core of critical and experiential theatre. 

In this chapter, I have used a narrative approach to present the history 
of Huis en Festival aan de Werf between 2010 and 2012. I have looked at 
actions and documents (some of them written before 2010) to construct 
‘a detailed story from the raw data’ (Langley, 1999: 695). The purpose 
of the narrative approach is to allow the reader to get acquainted with 
organisational actors and their actions and discourses, reflexivity and 
motives in their interaction with the culture political context. 

I set out to explain how underlying themes surface in the narra-
tive. At the same time there is another level to be aware of, that of 
the ‘second-order complexity’ or the ‘discourse of motives’ (Tsoukas 
and Hatch, 2001: 1003) in the narrator’s sense-making practice. This 
is visible in the researchers sensitivity to how ‘deeper discursive 
structures’ manifest themselves. The choice of these underlying dis-
courses depends on how they impose themselves in the material, or 
how they help to understand the situatedness of the observed action. 
There is however also the researchers suspicion that these discourses 
will become relevant in the remaining process of this research The 
preliminary connection between (discursive) practice and underlying 
discourses is perhaps the ‘uncodifiable step that relies on the insight 
and imagination of the researcher’ to which Langley (1999: 707) refers. 

The richness of the material has proven to be useful to produce 
themes that will structure my own research narrative in the following 
chapter, elaborating on how organisations handle artistic and organi-
sational issues in strategy development.

The following chapter will focus on how organisations in the full 
sample make sense of context and rationalise strategic action. How do 
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8 Generalising results

In this chapter, the themes identified in the previous chapter will 
be discussed, looking at the data from the full sample of organisa-
tions. The chapter is organised along the lines of the four thematic 
clusters identified in the previous chapters: cultural-creative 
network; institutional network; organisational culture; growth 
and development. 

8.1 Cultural-creative network 

How do observed organisations understand ? When asked to 
describe their association with the word ‘network’, most interviewees 
describe a network as a group of people and organisations with a 
similar philosophy (31Volts, 2010a; Born Digital, 2010a; Monobanda, 
2010a; Sju, 2010a; Tinker, 2010a). Some respondents, when asked, 
cannot exactly define the contours of a their network, other than that 
it comprises of people with similar ideas who are providers of infor-
mation in their creative field and find eachother in the fascination for 
a certain creative discourse. It’s a rather loose association pointing 
at the importance of a shared mentality and an attitude. The level of 
openness vis-à-vis the network varies from helping people gain access 
to a certain expertise of the organisation (Filiaal), to open source and 
interactive creativity as a distinctive organisational characteristic 
(Born Digital). 

Maintaining network relations means continuous work and 
everyday practical coping which gives ‘consistency, stability and, 
ultimately, identity to the agent, be it an individual or organisa-
tion’ (Chia and Holt, 2006: 650). Establishing a position in the field 
involves continuous affirmation and negotiation of identity, both of 
the actor and the organisation. Networking is a dynamic and identity 
affecting activity. In this paragraph I look at how observed organisa-
tions experience, to paraphrase Heidegger, their ‘networkedness’. 
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 ― Visibility and sharing 
Many remarks (in texts from Filiaal, Kunstliefde, 31Volts, 
Monobanda, Sju, Born Digital, Rosa) point at how important im-
proving visibility in a network is for organisations. 
We used the first year to position ourselves in the game- and design 

world. We took every opportunity to communicate that we exist and 

what we do. (Monobanda, 2009-2) 31

Visibility can have different manifestations. 31Volts writes an 
elaborate and sometimes candid blog on the web. Monobanda makes 
it a point, in fact feels it contributes to its competitive advantage 
(Monobanda, 2009-1), to go out in the open and affirm its image 
of playfulness. It publishes videorecords of events on the web. 
Monobanda shows the world what they’re about and quite some 
resources are invested in it. Network activities seem to demonstrate 
the organisation’s expertise and, as we shall see, willingness to share 
information among peers. This is also reflected in the new identity 
of Het Huis, which wants to be a hub for networking and knowledge 
exchange in the creative field. The values connected to this position, 
such as openness, experiment, innovation, are perceived as strategic 
tools in other observed organisations. 
Knowledge, network, creation and exchange are the core values of the 

online and physical projects of Born Digital. (Born Digital, 2010) 32

By sharing our expertise in the field of music theatre, accessibility and 

craftsmanship, Het Filiaal expects to be a link in the development of 

theatre-musicians, composers and directors. (Filiaal, 2008: 2) 33

Cooperation gave us knowledge, new experiences and inspiration. 

(Rosa, 2009) 34

The organisation develops a state of the art technical platform on which 

international creatives and prosumers cooperate, inspire and show work. 

(Born Digital, 2010) 35

The mission of Het Huis is to facilitate the connecting and infor-
mation sharing of its inhabitants:
The new ‘house for makers’ considers it as her task to keep the Huis 

alive, to look for and create connections among its ‘inhabitants’, be-

tween the performing arts and the creative sector (which will be present 

in the Huis as well), and continue to search for new developments that 

belong in Het Huis. (HFadW, 2012: 8) 36

For Born Digital, the strategy of knowledge sharing is associated 
with transformative power. The open network approach leads to the 
contours of a new understanding of creativity. 
This new creativity as we see it now is interactive, open source, multi-

disciplinary and nonlinear. (Born, 2010) 37

31Volts stresses the importance of knowledge sharing in networks 
to improve the development of the young field of service design, both 
nationally and internationally (SDNW, 2010-A; STBy, 2010-A), 

In written sources of the observed organisations a functional under-
standing of network appears, as a group of partners in the regional 
political field. A double understanding of network is found in the dis-
course of the local administration. There is the ‘similar cities’ network 
with the aim to share experiences, among other things on cultural 
policy (Utrecht, 2011a), and the network of artistic organisations with 
which the city has a relation. I consider the relation of organisations 
with the city in terms of a network too, since this relation is charac-
terised by networking  from the side of the organisations.

The network of ‘people sharing our philosophy’ is knowledge 
intensive and exists both in the real world and online. Networks vary 
in size from a handful of partners to the about thirty organisations 
and sector representatives that Het Filiaal lists (Filiaal, 2008: 4). 

Interviews

A group of people sharing our 
philosophy

No data available. 

A group of people sharing our 
philosophy

A group of people sharing our 
philosophy 

A group of people sharing our philos-
ophy, suppliers, policy makers, people 
with information

A group of people sharing our philosophy. 
Not quite clear how we developed it. 

A group of people sharing our 
philosophy. 

Formal and informal network of cultural 
entrepreneurs working towards 2013 
and 2018, 

A group of people sharing our philosophy

A group of people sharing our 
philosophy

Examples, city. 

Creative organisations in the city

Documents

Active role in international service 
design network 

Well organised cultural field, network 
of makers. 

European festival network 
Network of artists

Technical and executive producers, ar-
tistic colleagues and marketing people 

No data available. 

Dutch Game Garden network, creatives, 
TFI

No data available. 

Other visual arts organisations in 
Utrecht, sponsors

International network of creatives 

Musicians, organisers, regional sister 
organisations, city and regional 
governments

Collectors, collections, restaurateurs 
and experts (Speelklok, 2011)

A group of cities sharing our philosophy 
– similar cities.

“network”

31Volts

Filiaal

HFadW

Huis

Tinker

Monobanda

Rosa

Kunstliefde

Born Digital

SJU

Speelklok

Utrecht

Table 8. Understandings of the term ‘network’.
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During the process of developing a presentation of the collection in 
new contexts, the relation between curators (who work in a space 
physically separate from the exhibition space) and those responsible 
for the reorganisation is consciously managed. Priority is given to a 
transparent process, a clear sense of direction and clear division of 
responsibilities. Although the organisation isn’t used to producing a 
lot of strategic paper work, the general manager refers to discursive 
tools as a corporate story, core values, strategic focus points and a 
new mission in order to communicate what the change will entail 
for the organisation. The narrative angle is chosen as a vehicle for 
organising support. The introduction of the concept of brand identity 
is expected to give more shared emotion to the process (Speelklok 
2012a). Curators, who are, if not the opponents of change, at least the 
dedicated guardians of the “real story” (Speelklok, 2011c) are involved 
and asked to provide historical and technical context by writing 
contextual narratives about the collection on the basis of five given 
themes: music, arts history, cultural history, technique and ‘children’ 
(Speelklok, 2011c). These narrative themes are connected to the core 
values wonderment, authenticity, music, jolity and craftsmanship. 
Allignment of this core identity with the visitors’ experience is a 
process of agency and narrative development:
Everything we do must correspond exactly to who we are, both 

before and behind the scenes. By talking about it, it becomes clearer. 

(Speelklok, 2011b).41

Even though the museum’s survival is not at stake in this process, 
a strong urgency is given to realising it: 
You just won’t get away with it anymore. Five years ago perhaps, but not 

anymore. People get used to a certain level (Speelklok, 2012a). 42

Moreover, without redevelopment the museum will not be able to realise 

its mission and strategic focus points. (Speelklok, 2011) 43

For HFadW the urgency of the change process is that establishing 
an identity is seen as conditional for business success: 
Protect your core. If your identity is not OK, your business plan is in 

danger. (HFadW, 2012b) 44

 ― Hierarchy 
Despite the apparent democratic character of ‘a group of people 
sharing our philosophy’, there is also a sense of hierarchy involved in 
how organisations look at their creative network. Inside the net-
work, observed organisations show ambition to obtain a prominent 
information position. Several organisations mention awareness of a 
distinctive knowledge position they want to obtain: being an expert 
means sharing information and leads to moving up in the network. 
This could mean starting up a production fund and ‘special (pioneering) 

Networking is expected to develop and position a new area 
of expertise, and is related to narratively explaining the 
organisations’ position. 
We believe in the power of sharing, networking and storytelling. 

(31Volts, 2013-A) 38

In Museum Speelklok the element of storytelling as form of 
information sharing is invoked as a strategic element. Change is 
triggered by the realisation that the position of the museum among 
other museums would benefit if the “story” of the museum could be 
communicated more clearly (and would attract more visitors). This 
leads to physical change in the set up of the museum, since the collec-
tion needs to be organised along narrative lines that better connect to 
the information need of the visitors. Feedback from the institutional 
context, in this case representatives of the city administration asking 
‘what our story really is’ (Speelklok, 2012a), encourages a process 
which can be described as aligning the organisation‘s story to the sto-
ries of the visitors. The change from the corporate mission in 2010… 
Museum Speelklok is the stage for the world of self-playing musical 

instruments. Quality and sparkle are the means to give the audience, 

both now and in the future an unforgettable experience. 39

… Into a new mission in 2011… 
Museum Speelklok tells sounding stories about the ancient desire to 

represent music, by bringing to life self-playing musical instrument in 

their context in an unforgettable way. 40

… Is the switchover from a museum-as-stage to a museum-as-storyteller. 

Insert 3. Monobanda goes out in the open.
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Insert 4. DJ op de Dom, Borg Digital. 

Organisations stress their position in a creative network and in do-
ing so show a combination of demarcation and togetherness: they 
are aware of the importance of possessing a distinctive knowledge 
position in the field, and feel their knowledge position becomes 
stronger as they are more willing to share. There are different levels 
of knowledge networkedness. 31Volts and Born Digital position 
themselves as an open centre of information. Monobanda strategi-
cally develops a position as a gatekeeper in a knowledge hub, and 
Het Filiaal strategically uses its prominent knowledge advantage to 
improve its institutional position. Improving the network position 
contributes to the image and identity of the organisation, an effect 
they notice when they receive and evaluate external feedback. The 
interaction related to sharing knowledge consists of the following 
stages: sharing information in a creative network – positioning in a 
creative network – monitoring feedback on the effects of crea-
tive positioning – continuation or correction. Positive feedback 
reinforces the loop: it leads to the interpretation that prominently 
establishing an identity in the network contributes to the working 
of this identity.

projects’ (Sjujazz, n.d.) or inviting students to work together for a short 
while (Rosa, 2013a). In any case it means that a position is described:
The general strategy of Monobanda is to become a knowledge centre in 

the creative game industry. (Monobanda, 2009-2)45

In the region, the ensemble is the most important player focusing on a 

young and family audience. […] At the moment, Het Filiaal is the only 

youth music theatre ensemble in the province […] with structural 

support… (Filiaal, 2008: 1)46

The city, too, defines its position in a network:
Due to its multifaceted and high quality cultural activities, Utrecht 

stands among the top 3 most attractive cities in the Netherlands and 

wishes to retain this position. (Utrecht, 2008-2: 37, English original)

Organisations perceive an effect of the network position on how 
others, both inside and outside the immediate creative network, think 
about them. Het Filiaal explains that successfully positioning itself in 
its network has made it a partner that can be trusted blindly:
In the past, the UCK [Utrecht Centre for the Arts] did not dare to put 

six hundred children in a theatre. In the present season the regional 

Kunst Centraal programmes our large hall performance […] without first 

seeing the performance. (Filiaal, 2008: 8) 47

Monobanda notices how its visibility networking activities have 
created an image that reflects on their work: 
We are young, playful and unruly. And this is how others, both customers 

and non-customers, experience us. This image emits back on our work 

and our projects. (Monobanda, 2009-1: 4) 48

Organisations reflect on how network activities are connected 
to a desired effect on the perception of the organisation’s identity. 
Born Digital recounts that it understood what clients thought its 
position was when it noticed an increase in ‘requests for projections 
on buildings and doing things with vj’s’ (Born Digital, 2011a). We will 
return to this in the next chapter. Rosa formulates the effect the other 
way round: 
Others associate us all too easily with crackle box music, and we don’t 

want this. (Rosa, 2010a)49
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beyond the issues of the day’ (ib.). Utrecht wants ‘for its own inspiration 

[…] to measure itself on a European level with cities of a similar size, 

character and population make-up’, ‘that combine history with contem-

porary vitality, whose populations are relatively young and well educated 

and which, as university centres, place a self-evident accent on the combi-

nation of reflection and innovation’. (Utrecht, 2008-2: 38, English original)3 

… which shall lead to the underlying goal of improving network position: 
This image of Utrecht as strong in presenting art to a large audience, in 

combination with innovative power is what we want to strengthen on our 

way to Europe Cultural Capital. (Utrecht, 2011-1: 9) 51

The local administration expects ‘imagination, beautiful per-
formances, reflection, social cohesion’ (Utrecht, 2011a) to have a 
profiling effect: 
The cultural institutions and initiatives that we need for the develop-

ment of the city have to have the capacity to feed the city in all its 

pores. They have to be of such high quality that they contribute to the 

international profiling of Utrecht. (Utrecht, 2011-1: 12) 52

An additional political element in the discourse on vitalising the 
relation between cultural organisations and the local administration 
are remarks from government (MinOCW, 2011: 11), the Cultural 
Council’s (RvC, 2011) and Utrecht (Utrecht, 2011-1: 10) that cultural 
organisations need to improve embeddedness in the region. Texts 
by the observed organisations reflect these signals. HFadW feels 
the new Huis should actively connect to its direct neighbourhood, 
Het Filiaal explicitly defines itself as a regional company (

) (Filiaal, 2010), the Rosa Ensemble considers it a strategic 
goal to improve its rooting in the city through connecting to education 
(Rosa, 2010a; Rosa, 2012: 18), and Museum Speelklok looks at fostering 
its relation with cultural and hospitality players in the centre of town 
(Speelklok, 2011b). 

The local administration calls on partners in its network to pro-
vide the creative input needed for reaching the city’s strategic goals. 
Do the observed organisations act in line with this call? 

Some organisations use the term partnership in relation to educa-
tional activities (Rosa, 2010; Rosa, 2012; Filiaal, 2010), which is also 
the way the ad hoc advisory committee interprets the term (Utrecht, 
2012-1:5). For Sjujazz, partnership means connecting to a network, 
which is vital for its survival and growth. 
But there is one other route towards professionalisation, which for a 

small organisation as SJU is of vital importance: cooperations and partner-

ships. Alliances, partnerships etcetera will enable us to grow, broaden 

and deepen on a scale we cannot realise alone. (SJU, 2008: 15) 53

3  —  The other cities are Aarhus, Bologna, Malmö, Stuttgart, Gent and Edinburgh. 

8.2 Institutional network

This paragraph discusses the interaction between city and organi-
sations, focussing on the use of the term partnership. The term is 
coined by the city as a situation of equal roles in working towards the 
City’s long-term culture-political goals. 

In the process of redefining Het Huis the relation with the city 
of Utrecht is important. The Huis positions itself as an executive 
partner of city policy: as a facilitator of theatrical productions and 
development, as a network hub that facilitates knowledge transfer 
among creative professionals (the third pillar in the business plan 
being commercial renting). Het Huis starts a new network of similar 
organisations (“werkplek en broedplaatsen overleg”, a knowledge 
sharing platform) in order to be a more substantial partner towards 
the city (HFadW, 2012: 13). 

What is the interpretation of the term ‘partner’? For the observed 
for profits, the term ‘partners’ refers to business parties with a knowl-
edge or production speciality, who cooperate in specific projects 
(Born Digital, 2010-A; Monobanda, 2009-2). The term ‘partnership’ 
as it appears in the city’s discourse with the non-profits uses this con-
notation. The city identifies organisations in the cultural and creative 
field as potential partners in reaching the city’s underlying goals to 
be a city of knowledge and culture in general and European cultural 
capital in 2018. It appeals to organisations in the field to create part-
nerships among eachother. By creating partnerships and networks in 
their direct environment (also RvC, 2011-1) cultural organisations 
show they have secured support. Initiatives taken by partnerships are 
considered to be more vital and relevant to the local administration 
than initiatives developed in isolation (Utrecht, 2011a). Looking at 
cultural organisations as partners is not experienced as a new element 
in the city’s discourse, the present situation just seems to be a good 
moment to operationalise it (Utrecht, 2012a) since a relation of 
mutual cooperation and interest is seen as more conducive to reach 
strategic goals and to obtain support for policy from the sector. The 
local administration offers bedding described as ‘space for development of 
exciting ideas about the Utrecht of the near future’ (Utrecht, 2008-2: 14), 
and partners can count on an equipollent role in this process: 
City and organisations are equal. What can we mean for one another? 

(Utrecht, 2011a) 50

Utrecht invites the sector to put forward ideas, which are expect-
ed to be “out of the box”, along the lines of the three perspectives on 
the city, “habitat”, “playground” and “crossroads”. The city motivates 
its long term ambition that …
‘forces the municipality, residents, artists and entrepreneurs to think 
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this seamlessly. [..] Plans for the future involve import, (co) productions 

and export. (HFadW, 2008: 31)55

In 2010, HFadW responds to the city’s invitation by introducing 
an interpretation relating to the fundament of what the Utrecht Peace 
Treaty has brought.
For 2012 and 2013 the festival is connecting with the 300-year celebra-

tion of the Vrede van Utrecht, a crucial peace treaty in European history. 

Vrede van Utrecht is a milestone on Utrecht’s application to European 

Cultural Capital 2018. The 2012 and 2013 festival will ask questions on 

a cluster of themes concerning nation and internationality, culture and 

interculturality, state and state-building. The Dutch director Floris van 

Delft will initiate this theme with a theatrical research on the building 

of a new state. The before-mentioned pitch De stand van het land (The 

State of the Country) will produce work in that field. (HFadW, 2010-2, 

English original) 

Huis aan de Werf (HFadW, 2012b) interprets the essence of the 
term partnership in an artistic and ideological way, connecting polit-
ical discourse and creative identity. It draws attention to a fundamen-
tal perspective, addressing that organisations are in reality not getting 
involved in a discussion on values and the meaning of art in society, 
the debate thematised in the work of HFadW. 
There is little public discussion about the role of culture in the city. There 

is little ‘thinking together’ with culture, there is no appeal on culture to 

interact or facilitate societal issues. (HFadW, 2011c) 

This connection needs to be realised before the audience will find 
its way to the festival (HFadW, 2011c). Invoking artists to ‘co-create’ 
the societal discussion could be a way to restore the connection 
between society and art on the level of a shared identity, but only if 
the discussion is held on the right level:
How can you achieve that arts and culture become part of society? 

The connection is lost here. Any artistic institution should be able 

to make the identity of a festival part of the city’s overall identity. 

(HFadW, 2012a). 

“Now that we are partners, what can the city do to reconnect arts 
and society, what can the city contribute to help a festival become 
part of the city’s identity?” seems to be the message back to the city. 

The position of HFadW is an operationalisation of the societal 
role of culture sketched in  (MinOCW, 2009). 
HFadW turns around the partnership thought by redefining cultural 
citizenship (RvC, 2007: 2) and inviting the city to include a discussion 
on cultural identity in the interpretation of the term partnership. This 
substantive and ideological interpretation of the term partnership 
is separate from the strategic partnership between HFadW and city, 
which materialises during the process of developing the new Huis 
(chapter eight). 

But organisations also relate to the creative partnership idea in 
relation to contribution to the Utrecht strategy. Apart from HFadW, 
Rosa (2010), Kunstliefde (2012), Speelklok (2011) relate the term 
partnership to concrete projects. The Rosa Ensemble plans a project 
in Malta (also a candidate for European Cultural Capital in 2018), 
with support of the department for international affairs of the city 
(Rosa, 2009). For Born Digital the plans of city and province are 
experienced to be relevant for their positioning (Born Digital, 2010a). 
It has plans going for projects in the 2013 Utrecht Peace Treaty 
program. In its business plan ( ) Kunstliefde writes 
it ‘wishes to participate directly and indirectly in the Utrecht Peace 
Treaty program. Proposals have been submitted and will be concre-
tised if desired’ (Kunstliefde, 2010a, ch. 6). Kunstliefde refers to the 
fact that Utrecht will only remain interested in Kunstliefde as long 
as it has a prominent role in the city’s network (Kunstliefde, 2009-1). 
Therefore, it organises network-facilitating events for partners in the 
city, ‘with 2018 in mind’ (Kunstliefde, 2009-2). In its business plan for 
2013-2016 this modest position has evolved into a strategy of active 
participation and connecting through thematic programming that 
seems inspired by the political paragraph: 
In 2013-2016 programming will also be based on societal and cultural 

issues in society. (Kunstliefde, 2012: 5) 54

The remainder of this quote:
… As we have done in 2008-2012… 

refers to exhibitions in which the city is thematised, but not a 
particular position vis-à-vis societal themes is found. In earlier policy 
documents of Kunstliefde societal engagement is not thematised. 

The partnership thought and the city’s strategic goals are relative-
ly easily accommodated in the organisations’ relation with the city. 
Projects are conceived or labelled; there is a relation, which is par-
ticipatory and pragmatic. Organisations instantiate ‘partnership’ in a 
way that ‘fits’ the organisation. Modest, as Speelklok does when it says 
it’s fair that its enthusiasm towards the city is in line with the city’s 
contribution to the its subsistence (Speelklok, 2012a); or with care for 
maintaining relations, as Kunstliefde does when it programmes its 
exhibitions for 2013-2016. 

 ― Return invitation
HFadW extends the partnership concept into the core of the creative 
work itself. As far back as in 2008, HFadW accomodates the city’s 
policy in its existing policy: 
An appealing international city of culture does not only present, but 

takes risks and makes a contribution to international developments. For 

this an initiating producing role is needed. HFadW wants to play this role 

as an international production house. The policy of HFadW connects to 
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accommodate the discourse on partnership inside their routine, 
and do not interpret it as an opportunity for artistic experimen-
tation. Organisations avoid interference of the administrative 
discourse with their creative position, thus also avoiding a tension 
between the culture-political and the creative realms. The partner-
ship discussion does not inherently thematise the relation between 
organisations and city. Organisations do seem to consider the 
city’s long-term cultural agenda as a blessing in disguise, in view of 
the cold culture-political wind blowing nationally.  
 
While continuing to respect the artistic autonomy of the organi-
sations, the local administration makes a moral appeal to organi-
sations to participate in achieving cultural, economic and societal 
goals by realising new network connections with societal areas 
(ketengedachte). The respect for the organisations’ autonomy 
entails that the local administration does not enter into detail as 
to how this participation may be effectuated. The local administra-
tion is confident of the workings of artistic autonomy in relation to 
topical societal goals.

8.3 Managerial identity and agency 

The third element observed in strategic practice concerns the agency 
displayed by organisational actors, connected to reflections on leader-
ship identity and organisational culture. 

For Speelklok, the desired outcome of the process is clearly identified:
I know exactly what the museum should look like, from the café to the 

redevelopment to the financial picture. (Speelklok, 2012a) 

The leadership shown in this process is perceived as making 
decisions and care for realising support for these decisions: 
Realising change takes time. People do see that I’m driven and ambi-

tious. It inspires people. I just hope I don’t ask too much from people. 

I make the final decisions, and it’s my job to keep everyone connected. 56

Also organisational actors in HFadW show considerable agency in 
realising change: 
I strongly have the feeling I can manage this. I went to the city and asked 

what they were up to with the building. The city wanted to preserve the 

building for the performing arts. (HFadW, 2012b) 57

As in Speelklok, the change process leading to Het Huis has uni-
lateral leadership. The fact that the organisational actor who executes 
all this is not a creative is an advantage: 

In November 2012, the Utrecht bidbook does not make it through the 
first selection round. Utrecht will not be European cultural capital in 
2018. Despite the fact that the bidbook is judged to show an ‘optimis-
tic view of the future and the social approach to culture’, and despite 
the fact that ‘citizens’ participation and involvement have been part of 
the preparatory activities’, the… 
‘sustainability of the ECoC year as part of the long term cultural 

development of the city is poorly mirrored in the bid document, as is the 

year’s legacy in terms of know how transferred to the cultural sector. 

(Utrecht, 2012-5: 5)

In its overall assessment, the Panel felt that the city of Utrecht’s 

application falls short of the “European Dimension” criterion, is very tra-

ditional and conventional in its cultural programme and lacks an exciting 

artistic vision. (Utrecht, 2012-5: 6)

The jury does not recognise the climate of experimentation, 
fostering young talent and creating new connections that the city pre-
sented in its documents, and the ideal to create a lasting effect on the 
cultural infrastructure is judged to be weakly developed. The criticism 
of the committee relates to the level of embeddedness of the 2018 
ambition within the sector. Where the local administration explicitly 
aims to provide space for partners in the sector to fill with ambitions 
and exciting ideas, it is the lack of creative gusto that disappoints 
the committee.

Where the strategy of networking is experienced to influence 
the relationship between organisations and institutional context, 
the introduction of the term partnership by the local administration 
doesn’t have the same effect. Artistic and economic reactions to the 
partnership proposition remain separate.

This paragraph focusses on how the concept of partnership is 
used in the local culture-political discourse to establish an equal 
relation between the city and cultural organisations. Creative ‘out 
of the box’ ideas are expected to give content to the local admin-
istration’s policy to strengthen the profile of city of culture and 
knowledge. Partnership is seen as conditional for a successful 
2018 strategy. In the discourse between city and cultural sector, 
details on the expected contributions of the partners from the 
field are deliberately left open, as is the exact understanding of 
the term partnership.  
 
The concept of partnership is introduced to reframe the traditional 
relation of subsidiser and receiver into an relation contributing 
to the city’s culture-political ambitions. Organisational actors 
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People have to be able to work independently. (HFadW, 2012a) 62

In Speelklok similar sounds are heard:
The advantage of having one general manager is that there is unity; 

there is no ‘divide and conquer’ situation. I can enforce things, including 

artistic issues. That gives a clear direction. (Speelklok, 2012a) 63

Unilateral leadership includes that creative/business considera-
tions are concentrated in one person. The process of decision-making 
and negotiation between creative and business issues in for-profit 
firms is seen as a team concern. Monobanda observes that it’s impor-
tant to permanently discuss the issue: 
We do discuss it a lot in the team. There is always a tension on this 

subject. If you don’t keep talking about it then frustrations will grow. 

This has led to tensions, so we do keep it in discussion. We are making 

art, and at the same time we need to be a firm. (Monobanda, 2011a)

It has become easier over the years:
We have become better in combining artistic integrity and business. 

We need to make artistic choices faster than we used to. One of us 

takes this role more and more often. I just remind people of deadlines. 

Everybody accepts this; after all we cannot afford to miss a deadline. 

The team understands this. (Monobanda, 2011a) 

In the Monobanda team, and a similar reflection was given by 
Born Digital, one person is endowed with the power to propel an ar-
tistic process to a next step towards completion. In Tinker too, there 
is a continuous discussion, in which the basic intention of organisa-
tional actors is to remain in agreement. 
The business manager still has to hit the brakes sometimes, but the 

discussion is always reasonable. The key to this is to decide on financial 

risks as early as possible. (Tinker, 2010). 

Balancing creative and business elements is seen as a shared 
team responsibility, which has become easier over time. It has 
become routine. 

Key words in this paragraph are change, vision and leadership. 
In the observed cultural organisations, change is seen as a process, 
which is (re) constructive of creative identity on the basis of a 
strategic vision. Leaders manage openness and transparency towards 
stakeholders and combine the balance between creative and economic 
considerations in one responsibility and identity. The negotiation 
between creative and business considerations is integrated in lead-
ers’ deliberations and actions. The managers experience it to be an 
advantage not being a creative but having enough knowledge of the 
artistic field to acknowledge and incorporate its perspective in the 
change process. 

Creativity is not my personal identity, but I know enough about it to be 

able to deal with it. (HFadW, 2012b) 58

This unilateral leadership position is different from the position 
taken four years earlier, when HFadW was led by two managers: 
Business leadership is a creative occupation in which a duo with the 

artistic leader leads to THE success of a company. (HFadW, 2008: 27) 59

The process is experienced as continuous communication. It takes 
a great deal of situational leadership to get the message across.
I know how it needs to be done, but need to explain it to everyone. I’m in 

continuous contact with stakeholders, inside and outside the organi-

sations. I’m pushing buttons everywhere. I’m an informal person. I have 

been listening and talking for two years now. Everybody is different, 

so I have a different rapport with each and every one of my colleagues. 

(Speelklok 2012b) 60

At the end of the day you find yourself talking to a huge number of 

people. (HfadW, 2012ba) 

The leaders of HFadW and Speelklok make different substantive 
choices but both take an extravert and almost autonomous position, 
which is perhaps best formulated by the creative manager of HFadW 
when he reflects on the relation with the city:
I don’t want them to tell me what to do, but to relate to what I‘m doing. 

(HFadW, 2012a)

In either case, organisational actors instantiate individual leader-
ship in realising distinctive organisational and creative identities, or 
in other words ‘constructions that are productive of a sense of coher-
ence and distinctiveness’ (Sveningsson and Alvesson, 2003: 1165). 

The statements on leadership need to be seen in relation to a 
reconsideration of organisational culture. Traditionally, organisa-
tional culture in organisations in the arts is experienced as being flat 
and democratic, open to questions, supported by all members, but in 
the end following whoever is responsible for the artistic discourse: 
paradoxically flat but hierarchical (HFadW, 2012c). The tension 
between democratic and hierarchical organisational style is demon-
strated during the strategic meeting in January 2011, where after the 
presentation of the creative strategic plans, the elaboration of these 
plans is presented as a collective process to follow. Later, during the 
process itself, organisational actors of HFadW reflect on the type 
of organisational culture needed for the strategic process they are 
involved in.
The previous organisational culture was less aimed at performance; it 

was more about individual development. Now it’s about performances 

one has to live up to. We used to be a democratic organisation, now we 

are more directive. (HFadW, 2012b) 61

You can’t have a democratic organisation. There needs to be a hierarchy, 

albeit as flat as possible, without levels in which things can get lost. 
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The merger into the new festival may present an opportunity: 
In two years time, there can be a new identity after all. This is the oppor-

tunity to start something new, which is about: in which aesthetic forms 

do artists react to society. (HFadW, 2012c) 66

This paragraph shows how in change processes managers reflect 
on the advantage of a managerial identity which is non-creative 
but with enough knowledgeability of the creative field to incorpo-
rate the creative perspective in their work. Speelklok and HFadW 
managers reflect on their responsibility to establish a functional 
hierarchy and manage transparency with stakeholders.  
 
In the observed processes in HFadW and Speelklok, the creative /
business concern is integrated in leaders’ deliberations and ac-
tions. In observed for profit teams the creative / business debate 
is experienced as a routine effort in which team members take 
responsibility. 
 
Looking back, managers of HFadW realise that in the past issues 
pertaining to identity and change have not been addressed at 
moments when this would have made sense, due to the value given 
in the institutional discourse to existing organisational identity. 

 ― Revanche
The change in organisational culture in HFadW is accompanied by a 
reflexive realisation of how an established creative identity meant that 
organisational actors did not experience the necessity to actively look 
for new connections and opportunities. One respondent of HFadW 
reports this status quo was a structural limitation of the organisation’s 
space for manoeuvring. 
‘… Subsidisers used to enforce your organisation had its own identity’ 

(HFadW, 2012b)... 

All these opportunities we didn’t realise in the past. Everybody was on 

his own island. (HFadW, 2012b) 64

Reflexively considering the issue of creative identity and how it 
was understood, one manager of HFadW feels that
I have always found it a better idea to disconnect festival and huis. I do 

see the advantages for the content of the organisation. But it doesn’t 

work because it’s a double commitment: a production house has to 

accompany young people in the process, with all the uncertainties that 

go with it, while at the same time the target is to arrive at a production 

which must be good enough to show in the festival. It must be pushed 

towards an end product, but once you’ve started an adventure with a 

young theatre maker, you can’t back off anymore. If Het Huis (not a pro-

duction huis, but the building) would be connected to the festival, then it 

would be a far too large obligation for the organisation. (HFadW, 2012b)

In Huis aan de Werf, over the years the positive sides of the 
double structure of festival and production house had been stressed, 
discarding possible disadvantages. On the one hand, in the produc-
tion house young theatre makers had artistic freedom and time, 
while on the other hand their productions were to be presented 
in a festival with clear deadlines. This double commitment proved 
hard to explain to creatives who developed productions in Huis aan 
de Werf (HFadW, 2012b). Now, the process of change allows the 
organisation to correct that situation. Also Speelklok reports that 
redevelopment of the exhibition in order to ‘unleash the poten-
tial’ of the museum was long due and had been attempted earlier 
(Speelklok, 2011a; 2012a). 

Similarly, from the artistic point of view the creative manager of 
HFadW sees in hindsight that the organisation’s identity was entan-
gled in a routine. The new artistic leader’s mission was to improve 
international programming. The fact that the existing audience 
showed less interest in international programming (HFadW, 2009) 
should have led to a more agency based, pro-active approach. 
I have introduced a more radical political angle, but that wasn’t com-

municated to the audience. When you enter an organisation, you are 

supposed to change all these things. But people said we don’t do this in 

Holland. Now is the chance to correct this. (HFadW, 2012c) 65
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8.4 Growth and development

Growth is an important theme in strategic discourses and has a 
variation of connotations for cultural and creative organisations, the 
local and the national administration. Based on this research, a survey 
of the understanding of the term is given in Table 10.

Interviews

Better visibility and credibility
Larger projects.
No permanent organisational growth.

No data

Creative position of festival and house 
need to grow over time. 

Larger productions, more staff

Temporary reduction of activities to 
create space for growth in the future.
Larger projects.
No permanent organisational growth. 

No data

Growth of numbers of members and 
growth of visibility.

More and larger projects, network 
organisation

More payed projects, which will allow 
payment for collaborators and make 
space for non-payed projects. 
Organisation grows because interns 
don’t leave. 

Larger projects. 

Larger projects, no permanent  
organisational growth. 

Documents 

No data

Growth of audience, network 
position

Brand research: growth of ticket 
sales and brand awareness.
Policy 2008: larger and more  
productions, more staff. 

Growth of organisation and  
remuneration of employees. 

Deeper and broader programming 
towards Music Palace

Growth of collection and numbers 
of visitors

Growth of sponsors and number of 
artist- members

More and larger projects, network 
organisation

Growth of international network

No data 

“Growth”

31Volts

Filiaal 

HFadW

Rosa

SJU

Speelklok 

Kunstliefde

Monobanda 

Born Digital

Tinker

Table 10. Associations with the word growth. 

The associations for non-profits with the term growth mainly pertain 
to reaching a larger audience, larger productions and further staff 
professionalisation. The political context is interested in growing 
numbers of visitors; self generated income and educational activities. 
For the city of Utrecht, related to the cultural domain, growth is relat-
ed to growth of its population and cultural budget (Utrecht, 2011-1), 
and an ambitious cultural ‘investment-agenda’ for 2008-2018 

Interviews

Acquiring creatively interesting projects. 
Design a business for ourselves. 

No data

Facilitate, attract interesting creatives. 
Making a contribution to the societal 
debate. 

Acquiring creatively interesting projects 

Improve creative visibility. Making a plan 
to realise our dream. 

Improve artistic visibility and position 
in the city

Improve financial situation

Improve financial situation

Context analysis and management of 
expectations 

Align corporate communication

All policy is strategy 

Documents

Positioning the content strategically 
in the market. 

The word doesn’t appear in 
documents

Marketing communication. The word 
does not appear literally in beleid-
splan. 2008: growth ambition. 

Developing ideas which are 
interesting to people with a variety 
of interests

BHAG (Big Hairy Audacious Goal). 
Public relations and acquisition, 
focus on real commissions. 

Developing larger and multidiscipli-
nary productions, education

Strategic partnerships

Developing an inspiring regional and 
international network

Authenticity, originality

Improve accessibility; professionali-
sation; improving financial position. 

Facilitate developments. Promoting 
promising alliances with important 
stakeholders in the city. 

“Strategy”

31Volts 

Filiaal

HFadW

Tinker

Monobanda

Rosa

Kunstliefde

Born Digital

SJU

Speelklok

Utrecht

Table 9. Associations with ‘strategy’.

Interviewees were asked to give their associations with is the term 
‘strategy’ (table 9). Most reactions relate to creative visibility, in in-
terviews Kunstliefde and Born Digital also refer to financial strategy, 
Speelklok does so in documents. In interview, Sjujazz introduces 
a rational approach of formulating expectations on the basis of an 
analysis of the environment. In other documents or interviews there 
is no mention of strategy as a rational process, with the exception of 
HFadW’s brand strategy, which was formulated with the help of an 
external advisor. 
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audience. In order to achieve this, the programming that starts from 

music and visual arts will have to grow. (HFadW, 2008) 69

The multidisciplinary angle is a returning topos in the growth 
discourse. Also the Rosa Ensemble wants to ‘make larger and theat-
rical productions to reach a larger audience. Cooperation in order to 
achieve more growth’ (Rosa, 2011a). 

Via these notions, artistic growth also becomes accompanied by 
organisational growth, and subsequently to growth and professionali-
sation of the PR and production capacities:
With the appointment of a production and PR employee, the man-

agement can focus more on artistic and business responsibilities. 

(Rosa, 2009) 70

The business management will be educated further in order to realise 

this growth. (Rosa, 2009) 71

In 2012, the Rosa ensemble looks back at a successful expansion 
and professionalisation of the supportive office, which is given credit 
for a growth in ticket sales for multidisciplinary performances, which 
in its turn paves the way for the next step towards work where indi-
vidual disciplines ‘no longer exist independently’ (Rosa, 2012: 5). 

The view of Museum Speelklok on artistic growth is twofold. 
There is an artistic side, formulated in broad terms:
The strategy is focused on preserving a broad, playing collection and our 

knowledge about this collection… 

… Accompanied by a contextual (target group) awareness and profes-
sionalisation of staff: 
… Presenting the collection in context to make it (more) accessible for 

different target groups; organising various activities in order to make 

the museum (more) attractive for new and returning visitors; creating a 

healthy(er) financial basis; improve professionalisation of the organisa-

tion. (Speelklok, 2010) 72

HFadW, like Filiaal and Rosa aims for multidisciplinary work (or 
rather for the abolishment of disciplinary confines altogether). It also 
formulates measurable quantitative growth ambitions for its market-
ing strategy, on which a professional brand strategist advises HFadW. 
Targets are i.a. a forty per cent growth of tickets sales for the festival, 
and a tripling of the brand awareness ( ) (from 1% in 
2008 to 3% in 2012) (HFadW, 2009: 14). The involvement of a brand 
strategist by HFadW in 2009 introduces a new, market oriented 
vocabulary to the growth discourse, but inside these rhetorics the 
original combination of festival and production house remains a 
given creative point of departure: 
In order to improve the power of the brands production house and 

festival, the choice is made for an ambitious brand positioning of the 

two organisational elements. (HFadW, 2009) 73

(Utrecht, 2008-2: 32). In commercial creative firms, the association 
with growth is predominantly qualitative, but the political context 
calls the creative industry to a larger growth discourse: 
The creative sectors […] are internationally more and more considered 

to be the engine for future economic growth. (MinOCW, 2009) 67

The importance of the growth-theme makes it relevant to consid-
er how growth is understood from the point of view of policy makers 
and the cultural and creative organisational actors. 

 ― Non-profits: Artistic and organisational growth 
Artistic ambitions are leading in considerations about growth, at 
the expense of economic interests. The business plan for Het Huis 
extensively looks at creative positioning, a detailed investigation 
of the opportunities of commercial exploitation of the building is 
announced for a later moment (HFadW, 2012: 21). The target of the 
change process in Speelklok is dominantly seen as an improvement of 
the creative and communicative position. In financial terms, the pro-
cess is modestly ‘expected to at least increase return visits’ (Speelklok, 
2011c). The process of negotiation and explication with stakeholders, 
both inside and outside the organisation, is predominantly concerned 
with creative positioning. 

In its application written in 2008 for a new four-year subsidy from 
the city of Utrecht, Het Filiaal presents the ambition to expand the 
number of large hall productions. It argues that producing one large-
hall performance each season (instead of one every other season, as 
was the habit until then) logically follows from, among other things, 
the development of a creative signature and accessibility of earlier 
productions (Filiaal, 2008: 1): 
We will produce a new large hall production every year, which we will play 

in all important Dutch theatres. This ambition is a logical consequence 

of the development of our artistic signature, the accessibility of the pro-

ductions for a new (young and colourful) audience and earlier successes 

with larger productions. (Filiaal, 2008: 1) 68

A similar ambition had been formulated in the application for the 
previous period 2005-2008. Het Filiaal seeks to expand the artistic 
palette by involving other art forms in the productions. Although 
doubling the number of large hall productions is a growth ambition 
that also will lead to larger audience numbers, Het Filiaal does not use 
the word ‘growth’ in relation to this plan. It does use the term growth 
in relation to the increasing number of school children it will reach 
out to in the region (2008: 2, 5). 

HFadW also refers to the rationale that earlier successful experi-
ences should lead to expansion, when it writes in 2008:
The festival is a festival for theatre, visual arts and music. The dis-

tinction between disciplines becomes less and less important for the 
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Growth is a recurring theme in the observed cultural organisations’ 
documents. External opportunities (Sju) or logical artistic devel-
opments (Filiaal, HFadW, Rosa) are interpreted as rationale for the 
strategy of increasing programming activities and expand staff. 
What organisations do is connect reflections on the past (earlier 
productions have experienced success), to rationalise the present 
(we must act on this experience) in order to motivate future ac-
tions (it makes sense to increase the number of productions which 
proved successful).

 ― Growth, institutional practice and discursive middle
Cultural organisations need support from the city to grow. Sjujazz, 
for instance, at one point expects to need a 75% increase of the budget 
to cover costs for growth and professionalisation of staff (SJU, 2008). 
For Rosa, financial growth is seen as vital for its survival:
We do not think it is feasible to continue on this modest financial basis. 

(Rosa, 2009) 79

The routine procedure for acquiring financial support involves 
writing an application for subsidy based on a long term plan, followed 
by an advice by the city’s cultural advisory committee, followed by 
a political decision. In 2008, the advisory committee assessed the 
strategic plans on the basis of criteria of craftsmanship, expression 
and originality, as well as cultural entrepreneurship, in this case un-
derstood as the quality of production, organisation, financial policy, 
marketing and cooperation (Utrecht, 2008: 100). 

As mentioned earlier, Het Filiaal underpins growth by referring 
to the successful development since 1994 of its artistic handwriting, 
leading up to the logical step to investigate the possibility to work with 
a larger ensemble. In its feedback to the subsidy request for the period 
2009-2012, the Utrecht Arts Council accepts this logic of Het Filiaal: 
The reason for scaling up […] is sufficiently motivated on the basis of 

earlier successes (Utrecht, 2008: 76). 80

The position has a certain tradition, since the same argument 
was used in the advice for the previous subsidy-period 2005-2008 
(Utrecht, 2004: 48). 

The local administration is neutral with regard to the desirability 
of growth of individual organisations. It perceives the organisations 
to initiate the discussion. (Utrecht, 2011a). Nevertheless, both the 
Utrecht advisory council for the arts and the local administration 
have an opinion about it. They show some scepticism towards growth 
ambitions of several of the observed cultural organisations because…

Sjujazz (2008, 17) expects the participation in the Music Palace 
development to lead to organisational growth, cooperations and 
professionalisation of staff; an increase of the number of concerts and 
visitors and more activities outside the city. Also Sjujazz refers to a 
historical tradition of growth: since 1995 ticket sales have grown (Sju, 
2008: 3), and now there is a need to grow in view of the targets set for 
the new concert hall the Music Palace. 
In light of the Music Palace, over the next four years SJU has the clear 

ambition to grow, broaden and deepen. Broadening to new target groups 

is necessary to realise the scaling in productions and audience we 

aspire, and to gain the experience that will, together with partners, make 

the music palace a success. (SJU, 2008: 6) 74 

But here too the creative core needs to be protected. As early as 
2005, one of the considerations of SJU before entering the coopera-
tion that should lead to the Music Palace was: 
Conditional for cooperating in the Music Palace is that SJU and its prod-

uct remain recognisable as belonging to a cultural institution focused on 

jazz and improvised music as a form of art (SJU, 2005) 75

Discussing the opportunities that arise from participation in the 
Music Palace adventure, Sjujazz perhaps formulates best the domi-
nant underlying motivation of growth in cultural organisations when 
it says it is: 
… A healthy organisation with ambition, which bumps into its limita-

tions: we want more than we can realise. (SJU, 2008: 6) 76

This describes what is felt in the other texts: growth is necessary 
to realise creative ambitions by stretching organisational confines. 
This requires organisational agency, like the appointment of new 
staff, professionalisation of staff, or, as Het Filiaal shows, direct 
influencing regional politics: 
Het Filiaal has put youth theatre on the agenda. As a result of that 

(zodat) city and province have incorporated it in their strategies. 

(Filiaal, 2008: 3). 77

The use of the causal “zodat”-construction is also seen in the deci-
sion of Het Filiaal to take the sales of family- and school performances 
in its own hand. Even though Het Filiaal occupies a leading position 
in its field, it seems to understand its environment to be not entirely 
without threats (Chia and Holt, 2006: 649). The perceived threat in 
this case is the growing political interest in amateur art at the expense 
of professional art: 
The current trend in politics is increasingly focused on cultural envi-

ronment and amateur art, and professional art risks being neglected. 

Het Filiaal is fully conscious of this and works hard to be ahead of this 

future. (Filiaal, 2008: 5). 78

In order to do this, Het Filiaal works closely together with inter-
mediary and educational organisations. 
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The growth plans of Sjujazz are said to display inadequate artistic 
vision, which reduces the council’s confidence in its contribution 
to the upcoming process of establishing the Music Palace. Earlier, 
in 2004, the committee had stated that SJU needed a better artistic 
profiling, but was confident that it had enough potential for an 
artistic ‘growth strategy until 2007/8’ (Utrecht, 2004: 73). In 2008, the 
committee’s advice is to not increase the subsidy until SjuJazz is more 
capable of positioning its unique artistic signature in the development 
towards the Music Palace (Utrecht, 2008: 63). The committee links 
the success of this process for Sjujazz to its artistic visibility and sug-
gests that a more powerful programming policy would better show 
its ‘uniqueness’. The business underwriting of Sjujazz’ plans is not 
mentioned in the advice, despite the substantial financial implications 
of the venture. 

Artistic argumentations are dominant in routine interactions on 
growth between cultural organisations and local administration. 
They become a subject of reflection when the relation between 
identity (‘artistic signature’) and growth (‘scaling up’) is brought 
up by the advisory committee. The committee formulates reserva-
tions based on the presumed risks of growth for creative identity 
but these reservations do not lead to a fundamental discussion of 
the necessity of growth.

The fact that the committee accentuates artistic considerations in the 
organisations’ subsidy plans, despite its mandate to include ‘produc-
tional and entrepreneurial’ quality’4 (Utrecht, 2004: 8, 100; Utrecht, 
2011a) is part of a general phenomenon in the subsidising practice 
in the city. After an internal evaluation conducted in 2012, auditors 
concluded that research into the financial position and quality of 
requesting organisations is insufficient (Utrecht, 2012-3: 55) and 
financial conditions were hardly given to cultural organisations (ib.: 
57). Substantive judgements are treated as more important, even to 
the point that officials looking at the content of a request are usually 
of a higher rank than those looking at the financial and business 
criteria (ib.: 56). 

4  —  Other criteria were contribution to pluriformity, contribution to the Utrecht cultural 
infrastructure, influence on cultural climate in city and province. 

‘Bigger isn’t always better’. […] Qualitative growth is not automatically 

connected to quantitative growth. Making the right choices and real-

ising a sharp profile can also achieve improvement of quality. (Utrecht, 

2008-1: 8) 81

For the Filiaal, the committee hopes
… That Het Filiaal will be able to preserve the carefully constructed 

identity and quality, when the number of large hall productions doubles. 

(Utrecht, 2008-1: 76) 82

The local administration itself also hopes for protection of the 
Filiaals artistic identity or ‘qualitative growth’ (Utrecht, 2011a), 
suggesting that ’scaling up’ might compromise this identity. The 
strategic document (Filiaal, 2008) nor the committee’s advisory text 
elaborate on the exact meaning of the pivotal terms ‘artistic signature’ 
( ) and ‘identity’. In the discourse between 
Utrecht and Filiaal, the quality of the work of the Filiaal literally goes 
without saying. 

A similar interaction pertaining to how growth can be a risk for 
artistic identity is seen four years later, when Rosa projects an in-
crease of the number of performances for 2013-2016. The committee 
is positive about the artistic position and plans of Rosa (‘The commit-
tee judges the artistic quality to be good’). The increase of the number 
of concerts is considered ‘ambitious, but not unfeasible’ (Utrecht, 
2012-1: 64). But it adds: 
On the other hand the committee hopes that the ensemble will not lose 

sight of reality in the shrinking cultural market and think it is larger than 

it in reality is. (Utrecht, 2012-1: 64) 83

Despite the examination of the budgetary paragraphs in subsidy 
applications, in the individual advisory texts the committee often con-
siders financial aspects to be logically consequential to artistic growth 
ambitions. If our observed organisations are critically reviewed at 
all, it is for lacking an articulated artistic vision (Rosa and Sjujazz 
in 2008) or for the risk of dilution of artistic identity as a result of 
growth (Filiaal in 2008). 

The importance of an artistic underpinning of growth plans is 
seen in the committee’s negative evaluation of the plans of HFadW 
(2008) (Utrecht, 2008-1: 89). The artistic plans lack distinction and 
the ‘exorbitant’ increase of subsidy it has requested is insufficiently 
underpinned by artistic policy or organisational argumentation. 
Also the plans of Speelklok to renovate the exhibition in order to 
better connect to the audience and increase financial independence is 
reviewed critically:
But if the earlier large-scale rebuilding is an example for future building 

projects, the committee emphatically advises to look at the substantive 

quality of the building plans. (Utrecht, 2012-1: 91) 84
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(Utrecht, 2012-2) based on the advice of the Utrecht advisory 
council for the arts, the term entrepreneurship is not used at all. The 
document consistently uses the term ‘business plans’ (

), with the addition that these business plans are expected to 
contain contributions to the city’s cultural ambitions up to 2022. 

At first, the observed cultural organisations use the term entre-
preneurship modestly in strategic documents. HFadW mentions it in 
its strategic plans in 2008 and 2009, as a theme to discuss with makers 
who work in the production house.
Together with the Lab, HFadW promotes business entrepreneurship in 

the performing arts. This starts with the curricula at the Utrecht School 

for the Arts. (HFadW, 2009) 88

For the organisation itself entrepreneurship is connected to 
financial creativity:
In the changing landscape, in which the arts must become less de-

pendent of the government, a new generation of business leaders 

is needed, who know what cultural entrepreneurship really means. 

(HFadW, 2008: 27) 89

The organisation considers itself to be successful in 
entrepreneurship: 
HFadW is an entrepreneurial organisation, which often knows how to 

secure external funds. The downside of this is that the ratio between 

structural and incidental subsidies is out of balance. This makes the 

organisation vulnerable. (HFadW, 2008: 42) 90

In its strategic discourse, Speelklok refers to the term ‘custom-
er-oriented entrepreneurship’ (Speelklok, 2010; 2011). This refers to 
the way employees deal with visitors, in combination with a financial 
understanding of entrepreneurship: 
The museum is proud to be a culturally entrepreneurial organisation, 

which generates a large part of its income. The city of Utrecht offers 

a structural exploitation-subsidy, which is necessary for the museum. 

Next to this, the museum actively brings in incidental funds for several 

projects. (Speelklok, 2009: 10) 91

Also for Speelklok (2010), entrepreneurship is one of the elements 
in finding a balanced exploitation, in fact one that should be appreci-
ated and rewarded by society (i.e. the city):
We want to be a frontrunner as a culturally entrepreneurial museum 

but do expect a reasonable contribution from society in return, we are 

worth it! (Speelklok, 2010) 92

Overall, in observed documents written before 2012 the term 
entrepreneurshp is modestly used and mostly interpreted as finding 
a combination of structural and incidental funds. In later documents, 
organisations elaborate on practical or innovative entrepreneurial 
measures. Where the mention of entrepreneurship in Rosa (2009) is 
instrumental to the artistic goals and described as… 

 ― Cultural entrepreneurship 
In its 2008 advice, the Utrecht Arts Council observes that practically 
all applicants in the performing arts have considerably increased their 
requested budget in order to realise prospected growth (Utrecht 2008: 
17), while the quality of financial underpinnings showed enormous 
variations (id.: 9). Even some of the experienced applicants are seen 
to have trouble motivating their ambitions convincingly, and provide 
sufficient financial and managerial support for their plans (Utrecht, 
2008: 9). The committee is worried about this, since it considers ‘cul-
tural entrepreneurship’ crucial in this day and age. Four years later, 
Museum Speelklok is not only critiqued for the ‘substantive quality’ of 
its building plans, it also receives critique on financial policy:
 […] The museum requests an increase of the city’s contribution to 

cover exploitation costs, but fails to add a matching rise of self generat-

ed income, which considering the plans would not be unrealistic to ask. 

(Utrecht, 2012-1: 90) 87

A recurring topic in the discourse on artistic, organisational and 
economic considerations is that of the suggestion made to cultural 
organisations to be entrepreneurial. In this paragraph I will look at how 
this term is used in the observed strategic documents in 2008 and 2012. 

Cultural entrepreneurship is understood as the quality of the the 
strategic plans by requesting organisation concerning production, 
audience reach, finances and networking. The interpretations in 2008 
and 2012 vary slightly:

Interpretation of  
entre preneurship in the  

advisory committee’s report 
 in 2012. 

Business operations

Audience reach

Sources of finances

Partnerships

Participation in relevant networks  
(in and outside of the city, and 

internationally)

Interpretation of entre preneurship  
in the advisory committee’s  

report in 2008  
(Utrecht, 2008: 100) 

Production 

Organisation 

Audience reach and marketing 

Financial control

Cooperation with other artists,  
organisations and institutions in  

and outside the city

Table 11. Elements of cultural entrepreneurship used in advisory committee’s documents.

In 2008, insufficient cultural entrepreneurship equals insufficient 
financial underpinning of artistic plans. The committee mentions 
internal operational responsibility where in 2012 it looks more at 
the desired outcome of entrepreneurship. In the administrative 
memorandum containing the final subsidy-proposals for 2013-2016 
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… Which materialises in establishing cooperations with other cultural 

institutions in the city and becoming on of the city’s ‘cultural hotspots’ 

(Kunstliefde, 2012: 5). 

 ― Discursive middle 
In their strategic documents, cultural organisations combine creative 
arguments (innovation of form), organisational arguments (more 
staff and money, entrepreneurship) and economic arguments (accessi-
bility, more audience). We have seen that it’s the advisory committee’s 
feeling that in these documents the relation between these themes is 
not always well explicated. Looking at how this connection is created, 
which is in fact the connection between artistic and economic strate-
gic considerations, one encounters a ‘discursive middle’: a formula in 
which artistic core and context sensitivity are simultaneously credited. 
The Filiaal for instance says:
Our core activity is making performances, which are accessible and at the 

same time distinctive in craftsmanship and content. (Filiaal, 2008: 1) 99

For Sjujazz the continuous balance between creative freedom and 
sound business goals are in the lead alternately (Sjujazz, 2010a): 
In a professional organisation programming and marketing closely work 

together. Sometimes programming will follow marketing, for some target 

groups you have to find the right programming. (SJU, 2008: 13) 100

Kunstliefde strikes a balance between curating exhibitions while 
taking into account that works can also be sold (Kunstliefde, 2010a). 
Speelklok has the aim to connect two interests in the development 
of a new exhibition set up, in this case audience experience and the 
history and content of the collection:
The new presentation stands on three pillars: knowledge, experience 

and marvel. It assures an unforgettable experience. To tell this story the 

exhibition answers numbers of questions concerning cultural history, 

music, technique and art history. (Speelklok, 2011) 101 

For HFadW, considering its artistic profile of politically aware 
and experiential theatre, the relation between artistic development 
and context sensitivity is thematised in the creative work itself. 
HFadW is a platform for undisturbed creative development, while it 
asks from visiting artists sensitivity to context. In an interview, this 
relation is formulated as a synthesis: 
The theatre makers I speak to want to be independent, but they do need 

context. We want to create that context but don’t ask them to give 

in on independence. Makers appreciate this, but in order for it to work 

they have to love each other. They must be willing to open up to society. 

(HFadW, 2012a) 102 

In its evaluation of the plans by Rosa (2008), the Utrecht Arts 
Council adopts the discursive middle formula as well: 
The committee appreciates that Rosa presents its ‘difficult’ music with 

This document first describes the artistic policy, next the cultural entre-

preneurship needed to realise this artistic policy. (Rosa, 2009) 93

… the policy document of Rosa for 2013-2016 (Rosa, 2012) introduc-
es far reaching entrepreneurial innovations. Apart from re-running 
successful performances and renting out the studio, it tries to find 
a market for its strong point, research and innovation, by offering 
knowledge and experience to educational institutions and establishing 
partnerships (Rosa, 2012: 19). Rosa relates entrepreneurship to the 
district (the context) where it is housed. 
This context-sensitive work is related to entrepreneurship, which 

receives more attention in this plan than it did in earlier plans. (Rosa, 

2012: 11) 94

In its strategic plan of 2012, Het Huis introduces new financial con-
structions for survival. Although the document (HFadW, 2012) is meant 
to function as a business plan, the word entrepreneurship appears 
only once, in a general sense as a source of matching financial sources:
… Huis a/d Werf researched how the Huis can continue as a place for 

theatre makers with cultural entrepreneurship and commitment from 

the city (administration and partners in the arts). (HFadW, 2012: 5) 95

yet the document does formulate an entrepreneurial challenge for 
the Huis similar to what is formulated by Rosa, namely to capitalise 
on the expertise it has built up over the years for its own practice: 
theatre production, finding extra funds, marketing and publicity: 
Several members of the regular staff of the Huis is can be called upon by 

third parties. (HFadW, 2012: 10) 96

Note that finding extra funds is also mentioned in earlier docu-
ments, quoted above, as example of the cultural entrepreneurship of 
HFadW itself. ‘Selling’ this expertise to clients illustrates the change of 
interpretation of the term entrepreneurship. 

In 2012, after having made the decision to separate the identities 
of production house and festival, the Utrecht Arts Council bur-
dens the Huis with a percieved tension between ‘cultural goal’ and 
entrepreneurship:
The committee applaudes that in 2012 Het Huis is opened for independ-

ent professionals. This contributes to the public function of the building, 

and it is interesting as a form of entrepreneurship. The committee expects 

that Huis a/d Werf will be able to maintain its cultural goal and realise 

synergy among renters [theatre-makers, jk]. (Utrecht, 2012-1: 37) 97

Kunstliefde uses the term systematically in its later documents. It 
connects cultural entrepreneurship to audience reach: 
It is the ambition of Kunstliefde in 2013-2016 to contribute as a cultural 

entrepreneur substantially to the appreciation of contemporary art and 

attract a wide and varied audience. (Kunstliefde, 2012: 5) 98

… But Kunstliefde also reframes its role in the network as a  
matchmaker… 
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Growth in quality can lead to larger commissions, but not necessarily 
to structural organisational upscaling because ‘we need to respect the 
maximum scope of control of our management’ (Tinker, 2011a). Also 
Monobanda experiences growth in terms of professionalisation and 
not in team size. If extra capacity is needed, partnerships are created 
with small and dedicated companies.
We are still with the original team of five, plus free lancers for projects. 

Team members’ roles have become clearer over the past year. The 

design team has become faster and more professional. We follow our 

passion, and that seems to stick. (Monobanda, 2011a).

For 31Volts, organisational growth particularly makes sense in 
relation to content driven goals:
In five years time we’re perhaps twenty. We won’t be big in commerce 

but big in content. Next to product development I want to set up service 

design departments in large enterprises. Teach them how to do it 

themselves. (31V, 2012)104

There is some unpredictability in how opportunities arise. In 
the experience of 31Volts and Monobanda, the start of growth can 
be traced back to opportunities that arose the moment the network 
started to understand the company’s work. 
I don’t know what actually changed in the world, but potential clients are 

beginning to understand what service design is. There is more happen-

ing than we hoped (31Volts, 2011a). 

… I don’t know how it happened. We truly do what we like, and 

that sticks. I think people want to be associated with what we do. 

(Monobanda, 2011a) 105

Monobanda experienced the start of growth when they started to 
attend network events. 
Opportunities came our way. Taskforce Innovation organised a master-

class on successful financing and gave the opportunity to pitch. This 

resulted in a lot of new contacts. Not direct commissions. Small bits, but 

they do add up. (Monobanda, 2011a).

Born Digital also experienced growth starting from a one-off 
opportunity in 2008: 
This successful pilot in de Winkel van Sinkel triggered an ambitious 

growth scenario (Born Digital, 2010). 

Clients started to approach Born Digital with more or less the 
same commission. This triggered reflection on what the outside 
world thought Born Digital was good at doing and installed a sense 
of a ‘product’ that could be repeatedly produced and exploited: 
large-scale video projection. Monobanda and 31Volts narrate similar 
experiences. They too developed a sense of their network position by 
analysing what the context expected them to be able to do, and expe-
rienced that this led to business. 

care for its audience without adding water to the wine and realising that 

music does not exist in a vacuum. (Utrecht, 2008-1: 61) 103

Observed cultural organisations and institutional context are well 
versed in using the rhetorical construction of the “discursive middle” 
to indicate the compatibility of artistic development and context sen-
sitivity. Creative work is to be both creatively unique and attractive 
for a target group. 

In their strategic documents, the observed cultural organisations 
rationalise artistic growth as a logical step, with subsequent con-
sequences for the organisation. The reaction of the administrative 
context shows understanding for the argumentation that growth 
is founded on artistic argumentations, but it adds the reservations 
that qualitative growth doesn’t necessarily entail organisational 
growth, and that growth should not jeopardise the artistic profile. 
 
The term entrepreneurship is increasingly found in strategic texts 
of cultural organisations. In documents before 2012, it is interpret-
ed as the need to find additional funds next to structural subsidies. 
In later documents, we find the interpretation of developing a wider 
variety of activities leading to the more diverse exploitation of the 
organisation’s creative expertise. 
 
The artistic argumentation is given prominence in the overall evalu-
ation. In the quadrennial interaction on subsidy requests, the city’s 
advisory committee does not fundamentally discuss financial and 
organisational arguments. The discourse on entrepreneurship con-
tains a struggle: organisations operationalise the term as a form 
of context sensitivity and new opportunities for exploitation of 
expertise. Underlying these actions is the contention that artistic 
identity may not be compromised in the process.

 ― For profits: growth and reputation
The ambition to grow quantitatively is something one would expect 
to find in commercial creative firms. Observation of the for-profit 
firms in this research however shows differently. Among the observed 
for profit firms, growth is understood in relation to network position and 
reputation, elements which we identified as vital in the previous chapter. 
31Volts (2011a) defines growth in qualitative terms as an… 
… Increase of credibility and acknowledgement. Money is an issue, but 

not the first one. (31Volts, 2011a). 
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We become more critical about new commissions. There is a debate in 

our team about moving boundaries in the things we can do (could we for 

instance make a documentary?) and what not. (31Volts, 2011a) 109

There is a risk in accepting projects that dilute your identity. 

(31Volts, 2011a) 110

Tinker does add that in times of economic crisis the firm may 
become slightly more opportunistic, while on the other hand a crisis 
also offers time and opportunity to ponder and re-establish creative 
points of departure.

In daily routine, the combination of creative freedom and business 
responsibility materialises in reliable procedures and careful commu-
nication with the client on creative working methods. First there is 
the need to understand the client. Monobanda indicates this under-
standing has become easier over time. 
In order to guarantee a high level of service, we take plenty of time 

to get to know our clients and to interpret their question or problem. 

(Monobanda, 2009-1: 13) 111

We understand our clients much quicker, we have become better in 

explaining to a client what is possible and what is not, and it takes less 

time to get to the real problem. (Monobanda, 2010a)

Going further than this, the client can become involved in 
co-designing the answer to a problem, a process which gives the 
client a central position and aims at reaching a good understanding 
and articulation of clients’ underlying problems. These principles are 
derived from the field of service design and involve gaining ‘customer 
insights’ (MinEA, 2009: 22), and ‘to actively involve the users of the 
service – with all their knowledge and backgrounds, to make sure 
new concepts correspond to their needs’ (MinEA, 2009: 34). 

Tinker explains on its website how it combines creativity and 
process reliability. The company communicates that it does not 
believe in ‘out of the box thinking’ (Tinker 2010-A), the popular 
term for creative problem solving. Out of the box thinking involves 
developing new visions and breaking through traditional patterns, 
establishing new connections in our brain (Byttenbier, 2002: 23) in a 
divergent process of creative leaps allowing for seemingly unrelated 
associations and ideas. Tinker’s position is that the solution to a given 
problem is to be found in the material that constitutes the problem 
in the first place. In a “grounded” procedure the problem is re-con-
textualised. The client is actively involved in the process (Tinker, 
2010-A), which makes the procedure manageable and at the end of 
the line prevents cognitive dissonance, a problem often encountered 
in creative projects. 31Volts reports similar co-designs solutions 
(31Volts, 2010-B) and looks at co-design as a way to maintain the 
organisation’s creative imago and the need of clients to be assured 
that the end product will be reliable and robust (31Volts, 2010a). 

Monobanda and Born Digital relate organisational development to 
finding better remuneration for their work:
In the past year we did a lot of promotional work for free or for very 

little money. We will stop that now. Festival X will be the last time we do 

anything for free. (Monobanda, 2009-2) 106 

Also Born Digital aims at realising more payed projects, which 
will allow payment for team members. The continuous balancing of 
creative identity and business can be seen in how Monobanda makes 
the distinction between ‘business projects’ and ‘our own projects’; 
projects for money versus projects to build up a network position, on 
their own risk: 
Next to all these (semi-) commercial assignments, there are also a few 

projects we set up ourselves, and in which we determine everything 

ourselves. (Monobanda, 2009-2)107

Also Born Digital works with own projects and looks at is as a 
growth strategy:
‘Growth’ became the desire to realise more payed projects, which will 

create a financial buffer for ‘our own’ creative projects (Born, 2010a) 

For Born Digital, starting out by taking up commissions for free 
is seen as part of an pioneering organisational culture. A “generation 
gap” emerged, when the Born Digital pioneers noticed that some 
of the young creatives involved in projects gave more attention to 
remuneration than the pioneers had done in their start-up days (Born 
Digital, 2010a). Later, this changes as the younger generation of 
co-workers becomes more involved in Born Digital and its organisa-
tional culture (Born Digital, 2011a). 

While the generation gap between first and second generation in 
Born Digital is equal to increasing financial awareness, the pioneers 
themselves experience a generation-gap with traditional subsidised 
organisations, which they perceive to be less resilient to changes 
in financial situation (Born, 2011a). Monobanda makes the same 
observation: 
We are not afraid of profit, and entrepreneurship is encouraged. But 

people who came from academies fifteen years ago hate the idea of 

profit, and find that thinking about money means you throw away your 

artistic integrity. “Maximum profit” is not our first goal. We just want to 

make a good living and do our own projects. (Monobanda, 2011a)

So there is ‘our own work’ versus projects for clients. Creative 
integrity is not compromised in work for clients. 31Volts (31Volts, 
2010a), Tinker, (Tinker, 2010a) and Monobanda (Monobanda, 
2010a) state that, if forced to choose between remaining faithful to 
the creative core or accepting an external commission that might 
compromise this core, they prefer the first option. 
Most clients want what others have too. We don’t do that and send 

them to someone else. (Monobanda, 2011a) 108
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Observed firms understand growth as purposeful on the level of 
creative identity. Considerations on the choice for new projects 
are dominated by arguments pertaining to creative positioning. 
But at the same time there is an element to growth that seems to 
just happen. Organisational actors have two explanations of this 
phenomenon. First that the surrounding environment apparently 
started to understand what the firm has to offer, and second that 
the field starts to provide feedback on what the organisation’s 
selling points are. I will refer to this growth strategy emerging from 
organisational practice as “flowgrowth”.  
 
For-profits have a tactical and flexible relation with a context in 
which opportunities arise. Creative identity is a central factor in 
the understanding of the entrepreneurship experienced by the 
observed for- profits. 

The process allows the organisation to connect the client and context 
with the creative process. 

Concepting
Vormgeven

Implementatie

Prototyping

Design research

Figure 6. Process-line (31Volts, 2008).

Roundup

The observations discussed in this chapter show that artistic and 
creative visibility are considered to be at the basis of strategy. 
Balancing artistic and business deliberations can be a routine 
internal debate (for-profits) or a matter of organising support from 
(institutional) stakeholders (non-profits), depending on the char-
acteristics of the relation with the context. Organisational actors 
are aware of the importance of possessing a distinctive knowledge 
position in the field, they feel the knowledge position of their or-
ganisation becomes stronger as they are more willing to share.  
 
Organisational actors in the non-profit sector relate to the city’s 
culture-political ambitions but seem not to feel connected to the 
city on the basis of an equal creative partnership. They accommo-
date the discourse inside their routine and identity.  
 
Leaders in the non-profit sector reflect on a combined creative and 
business identity. Looking back, managers realise that in the past 
issues pertaining to identity and change have not been addressed 
at moments when this would have made sense. 
 
Related to balancing creative and economic considerations, ob-
served practitioners in creative for-profits give value to increasing 
creative status, improve the connection between the organisa-
tion’s creative core to the customer’s question, and create finan-
cial space to develop projects at their own risk. We have seen how 
some firms experience a phase transition from ‘doing things for 
free’ (as an investment) to payed projects.  
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9 Reflections and 
conclusions 

This chapter discusses the nature of the relations between creativ-
ity and business in strategic thinking in the observed cultural and 
creative organisations and will answer the main research question 
‘how do deliberations on creativity and business structure strategic 
discourse and practice in cultural and creative organisations?’. 
 
Let’s briefly reiterate the research process described in the pre-
vious chapters. In chapter seven, I have discussed the strategic 
practice in Huis en Festival aan de Werf during the observed period 
2010 -2012. Themes found in the strategic narrative of Huis aan de 
Werf were clustered as follows: 
— The organisation in relation to a local cultural network  
— The organisation in relation to a political context  
— Organisational culture, managerial identity  
— Artistic-economic growth and development 
 
In chapter eight, these themes are used as perspectives to under-
stand how artistic-creative / economic deliberations show up in 
operational routines in non-profit and for-profit organisations, in 
relation to their contexts. In this chapter, the nature of the rela-
tionships with the structurating context is discussed, using the 
expectation formulated at the beginning of this research, namely 
that the creative / economic deliberation works differently in 
cultural non-profit versus creative for-profit organisations. The 
main categorisation in the sample of organisations is that between 
traditional cultural, medium sized non-profits on the one hand, and 
younger, for-profit creative teams in innovative creative areas on 
the other. This division is layed out in more detailed aspects in Table 
6 on page 74. Here, we look at the categories of conduct in relation 
to the distinction between these two categories of organisations.  
 
The present chapter introduces the final analytical step of this 
research. Observational data were processed using a grounded 
approach of letting relevant and behavioral categories arise from 
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scanning network options and defining a position there, on the basis 
of the organisation’s artistic core. In this latter process actors aim to 
find a correspondance with representatives of the local administra-
tion and other stakeholders, (future) users and visitors. The strategy 
of networking is experienced to influence the relationship between 
organisations and institutional context. 

We can see that both in for-profits and non-profits, organisation-
al actors are at work in a process of narratively developing identity in 
a changing context. Identity is both actively positioned and negotiated 
in a context which is changing. The context of the non-profits is 
subject to substantial, top-down political change, the context of the 
for-profits appears as a dynamic field of feedback and opportunities. 
Despite these different types of turbulences, actors in both for- and 
non-profits form their network position in a narrative proces, on the 
basis of an artistic-creative identity. 

 ― Instititutional network: pragmatic networking
Since the observed for-profits lack a direct, structurating relationship 
with a political context, the point of institutional network pertains to 
the non-profit organisations in this sample. Between 2008 and 2012 
the institutional context within which the observed cultural organisa-
tions have to operate becomes more regionalised. A redistribution of 
responsibilities takes place in the traditional tripartite structure (nation-
al, regional and local arts support) (MinOCW, 2011). The desirability 
of national government support for the arts is re-evaluated, referring 
to an increasing importance of (the financial interpretation of) entre-
preneurship. This happens as a consequence of the general financial 
crisis, but is accompanied by, as the Council for Culture observes, popu-
list rhetorics such as ‘giving the arts back to the people’ (RvC, 2011b: 19). 

In these dynamics, the local administration needs to find a new 
orientation, less dependent of covenant-partners (Utrecht, 2011-1). 
At the same time, the city maintains an ambitious cultural agenda in 
which cultural organisations are invited to participate as partner in a 
wider strategy of positioning the city. The local administration invites 
organisations to suggest artistically inspiring projects that connect to 
a culture-political strategic agenda. It hopes to incite entrepreneur-
ship driven by artistic quality and experimentation. 

The structurating context for the cultural organisations, i.e. the 
policy field, introduces the term partnership. The local administration 
offers a context in which all organisations are invited to participate 
as (equal) partners and to propose innovative ideas and connections 
in relation to the city’s strategic cultural political goals. The local 
administration thus thinks it creates a field of possibilities in which 
artistic creation and culture-political instrumentality can meet more 
easily. The word partnership is however equivocal and expected 

a process of systematic coding and comparing. The ontological 
framework is based on Giddens’s structuration theory. This means 
that the observed organisational actors are understood as knowl-
edgeable agents who develop strategic action in a dynamic and 
interactive process of sense making and structuring of context. 
The analysis is focused on the interaction between discourse 
and action. Discourse is understood as an element of social 
practice consisting of textual interventions in a dynamic relation 
with context. 

9.1 Reflection on structuration 

 ―  Network information position: creating identity 
narrative in a changing context
Organisational actors in both the for-profit and non-profit organisations 
in this observation stress the importance of a prominent position in 
a cultural or creative knowledge network. Improving the position 
(moving up) in a knowledge network is characterised by the willing-
ness to share information. The value given by observed organisation-
al actors to artistic/creative identity is based on their understanding 
that a distinctive artistic or creative profile is a precondition for achieving 
economic success. In the strategy of building up a position for Het 
Huis, creative identity is not only a defining argument vis-à-vis the 
cultural network and institutional context, it is also a ‘selling point’ for 
envisaged users and visitors. Organisational actors experience how this 
connection can be formed through a strategy of sharing information, 
and investing in narratively explaining and developing organisational 
identity. HFadW reflects in hindsight that in the interaction with 
subsidisers an artistic identity could be experienced as bounding, while 
now organisational identity turns into an enabler of the strategy. 

Practitioners report that actively communicating the organi-
sation’s creative identity creates feedback from the network which 
enforces the desired identity, which again motivates organisations to 
allocate resources to strengthening the creative network positioning. 
The identity of organisations is achieved in an interative process of 
pro-active positioning and negotiation. 

In for-profit organisations, organisational actors indicate that 
‘network decisions’ involve the creative / economic deliberation to 
accept or not accept a commission in relation to the effect of such de-
cisions on their creative identity and visibility in a network. Instead, 
the process observed in non-profits indicates a sensitive practice of 
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 ― Growth and development: managing discursive gaps
Cultural organisations describe growth in terms of working towards 
larger productions, internationalisation or multi- (or post-) discipli-
narity, in short, improvement of the position in a cultural network. 
Similarly, for-profits understand growth predominantly in terms of 
improvement of the position in a creative network. 

In the interaction with the institutional context on the topic of growth 
and development, cultural organisations are bound to interpreting am-
biguous terms such as entrepreneurship and partnership, while the un-
derlying discourse favours artistic strategic argumentations. This makes 
entrepreneurship a discursive topos problematic to the organisations’ 
artistic core. It creates a discursive gap that organisations need to bridge. 

The structural discursive separation between entrepreneurial 
conduct and artistic core is a manifestation of the dilemma cultural 
organisations are in: honoring an artistic growth and development 
narrative which is ingrained in the interactions with the institutional 
context, and operationalising the equivocal term cultural entrepre-
neurship as a means to increase self generated income. Organisations 
and institutional context revert to a discursive formula and describe 
work as both distinctive and accessible, thus circumscribing the 
relationship between artistic and economic deliberations. 

At the same time, observed organisations develop a new sense 
of ‘context sensitivity’ in actions such as connecting to the direct 
environment / audience (Rosa, Speelklok, Filiaal); offering exper-
tise to third parties (Rosa, Huis); facilitating networking (Huis, 
Kunstliefde) or developing new creative/financial business models 
(Huis, Speelklok). This connects to the broader definition of entre-
preneurship, which invokes values cultural organisations are strong 
in, such as open mindedness, curiosity and experimentation. These 
are dominant elements in the routine interaction between govern-
ment and cultural organisations, but they are increasingly framed in 
a causal value-chain approach of the creative process. Typical for the 
dynamics in the context of the organisations during the period under 
scrutiny here, is that the role attributed to the cultural and creative 
sectors shifts from a cultural one to an economic one, from ‘initial 
creation of form, meaning or symbolic value’ (MinOCW, 2009: 12) 
to providing ‘solutions for our habitat’ (MinOCW, 2011: 29). The 
quotes illustrate the shifting discourse on commodification of culture 
and aesthetisation of economy at which Keat (1999) pointed. 

In the observed practice of for-profits, qualitative growth is given 
more weight than organisational growth, which is rationalised by 
saying that quantitative growth may jeopardise manageability of the 
organisation and its creative identity. 

The observed for-profits lack the interaction with the city on 
obtaining structural financial support. Their strategic decisions 

results of the partnership are formulated by the administration in 
open, idealistic terms. The tacit presupposition is that ‘partnership’ is 
connected to ‘creative freedom’, under the (equally tacit) supposition 
that artistically challenging proposals will support the nomination for 
European Cultural Capital 2018. 

The envisioned relation is expected to be conducive to the 
realisation of the city’s culture political goals while respecting the 
organisations’ artistic autonomy. In practice this discourse doesn’t 
fundamentally redefine the relationship between organisations and 
administration. Cultural organisations implicitely keep their artistic 
core separate from the culture-political agenda and accomodate the 
partnership invitation pragmatically in their artistic strategy.

 ― Agency: balancing creative and business leadership 
The observation of Speelklok and HFadW shows that leaders in these 
organisations do not have a background as a creative artist but rely on 
sufficient affinity and experience in the artistic dimension to take up 
an artistically strategic challenge. This is connected to the rationalisa-
tion that the situation requires an organisational culture which allows 
agency and leadership to be displayed. Actors combine contradictory 
managerial identity positions, which follow the contradictory respon-
sibilities managers have (Sveningsson and Alvesson, 2003). 

Their managerial identity expands from the business management 
to the guardianship of the creative narrative, accompanied by reflec-
tion on the importance of managing internal and external support. 
Observed organisational actors consider their identity position 
conducive to making the right, ‘ethical’ decisions (Oliver et al., 2010). 
Agents reflect on this as a reaction on a previous, more democratic 
organisational culture. In this aspect of organisational practice, the 
cultural / economic deliberation is integrated in the work of one leader, 
who takes responsibility for creating support for the chosen strategy. 

For-profit teams report that the relation between creative and 
business responsibilities is distributed to team members. A polar-
ising effect between managers and creatives is said to be dampened 
by continuous actions to organise agreement among stakeholders. 
Reflection on the cultural / economic relation in those decisions is 
part of routine, in order to maintain commitment and support.

Observed organisations give the cultural / economic negotiation 
a clear managerial position, either in unilateral management or 
distributed in a team. In both cases, actors report the importance of 
explicating the culture / economic deliberation, and finding support 
from stakeholders for the strategic decisions related. 
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which remain separate. They entail two different strategies for 
‘making sense’ of oppositional contextual demands.

At the beginning of this research, cultural and creative organ-
isations were organised along the lines of a continuum based on 
the distinction between symbolic and economic qualities of goods 
and services they produce. This preliminary categorisation was 
deducted from general culture-political discourse and literature to 
frame the expected differences in strategic practice in those two 
organisational categories. 

Categories of  
strategic conduct 

Pro-active: creating  
artistic / economic  
identity narrative in a 
changing context

Protective: protecting 
artistic identity from 
culture political agenda 

Integration of artistic 
and economic leadership

Managing discursive 
gaps

Routines 

§ 8.1. Actors attach value to a knowledge-sharing positioning  
of their organisation in a creative network. 
Establishing a network identity is experienced to contribute to 
economic success.
Organisational Identity changes from internal to external strategic 
asset. 
Positioning is experienced to generate a feedback loop and affect 
the relation with context. 

§ 8.2 The understanding of partnership does not fundamentally 
affect the routine relation between organisations and city. 
Artistic strategy and culture-political goals remain separate. 
§ 8.2. Creative identity was experienced in the past as bounding.

§8.3 Creative-cum-business organisational identity legitimates uni-
lateral leadership integrating artistic and economic responsi-bilities, 
Routine effort to organise support for strategic directions among 
stakeholders. 
§ 8.3 Routine culture is reflexively altered into flat but hierar-chical. 
Leader combines creative and business responsibilities and the 
organisation of support.

§8.3 Legitimation is organised in distribution of roles and routine 
debate on creative / economic deliberations. 

§ 8.4. Discursive deadlock in connecting entrepreneurship to 
organisations’ artistic core.
Narrow definition of entrepreneurship has upper hand in political 
discursive power. 
Discursive middle describes work as distinctive and accessible. 

§ 8.4. Flexible interaction with volatile context, continuous  
balancing of creative core and commercial aims leads to positioning 
but not necessarily to organisational growth. 
The link between organisational growth and macro economic growth 
is not a priori logical. 
Integration of creative and business considerations. 

Theme 

Cultural 
network

Institutional 
network 

Organisa-
tional culture 
and agency 
non-profits 

Organisational 
culture Agency 
for-profits

Growth and 
development 
non-profits

Growth and 
development 
for profits

Table 12. Aspects of conduct leading to the identification of elements of the core category.

This research shows that the way the deliberation between artis-
tic-creative and economic values is made defines organisations 
more than does the symbolic / economic quality attributed to their 

concerning growth and development are positioned in the daily rou-
tine of taking on commissions and capitalising on opportunities that 
help maintain a creative profile. Looking at the market as the struc-
turating environment of the observed creative for profit firms, they 
understand their market position as a creative profile which requires 
an internal creative cum economic debate on opportunities that arise 
from a nonlinear, improvisatory relation with a context in which 
opportunities arise, sometimes to the amazement of organisational 
actors (a phenomenon also reported by Jacobs, 2013). This relation 
doesn’t comply with traditional reasoning on firm growth. Instead, 
their ‘managerial intention’ is best conceptualised as a narrative, in 
which networking, in combination with generating and interpreting 
feedback leads to strategic practice. However distant the relationship 
between creative sector and institutional context may be, it is relevant 
to note that the value given in government policy to the desirability 
of growth of creative firms doesn’t relate to the values in strategic 
thought found in creative firms in this research. 

For-profits deal with the ‘gap’ between creative core and cli-
ent’s interests. There, organisational actors reflect on the practice 
of developing a better understanding of a client and involving the 
client in developing the client’s product. This is seen as a form of 
professionalisation that increasingly allows them to maintain creative 
identity while fulfilling the client’s wish. For-profits experience the 
relationship with the context as enabling. They are seen to integrate 
the creative / business consideration in daily practice. In their deci-
sion making practice, they dynamically handle the distinct values and 
logics of the cultural and economic domains. But both cultural and 
creative organisations are held to bridging discursive gaps with their 
respective contexts.

The four categories of strategic conduct are related to routines 
in Table 12.

 ― Cultural and creative revisited
The balancing of artstic / creative and economic considerations 
works along two different lines of strategy development. There is 
the creative for-profit context, which shows incremental change 
and integration in daily client-relation practices, and the cultural not 
for profit context, which shows episodic strategic cycles in relation 
to (changes in) institutional discourse. The intensive and dynamic 
nature of the relation of for-profits with their context enforces 
routinisation of the creative/economic deliberation. The for-profits’ 
routine confronts organisational actors with a context that enforces 
and enables a pragmatic but highly integrated and tension driven 
positioning; the non-profits’ institutional setting confronts organisa-
tional actors with an episodical alternation of oppositional concerns 
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manoeuvring in their everyday concerns, in which the relation 
between the creative and the economical is continuously (re)defined.

Creative 

Routine

Attachment to client 
context

Routine team discussion

Reflective operational 
decisions

Flowgrowth 

Close relation between 
cre-ative identity and 

client 

Cultural

Episodic

Attachment to  
institutional context

Unilateral leadership

Organisation of 
commitment

Growth for survival

Operationalisation of  
entre-preneurship in  
institutional context

Both

Creative over business

Knowledge position

Feedback on identity

Sharing information

Context determines 
opportunities

Institutional context has 
 insufficient knowledge  

of practice
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Table 13. Similarities and differences.

To summarise: the shortest formulation of ‘what really happens’ in 
the observed practice is that practitioners in cultural and creative 
organisations continually negotiate an artistic- creative / economic 
identity in a discursively ambivalent and oppositional context. In 
the case of non-profits, artistic-creative and economic interests are 
strategically positioned and negotiated in an administrative routine. 
For-profits can dynamically bring together these interests. 

9.2 Implications of this research

This research has several implications for practice, policy and for edu-
cation in the field of cultural entrepreneurship and arts management. 

The first implication pertains to the distinction between cultural 
and creative subsectors in the cultural-creative field. This distinc-
tion is posited in chapter two and is derived from the generic use of 
these terms in the current culture-political discourse. It pertains to 

products. It makes for a more relevant categorisation to understand 
organisations. Adaptation of this perspective by administrative levels 
would create a perspective on the cultural-creative field closely con-
nected to the practice of sense making and strategy development in 
those organisations. Table 13 shows how this research observes these 
deliberations to appear differently in the observed organisations. It 
shows which practices are shared by both types of organisations, and 
which are not. The hypotheses positioned at the start of this research, 
that the cultural / economic deliberation works differently in creative 
and cultural organisations is therefore partly true. Several aspects of 
this deliberation are tackled in the same way. 

 ― Core category 
The findings show that the way in which the business / creative 
deliberation manifests itself in cultural and creative organisations is 
related to the way organisations are linked to their institutional and 
bureaucratic context. For cultural organisations this contextual pres-
sure is more static and complex than it is for creative for-profits. The 
fact that in the practice of creative for-profits, the business / creative 
evaluation is part of daily routine leads to a more flexible position, 
in which a creative kernel is integrated in economic (entrepreneur-
ial) action. In cultural organisations the economic element remains 
dispersed between the formal discourse on entrepreneurship under-
stood as increasing self-generated income and as seeking (new) forms 
of exploitation of the creative kernel on the one hand and the equally 
formal (but perhaps less objectified) discourse of artistic growth on 
the other. In the practice of daily deliberations, for-profits deal in a 
more dynamic, flexible, pragmatic, tactical way with the respective 
cultural-artistic and organisational-economic values.

 The answer to the central question of this research is that 
observed organisations balance the artistic-creative and economic 
elements operationally in relation to their context. In that balance, the 
artistic-creative element is dominant, because that is what distin-
guishes them as artistic-creative organisations in their networks. 
The difference between cultural and creative organisations relates to 
the way in which negotiations are built into their strategic routines. 
In for-profits the creative / economic deliberation is integrated in 
everyday organisational practice, while in the practice of cultural 
organisations this integration does not occur naturally, but has to be 
handled as a strategic and objectified bringing together of opposite 
interests. The nature of the relation with the context and sensemak-
ing practices determines how opportunities for organisational growth 
are recognised and operationalised. The political cycle forces cultural 
organisations into a bureaucratic routine of legitimating their posi-
tion, whereas practitioners in for-profits build in space for creative 



151150 SHIFTING GEAR 9 REFLECTIONS AND CONCLUSIONS 

We have seen that the relatively large formal distance between ad-
ministration and sector can cause the institutional context to develop 
expectations that are grounded in insufficient knowledge of practice 
in the organisations concerned. An implication of this research is that 
administrations should position themselves as a responsible ‘co-cre-
ator’ of cultural policy, in which substantive content, discourses, 
rhetorics and the genuine worries in the sector receive due attention. 
It would enable administrators to build policies more focussed on the 
strong points of the sector, thus stimulating instead of complicating them. 

In this research, we have understood the cultural practitioner as 
a moral figure, who takes responsibility for cultural and societal in-
frastructure. We have also seen how the ‘discursive middle’ works in 
such a way that it circumscribes the cultural-economic balance. This 
responsibility of the cultural practitioner extends to opening a debate 
with the institutional context that addresses equivocalities. This re-
quires cultural practitioners to display leadership in the cultural-societal 
discourse, which needs to be recognised by the institutional context. 

For the relation between the non-profit and the for-profit sectors, 
the implication of this research is that the creative sector can be an effec-
tive source of information and inspiration to the cultural sector on topics 
such as balancing creative identity and business, growth and develop-
ment. The practice in the observed creative firms to have the debate on 
creativity and economy on the agenda permanently would be instructive 
for cultural organisations that need to develop a more entrepreneurial 
position. They could learn from the way the creative firms move back 
and forth in this discourse without loosing control of creative identity. 

A more qualitative understanding of creative / cultural practices 
would also help education in cultural management and creative entre-
preneurship. While arts management education at HKU University 
of the Arts Utrecht is rooted in the cultural and creative practice, the 
world of education has its own discourses and ‘interpretive schemes’ 
that influence the view on the future cultural manager or creative en-
trepreneur. A greater awareness of the the workings of the dynamics 
found in this research can enrich education on organisational strate-
gy. It can prepare cultural managers to better connect to the world of 
cultural creatives in their organisation, translate this world to the op-
erational and strategic context and in the end develop a more effective 
strategy. The ‘reflective practitioner’-cultural manager of the future 
will be able to better reflect on the quality of the relation between the 
artistic-cultural organisation and its operational-strategic context and 
pro-actively contribute to the improvement thereof. Understanding 
discursive context will give arts managers the tools to critically relate to 
the discursive powers, and influence (or ‘manage’) them. This research 
also implicates that for the cultural manager knowledge about political 
context is indispensible for improving the connection. 

the autonomous or heteronomous qualities of the products of these 
organisations, in an institutional framework which increasingly un-
derstands the value of culture and creativity in economic terms. The 
implication of this research is that the cultural / creative distinction 
does not adequately characterise cultural and creative production. It 
does not demand an understanding of how “autonomous” and “heter-
onomous” in fact signify (the result of) a process in which cultural and 
creative actors position themselves in a dynamic cultural / economic 
tension. An understanding of the cultural-creative field as an array of 
different modalities of the fundamental cultural / economic deliber-
ation would create sensitivity for how organisational actors in practice 
operationalise pivotal terms such as entrepreneurship, partnership 
and growth, and how strategic thought in cultural organisations is 
influenced by the ambiguity of central concepts. The strategic process 
in for-profits positions artistic-transformative values as much as the 
strategic process in non-profits does, and non-profits need to relate to 
economic reality as much as for-profts do. The traditional split between 
cultural and creative makes room for a more dynamical way of dealing 
with disparate values related to a artistic-creative identity. This practice 
is too complex to be reduced to generic terms like creative or innovative. 

Transferred to the culture-political realm, this new understanding 
would entail a culture-political discourse that acknowledges the cul-
ture-creative core of organisations and would open up new strategies 
for approaching these organisations. It would require the institutional 
context to adopt a position of trust vis à vis the organisations and an 
artistic interpretation of cultural entrepreneurship, a “client’s perspec-
tive” based on a conceptualisation of the audience as a knowledgeable 
actor, who is able to relate to and integrate cultural and economic 
values judgements. This should go along with a larger awareness 
amongst cultural organisations of the strategic importance to influ-
ence discourse on the one hand and a better explication of what the 
institutional level expects from cultural organisations in relation to its 
culture-political goals on the other. 

A more refined, entrepreneurial strategic position of cultural 
organisations requires the administration to provoke a certain 
‘routinisation’ or flexibilisation of artistic / economic deliberations. 
This could be realised if administrations would establish a structure 
for arts support which would allow for a more dynamic and direct 
interaction between artistic and economic development than the 
present four-year period structure. The present system and use of the 
term entrepreneurship paradoxically aggravates and complicates the 
interaction between cultural and economic values. In the Netherlands, 
the separation is inherent to the relationship between administration 
and sector, which becomes more urgent with the increased impor-
tance given to the economisation of societal values in general. 
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directors, both creative and business, work; how institutions are or 
are not connected to national and local cultural policy. 

The organisations selected in this research, both non-profit and 
for-profit, are all relatively closely related to the arts. A wider array of 
organisations studied will disclose a wider array of dynamics and in-
crease the qualitative understanding of practice in these organisations. 

9.3 Theoretical evaluations 

The chosen practice-research method has proved to be effective for 
answering the main question of this research. Structuration theory 
has allowed us to elucidate the nature of the interaction between 
context and strategic action in cultural and creative organisations. 
The combination with the grounded theory approach has allowed 
to connect the narrativity and complexity of practice to systematic 
analysis and theorisation. Efforts should be made among researchers 
to discuss a common methodological framework for future qualitative 
and practice based organisational research in the creative and cultural 
sectors.

 ― Intentionality and immanence
The theoretical framework of this research addresses the concepts im-
manent strategy (Chia and Mackay, 2007), constructed intentionality 
(Tsoukas, 2010) and ‘real structure’ (Stones, 2005), concepts sur-
rounding the understanding of motivation and purpose of (organisa-
tional) action. In this paragraph, I will investigate how these concepts 
relate to the observed practice in this research.

Chia and Mackay argue that ‘the consistency of actions taken 
observed over a period of time belie an  strategy that has 
been historically and culturally transmitted through everyday practice’ 
(Chia and Mackay, 2007: 237). Consistency of actions, in this view, 
engenders strategy beyond strategic practice as tacitly transferred 
routine actions. Taking the practice of the observed for-profits, 
consistency in the everyday actions is seen in the routine of making 
creative / economic decisions, and it can be said to have an incre-
mental strategic working. Considerations on taking on new com-
missions reflect on the strategic development of a creative position 
(Monobanda, 31Volts, Tinker); the conclusion that ‘now it’s time to 
design our own business’ (31Volts) or to stop doing projects for free 
(Monobanda, Born Digital) illustrate the conscious and intentional 
step from routine to strategy. 

Giddens points out that intentional and purposeful behaviour 
(leading to a certain goal) must be separated. In the observed practice 

 ― Further research
This research provides opportunities for further research. Qualitative, 
practice-based research is needed to underpin how culture- political 
contexts influence strategic thought and action. This research pro-
vides an observational framework for subsequent research projects in 
different geographical areas. Looking at strategic practice in different 
cultural/economical contexts will lead to more refined understanding 
of the working of this deliberation. Particular elements of attention 
should be the working of local political discourse, the local creative 
and cultural network, sense-making in organisations and the role 
of the audience. For the understanding of organisational practice, 
attentive concepts are organisational culture, leadership and gov-
ernance structure, position in a creative network. Current national 
research agendas in the field of the cultural and creative sectors must 
be opened to identify opportunities for practice research. 

Artistic quality perse is not taken into deliberation in this re-
search. A topic for further research is how (the perception of) artistic 
quality develops under different different cultural / economic constel-
lations. Also, the audience itself is not included in this research. Going 
back to the first alinea of the preface of this research, it is important 
to research how the different cultural / economic constellations 
influence the perception the general public has of the ‘gap’ between 
the world of artists and non-artistic worlds. 

Research is also needed into how arts management curricula can 
better relate to the changing dynamics of the sector. The findings in 
this research indicate that in depth sensitivity for the relation between 
practice and contextual discourses is a vital asset for future managers 
of cultural institutions. Managers can take a larger responsibility in 
this respect. Research is needed to develop a curriculum that turns an 
arts manager into a ‘context-manager’ who can assume a leading role 
in the societal culture /creative discourse. 

Having scrutinised the strategic practice of cultural and creative 
organisations, it would make sense to do the same in the practice of 
local and national administrations. Relevant research questions would 
be to find out how the culture political discourse works internally; 
how cultural-policy decisions are made; how civil servants work 
with elected politicians; and how societal sentiments, party-political 
agendas and peer-committee’s advices interact in the process of 
policy making. 
Larger cultural and creative organisations must be researched 
qualitatively in order to understand how they manage their artistic- 
economic opposition. These types of cultural practice have not been 
studied in this research but the difference between the smaller and 
larger cultural organisations will likely constitute a meaningful one. 
Questions would be how procedures that lead to the appointment of 
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intends to make human behaviour understandable. Some limitations 
to the generalisability most be mentioned. 

First of all, sampling decisions limit the generalisability of the 
findings. Larger organisations in Utrecht such as the de City Theatre 
( ), Concert hall Vredenburg or the Centraal Museum 
were not observed. Their larger, more layered organisational 
structure and challenges in coordinating tasks and artistic role surely 
influence how they position themselves vis-à-vis the context. Also, 
the specific culture-political agenda of the Utrecht administration 
clearly makes the findings region-specific. Alasuutari point out 
that conclusions will relate to ‘things beyond the material at hand’ 
(Alasuutari, 1995: 153). Conclusions pertain to human behaviour, 
which is intersubjectively understandable given the described context 
and our understanding of agents’ knowledgeability. The gener-
alisation proposed in this research, as it is formulated in the core 
category, concerns the act of ‘negotiating’ a cultural-creative identity 
in a complex context as a form of sense-making practice. Identity is 
not autonomously developed by cultural/creative organisations, it is 
not unilaterally enforced by the context; it is the result of interplay in 
which organisational actors show agency and context sensitivity. The 
way in which they do this differs from one person to another, and 
will also differ from one regional context to another, but the image 
of the negotiating practitioner is suggested a usable framework from 
which to understand practice, also strategic practice in larger organi-
sations, or organisations in other regions. 

 ― Grounded theory and structuration theory
The theoretical framework of this study is based on the field of 
Strategy-as-Practice. This field of interest is characterised by a 
process-oriented outlook on practice and a variety of methodical 
suggestions. The question in this research connects the practice-based 
ontology to analytical rigorousness, or in other words it connects 
Giddens’s ‘sensitising devices’ (Giddens, 1984: 326) to grounded 
analytical devices. They turned out to combine well. Giddens’s the-
oretical concepts guided the observation, which was tunnelled with 
the identification of sixteen themes and four overarching themes at 
the end of chapter eight. Giddens’s concepts were directed at different 
aspects of a complex practice. This focus did not affect the sensitivity 
for structurating mechanisms. The categorisation worked in a way 
similar to ‘bracketing’, isolating a phenomenon or element for further 
scrutiny, and then reconnecting it to the whole. 

A possible risk in the procedure lies in the decision to elevate 
one case, that of Huis and Festival aan de Werf, to a pars pro toto. 
Although in line with the grounded principle that sampling and 
observation are in interplay with each other and that theoretical 

of for-profits, actions are based on the interpretation of feedback 
from the context; they are consistent in addressing creative / eco-
nomic deliberation, and purposeful in the aim to achieve a better 
creative positioning. The routine creative / economic deliberation 
is, to follow Tsoukas, the ‘sociomaterial practice’ (Tsoukas, 2010: 60) 
that constructs intentionality. But respondents also reflect on the 
unpredictability of contextual feedback: ‘opportunities came our way’ 
(Monobanda); ‘I don’t know what changed in the world, but potential 
clients are beginning to understand…’ (31Volts). In these cases, pur-
pose seems to be given to (intentional) action when the opportunity 
arises. 

 ― Real structure
Practitioners in cultural organisations reflect on their position in 
the structurating context in terms of conditions and consequences, 
intentions and purposes, for instance in contending that a clear 
creative identity will lead to successful exploitation, and that success-
ful strategy requires creative managerial agency. In general, organ-
isational actors focus on the changeability of the direct conditions 
and consequences of their artistic practice. Practitioners tend not to 
interfere with relative autonomous underlying discourses (not even 
when these are bounding, like the discussion on the understanding 
of entrepreneurship is) but to work around them. HFadW and Filiaal 
are the exception: they do show this initiative by challenging the 
institutional level to discuss the position of art in society, resp. the 
position of professional art vs. amateur art. Taking HFadW, Het 
Filiaal and Rosa as cases, all three organisations identify an existential 
threat: HFadW needs to find a new basis for survival of, Het Filiaal 
perceives a decline of institutional attention for professional art, and 
Rosa perceives a decline of public interest in experimental music. 
The extend to which they perceive the relation with the context to be 
changeable varies between Rosa’s observation that ‘the scene is dead’ 
(Rosa, 2010a), Het Filiaal’s intervention in the political environment 
(Filiaal, 2008), and the reframing of HFadW’s core business. These 
cases illustrate how the perceived borders between changeable and 
unchangeable structure differ between practitioners, (Stones, 2005) 
account for the differences in strategic actions. 

 ― Generalisation and the not observed
This research reveals how practitioners in cultural and creative 
organisations handle the duality between artisticity and economy in 
daily practice. It provides un understanding of the working of this di-
chotomy beyond generic schemes. In chapter four the topic of gener-
alisation is discussed, referring to Giddens’s point that generalisation 
must include sensitivity to agents’ knowledgeability: generalisation 
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perceives phenomena that insiders do not perceive anymore. During 
this research I have balanced between these ends. The discovery of 
the work of Giddens and Tsoukas provided me with the necessary 
distance to observe practice, which was familiar for me, with new 
eyes, as an instantiation of underlying discursive processes. 

During the research process, I studied documents over and over 
again, and interviewed practitioners with a mixture of curiosity and 
developing insights. I was aware of the risk that the observer in com-
municating with his subject influences the very practice he observes. 
But in the end, describing practice as it is done in this research is a 
‘generative‘ endeavour. The results of research (within given limi-
tations of generalisability) allow practitioners to develop awareness 
of dynamics underlying their practice, and integrate this knowledge 
in practice. The position of the researcher in this respect is that of 
a reflector. 

Another realisation I made during the process of observation and 
analysis is that practice has a way of becoming more complex as one 
learns more about it. This has led to the question whether aspects of 
practice might have been captured with different techniques, in order 
to acquire sensitivity to ‘interconnections across levels of analysis’ 
(Tsoukas, 2010: 48). For instance, conversation analysis would 
probably have given more grips on how micro discursive interac-
tions influence strategic decision making. Elaborate participative 
observation of routine would have showed how organisations go ‘in 
and out’ strategic debate in daily practice, and how this influences 
decision-making. These impositions were resisted since methodologi-
cal choices were set. The choice for the ‘objectivity’ of documents and 
the discursive interaction in writing was made. There is no perfect 
method for qualitative organisational research, intense participation 
in organisations entails the risk that organisational actors would start 
to adopt a ‘research-politically’ correct angle when being scrutinised. 

Finally, I have experienced that it helps to be aware of Langley’s 
contention that ‘no analysis strategy will produce theory without 
an uncodifiable creative leap, however small’ (Langley, 1999: 691). 
During several pivotal moments a combination of analysis, suspi-
cion and recognition led to new understanding of what the data 
were about. 

sampling is in fact asking yourself ‘what data to collect next’ (Strauss, 
1987) in order to follow an emerging theoretical thread, there was no 
knowing how important the themes identified in the case would turn 
out to be for the other cases. One could object that from that moment 
on, the observation was funnelled and the observer could search for 
confirmation of the themes found in chapter eight. However the 
discussion of the subsequent data added detail – and introduced new 
questions and perspectives. 

Grounded theory approach asks the researcher to be careful 
with putting theoretical or explaining concepts to the front until the 
material at hand discloses them as usefel elements for analysis. This 
occurred with the term cultural entrepreneurship, which became a 
topic relatively late during the research. At the same time, an intrigu-
ing experience with the grounded approach is that ‘systematic brack-
eting’, ‘categorisation’, ‘memoing’, and ‘analysis’ procedures resulted 
in a slow demystification of the scrutinised practice. At the end of the 
line, a core category doesn’t appear as a surprise, the reader has seen 
it loom with iron inevitability. Because of this developing insight, the 
researcher has known not one moment of εύρηκα!, but several. 

 ― Reflection on methodological choices
In analysing the relation between practice and ‘underlying discourses’ 
proved to be multifaceted. The chosen perspective of the relation-
ship between organisations and  context needed to be 
refined, since the involvement of the for-profits with the institutional 
growth-discourse is virtually lacking and the understanding at the in-
stitutional level of the relationship between creative entrepreneurship 
and economic growth is speculative at best. At a micro level however, 
the relationship between for-profits and  context routinely affects 
the creative/business balance. 

The data presented show that the differences in the types of 
relationships between organisations and contexts call for different 
methods of scrutiny. Discourse analysis and interviews allow the 
researcher to observe the relatively slowly developing relationship 
between non-profits and institutional context, a context all observed 
cultural organisations share. The routine character of the volatile 
relationship between for-profit creative teams and clients however 
requires a participatory position for the observer which in the present 
research could not be realised, and would have created a division in 
observation methods in the sample. 

 ― The researchers’ position
Knowing a field as a practitioner and then entering this field as a 
researcher involves risks that need to be addressed. The ideal position 
of a researcher probably is that of the outsider who objectively 
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10 Appendix 1  
Grounded theory 

The development of the grounded approach coincided with the rise 
of the interpretive angle in organisational science (Hatch and yanow, 
2003: 72). The method is increasingly used in qualitative organisa-
tional research to capture and theorise on organisational processes 
(Locke, 2004: 41) even though the way the method is applied can 
vary from work in strict grounded method, to work with ‘grounded 
theory approach’, or ‘grounded theory style’ (O’Reilly et al., 2012: 249; 
Locke, 2001: 93). Grounded theory can even be used as a secondary 
method. Van Dijk et al. (2011) for instance, invoke grounded theory 
for their aim to ‘extend and refine existing categories and relation-
ships’, while grounded theory strictly speaking involves developing 
categories from scratch (Glaser, 1978: 2). An argument against the 
use of grounded theory in organisational research can be the limited 
availability of data (Locke, 2001: 111).

 ― Method 
Key to a successful use of the grounded theory approach is the 
systematic implementation of methodological steps, the collection, 
coding, comparison and categorisation of data, finally leading to 
theoretical insights in the studied phenomena (Strauss, 1987: 25; 
Charmaz, 2006: 49). One of the central notions in the theory is the 
‘constant comparison’, the procedure of ‘simultaneous collection, 
coding and analysis’ (O’Reilly, 2011: 250; Locke, 2001: 46), consisting 
of four – simultaneously occurring – stages: comparing incidents ap-
plicable to each category; integrating categories and their properties; 
delimiting the theory; writing the theory. 

Codes are the ‘building blocks’ (Glaser, 1978: 55) of theory. They 
help conceptualise the empirical data (substantive coding) and show 
relations between codes (theoretical coding). Substantive coding is 
a procedure of line-by-line coding ‘without a preconceived code for 
which the data may be coded’ (Strauss and Corbin, 1990: 56). The 
process should allow the researcher to remain open to all options, 
even to the point of rephrasing the original question if the data 
should indicate this.
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10.1 Text and context

The interest in the role of discourse in organisational processes has led to 
a variety of epistemological positions in the field of Strategy-as-Practice 
(Vaara, 2010). The perspectives vary from the functional communicative 
level (Samra-Fredericks, 2003), to the intertextual and structural level, 
(Heracleous, 2006); and from sampling all ‘naturally occurring texts’ 
(Phlllips and Hardy, 2002: 70) to searching how underlying discourses 
show themselves in strategic texts (Heracleous, 2006). 

On the question how organisational agency and structure (or 
practice and context) relate two positions are found. The position of 
Fairclough (2005) is that processes and structure have different prop-
erties of continuity and change, and whether action lead to change is 
a ‘contingent matter’ (Fairclough, 2005: 929). The ‘grounded in action’ 
perspective suggested by Fairhurst and Putnam (2004) says that since 
action and structure ‘are mutually constitutive’, organisations never 
assume the ‘form of an identifiable entity’. 

Understanding discourse as structurating practice, the relation of dis-
cursive practice and context can be seen: ‘discourses are a structural part 
of their context and their respective structures mutually and continually 
influence each other’ (Van Dijk, 1997: 15). Contexts are  strate-
gically and continually relevant by and for participants. Seidl (2007: 
198) proposes that discursive systems are self-referential and that 
strategic concepts in one social context cannot be recontextualised 
to another (id.: 199). External input, ‘in particular labels for strategy 
concepts, can merely stimulate the discourse-specific invention of a 
strategy concept’ (id.: 211). Despite the fact that different discourses 
may share certain structural dimensions through the use of a common 
language, the exact connotation of words like ‘strategic planning, strategy 
review, strategic forecasting’ is situated in a particular organisational 
discourse. yet discourses exhibit ‘structural properties that are im-
plicit, intertextual, trans temporal, and trans situational’ (Heracleous, 
2006: 113). The actual instantiation of these structural properties 
happens through an agents ‘interpretative scheme’ (Giddens, 1984: 
29) which Heracleous and Hendry (2000: 1269) conceptualise as the 
‘modality through which discursive structures are instantiated at the 
level of communicative interaction, and through which communica-
tive interaction can reproduce or challenge such structures’. 

In research on the ‘role of language in meaning constructing 
processes’ in organisations, Heracleous and Hendry (2000) elaborate 
on Giddens’s point that communication as a situated instantiation of 
structures in social processes is guided by ‘discursive consciousness’ or 
‘what actors are able to say about social conditions and the conditions 
of their own actions’ (Heracleous and Hendry, 2000: 1261). 

The researcher writes memos on surfacing realisations. Finally, the 
process of generating theory ‘occurs around a core category’, which 
‘accounts for most of the variation in a pattern of behaviour’ (id.: 92). 
There is one core category (at a time), which derives its relevance 
from the fact that it actually contributes to resolving the problem at 
hand. Theoretical coding is the process of working towards a hypoth-
esis. The aim of the coding phase is to open up the inquiry. Not the 
document itself is the researchers main interest at this moment, but 
the question what the document ‘can do to further the next steps of 
the inquiry’. As the focus in the coding process increases, the re-
searcher decides to continue code more selectively.

After the initial coding of the material and the identification 
of categories and processes, the coding will become increasingly 
focussed. Glaser uses the term ‘coding families’ as attentive terms that 
can help the researcher categorise codes, for instance using a ‘family 
of causality’: causes, contexts, contingencies, consequences, covar-
iance, conditions (Glaser, 1978: 74). Strauss (1987: 27) suggests as 
coding paradigms ‘conditions, interaction among the actors, strategies 
and tactics, and consequences’, terms that can help the researcher add 
contextual information to the interactions studied. In this phase, the 
challenge for the researcher is to separate and use to the full collected 
data and knowledge from experience. Axial coding focuses in detail 
on a category and connects it to the coding paradigms and to other 
(sub) categories. Memos written during the process of coding are 
sorted along  lines, in order for the researcher to estimate 
their value for the theory under development (Glaser, 1978: 116). 

Strauss (1987) speaks of  referring to a dynamic 
process during the research in interplay with observation and the 
development and testing of hypotheses (Gobo, 2004: 448), which 
allows the researcher to widen the sample ‘for later tests of emerging 
generalisations’, or when ‘unexpected generalisations in the course 
of data analysis lead you to seek out new deviant cases’ (Silverman, 
2005:133). Strauss describes theoretical sampling as an answer to 
the question ‘what data to collect next’. In theoretical sampling, ‘the 
process of data collection is  by the emerging theory’ (Strauss, 
1987: 39, emphasis original). Sampling, coding, making compari-
sons, integration are processes that occur iteratively in the research 
process. The process to collect extra data to corroborate preliminary 
categories will eventually lead to saturation. Then the researcher 
develops explanatory hypotheses for categories found in the data. The 
understanding of the ‘how’ will lead to the understanding of the ‘why’. 
From there, a higher level, ‘core’-category‘ which accounts for most of 
the variation in a pattern of behaviour’ (Glaser, 1978: 92) is a stepping 
stone to the formulation of theory. 



16311 APPENDIx 2:  THE PRACTITIONER162 SHIFTING GEAR

cultural5 , ‘culturally authorised tastes, consumption patterns, 
attributes, skills and awards’ (ib.); , which refers to ‘on the one 
hand, the way individuals ‘become themselves’ – develop attitudes 
and dispositions – and, on the other hand, the ways in which those 
individuals engage in practices’ (ib.). 

Gomez (2010) points out how the work of Bourdieu in the 
Strategy-as-Pratice tradition introduces sensitivity to the interde-
pendencies of the individual actor and the social context in which 
he functions. The perspective shows understands dichotomies such 
as macro and micro perspectives, agency and structure and rational 
choice as a complex interplay of agency, structure, field and habitus, 
in which unconscious elements influence sense-making (id.: 147) and 
how actors are informally positioned vis à vis each other (id: 148). 

Rasche and Chia (2010) posit that strategy research requires sensi-
tivity for tacit, practical knowledge, acquired ‘through trial and error 
and the process of the gradual modification of behaviour’ (Rasche 
and Chia, 2010: 39). This gradual strategic development may become 
strategic without the practitioner being aware of it. This point is re-
lated to Heideggers distinction between , in which actors 
operate non-deliberately on the basis of and internalised ‘disposition’, 
and , where selfconscious actors act intentionally and 
consistently towards predefined goals. Taking the perspective of the 
level of awareness with which a practitioner acts creates perceptive-
ness to  strategy (id.: 41): in this view, practical  
‘provide the seeds for non-deliberate development of strategy’ (id.: 43). 

The question whether an (organisational) actor possesses agency 
or whether his actions are dictated by context, has been the subject 
of theoretical debate in social and organisational sciences over the 
past decades (Reed, 2003: 289). In his work on 
, Anthony Giddens critiques and ultimately rejects the structure / 
agency dichotomy as a paradigm for explaining social phenome-
na. Giddens contends that ‘social structure is both constituted  
human agency and yet is at the same time the very  of this 
constitution’ (Giddens, 1993: 128, emphasis original). The angles 
we have used above, along the lines of intentionality, independence 
and awareness, lead to sensitivity to how actions can have intended 
and unintended consequences, how individual becoming and sense 
making processes colour strategic interactions, and how coping can 

5  —  Cultural is not meant here in the sense of ‘artistic’.

11 Appendix 2: The 
practitioner

Strategy-as-Practice theoreticians refer to Foucault, Bourdieu, 
Heidegger and Giddens as their ontological fathers (see Golshorskhi 
et al., 2010). Without elaborating too much on the work of these 
social theorists, it’s interesting to see how their work is incorporated 
in the theoretical foundation of Strategy-as-Practice, and to see what 
this means for our understanding of the practitioner in cultural and 
creative organisations.

 ― The practitioner
In order to do this I approach the practitioner in four theoretical 
sketches and one elaboration on the practitioner in context.

First there is the point of ‘intentionality’. Are organisational prac-
tices influenced by power plays, discursive techniques that give us 
knowledge, and practices ‘by which we work on [ourselves] and 
govern ourselves’ (id.: 169)? Most research in the Strategy-as-Practice 
tradition is based on the premise that a practitioner is capable 
and competent. Alternatively, Allard-Poesi looks at how, from a 
Foucauldian perspective, practitioners can be considered to be ‘what 
the practices and discourses want them to be’ (Allard-Poesi, 2010: 
176). A Foucauldian position on strategic practices reveals the practi-
tioner in power and knowledge-discourses. 

The question whether we understand the organisational actor to 
be led by his own will or by larger discursive forces is a crucial one. 
Does the organisational actor independently and intentionally shape 
strategic action, or is he himself formed by practices and discours-
es? Giddens complicates this point, further adding that intentional 
behaviour and purposeful behaviour are not one and the same, since 
action may have ‘unintended consequences’ (Giddens, 1993: 84). 

Three central concepts in the work of Pierre Bourdieu describing 
practice are context or , institutions, rules, rituals which ‘produce 
and authorise certain discourses and activities’ (Webb et al.: 2002); the 
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The motivation for individual entrepreneurship, for instance, is 
likely to vary with the level of importance given in different regional 
contexts to entrepreneurial values as open-mindedness, perseverance 
and risk acceptance. Institutional conditions for entrepreneurship 
(Wennekers & Thurik, 1999) and the attitude towards entrepreneuri-
al behaviour (Klamer, 2011) may vary regionally.

Cultural entrepreneurship relates to balancing artistic freedom 
and entrepreneurial freedom and can be understood as a narrative 
in a cultural organisation (Hagoort, 2007). In this research, this 
balancing artistic freedom and entrepreneurial freedom, autonomy 
and heteronomy is understood as a value-driven act in a cultural 
cum political situated narrative (Klamer, 2011). We look at cultural 
entrepreneurship as a social practice, which interacts with an institu-
tionalized political and societal context. In different geographical and 
political contexts, cultural entrepreneurship manifests itself in differ-
ent ways. It mediates between situated artistic and political discourses. 
Hagoort (Hagoort, 2007) and Klamer (Klamer, 2011) point at social 
and political characteristics of cultural entrepreneurship in balancing 
cultural and economic values but also about caring for a society’s 
cultural infrastructure. Cultural entrepreneurs tend to show respon-
sibility for the greater picture. In their relation with actors in their 
environment, say social and political stakeholders, they are reminded 
of this responsibility.

lead to the emergence of strategy. But these angles are only to be 
seen as separate in as far as they constitute observational brackets. In 
practice they are aspects of interaction that can help us understand 
how these interactions do or do not show structural properties, or 
constitute the process of structuration. 

11.1 The field and practitioner in context

Looking at cultural-creative clusters, Mommaas (2009) remarks that 
due to their different political and economic contexts, they will show 
‘different kind of cultural workers, [and] future evolutionary trajec-
tor[ies]’ (Mommaas, 2009: 56). The positioning of cultural-creative 
clusters ‘in their public-private environment’ ‘not only goes with a 
different kind of financial and developmental regime, with the spe-
cific goals and values involved, it can also possibly go with a different 
kind of cultural professionalism, with a different outlook on and 
evaluation of the relevance of the arts and culture’ (id.: 57). Mommaas 
calls for contextual sensitivity that goes beyond establishing a ‘dif-
ferent kind of financial and developmental regime, with the specific 
goals and values involved’ (ib.) but acknowledges that each cluster can 
have ‘a different relation to the local-global environment, a different 
relation to the public and/or private institutional context, different 
developmental paths, different stimulation policies, and last but not 
least, a different set of evaluation factors’ (ib.). Mommaas points to the 
importance of understanding the relation between the cultural / creative 
cluster and its context as a relation between fundamentally different 
discourses, a position that underlies the perspective taken in this study. 

Going further to the perspective of the practitioner, Klamer 
(2011) calls for a similar contextuality in the understanding of the cul-
tural entrepreneurial professional as someone who is entrepreneurial 
‘in the realisation of cultural values’ (Klamer, 2011: 154).
The good entrepreneur excels in the virtues that fit the role. He or she 

is courageous but not reckless, has a vision but not a dogma, and is 

persuasive without badgering his audience. It is the character certain 

situations call for, but an unsuitable character when stability and 

consistency are needed (Klamer, 2011: 153) 

Klamer refers to the ‘conversational’ aspect of the work: 
The arts require conversations, informal exchanges in order to be 

shared. Transactions in the market place are important but subordinate 

to the informal interactions in the social sphere (Klamer, 2011: 154). 

‘Whether people qualify as cultural entrepreneurs always depends on 

the circumstances in which they operate (Id.: 155)’. 
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… In 2011, the government formulates its responsibility in 
terms of the promotion of ‘innovation’ and ‘talent’ from a more 
economic perspective: 
As in science, it’s important in the arts to give space to innovation that 

doesn’t materialise in the market because the activities are not yet 

profitable. (MinOCW, 2011: 9) 113

Here, we see the shift from public support for the arts towards an 
approach to support ‘innovation’ into the market. The word exper-
iment does not occur in    (2011). Cultural-creative 
experimentation is equalled to research and development.

In subsequent government documents, this change reflects the 
position of the cultural and creative sectors. In  (2007), 
the core activity of the creative sectors is creation. Central policy 
issues are development of top talent, the promotion of experiment 
and internationalisation (MinOCW, 2007: 4). The subsequent shift 
in the view on the importance of the creative sector from ‘initial 
creation of form, meaning or symbolic value’ (MinOCW, 2009: 12) to 
providing ‘solutions for our habitat’ (MinOCW, 2011: 29) illustrates 
the increasingly economic framing of creativity. 

The culture-political position of the Utrecht administration con-
cerning its role in supporting talent and experimentation is seen in its 
policy to set up an infrastructure to foster top talents, develop strong 
relationships with educational institutions (next to the ambition 
to present accessible large milestone cultural events). City officials 
involved in this process are aware of the fact that top talent doesn’t 
show itself on demand (Utrecht, 2011e). Practical measures are 
needed to realise a context in which talent can thrive. Over the years 
the city has made it a point to stress the importance of the artistic 
experiment. The city-government expresses an understanding that 
creativity literally needs space, time and freedom in order to develop 
itself, leading i.a. to the idea to connect parties that may provide 
housing for creativity, in order to create “messing-around-space” 
( ) (Utrecht, 2011e) where creatives and innovators can 
find space and time to come up with ideas and concepts. Utrecht’s 
position relates to the contention of Nooteboom et al. (2008) that 
attention for creativity as such is conducive for an effective innova-
tion policy in which the creative moment is free but can at the same 
time be understood as a cycle of idea generation and application. 
Exploitation and innovation ‘may build on each other’ (Nooteboom et 
al., 2008: 82). Also the European Council expresses concern over the 
lack of attention to fundamental research and innovation in Dutch 
policy vis à vis the creative industry (Europe, 2012). 

12 Appendix 3: Political 
backdrop

12.1 Cultural industry, experimentation 
and entrepreneurship

The tension thematised in the policy related discourse on ‘cultural en-
trepreneurship’ leads to the question how values connected to artistic 
freedom, autonomy, experimentation are positioned in government 
culture political discourse in general. Looking at UK government 
policy making, Chris Bilton points at a shift in the understanding of 
creativity from a ‘heroic, individualised account of creativity towards 
collective creative systems’ (Bilton, 2010: 258). Bilton feels that lim-
iting the policy-perspective on creativity to a collective or purposeful 
process may lead to a dominant interest among cultural policy makers 
in ‘systems and conditions which make creativity possible, rather than 
in creative individuals’. This ‘addresses a wider policy agenda, but at 
the expense of a more nuanced and complex understanding of crea-
tivity’ (Bilton, 2010: 265). Nooteboom et al. (2008) point at a similar 
bias in Dutch government policy in favour of the usability of creative 
ideas in the innovation discourse, at the risk of ‘neglecting invention 
and discovery’ (Nooteboom et al., 2008: 20). The assumption that 
idea creation is blind and resists systematic explanation has led to a 
focus on application and abandonment of the sources of innovation 
altogether, so Nooteboom et al. (id.: 79). 

For the purpose of this research, the shift in the Dutch govern-
ments’ understanding of creativity and experimentation can be illus-
trated by looking at how creation and experimentation are thematised 
in government documents. 

The government historically accepts responsibility for artistic and 
talent development and for the support of artistic experiments, i.a. in 
small-scale production houses. But whereas in 2007 the government 
formulates a responsibility to help new initiatives develop an audi-
ence or to foster arts that simply cannot do without support:
State support is particularly important for the artistic development 

and experimentation which hasn’t found a large audience yet, and 

for productions that are simply too large for the market, like opera. 

(MinOCW, 2007: 12) 112
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These observations illustrate there is a link missing between entre-
preneurship and creative content. In the interaction between organi-
sations and subsidiser both terms are equivocal and creative content / 
identity and economic considerations / entrepreneurship remain 
separate discursive areas. 

The supposition that for entrepreneurship to be successful it 
should connect to an organisation’s artistic identity requires values 
that allows an organisational actor to be entrepreneurial  this 
identity: it requires values such as open mindedness, curiosity, 
creativity and experimentation, risk acceptance and competitive-
ness (Wennekers and Thurik, 1999: 41). Cultural policy discourse 
does not encourage such entrepreneurship. The operationalisation 
of the advice of the committee Cultuurprofijt to encourage the 
cultural sector to make more connections with other societal areas 
‘vanuit eigen kracht en missie’ is remitted to the ‘Programme for the 
Creative Industry’ (MinOCW, 2008: 10), at that time the government 
programme to support the creative industry. In ’t Veld et al. (2012) 
conclude that this connection has not yet materialised:
Institutions hardly work together with commercial parties and/or parties 

outside the cultural field. (In ‘t Veld et al., 2012) 117

The small role of artists and cultural organisations in the crea-
tive industry policy alarms leading figures in the creative top-sector 
policy: the arts are not valued for what they could be, a laboratory 
for the creative industry (Rutten et al., 2013). Still, such a laborato-
ry-function on the one hand implies a distanced and instrumental 
view on the role of artistic creativity and on the other does not show 
an awareness of the possibility of its relationship with ‘other sectors’. 

12.2 Growth and creative sectors

Stimulating firm growth in the creative industry is an attention point 
in policy (MinOCW, 2009: 26), but it is problematic to realise. The 
question arises if we can understand this bottleneck by looking at how 
creative entrepreneurs think about growth. 

For this, I first take a short look at the history of the growth 
discourse. Growth as an economic phenomenon started to draw 
attention when it could no longer exclusively be explained by the 
increase of labour population and capital (Noteboom et al., 2008: 53). 
Economists in the second half of the twentieth century attributed 
unexplained growth (total economic growth minus growth of capital 
stock and labour) i.a. to ‘advances in knowledge’ in technology, busi-
ness organisation and management techniques (Denison, 1979: 80), 
albeit that ‘the effect of increase of knowledge on output per unit of 

 ― Monitoring cultural entrepreneurship 
In 2012, an analysis was published of strategic plans of cultural 
organisations applying for government subsidies. I refer to this report 
since it contributes to our understanding of the discourse on entre-
preneurship. In the report, In ’t Veld et al. (2012) look at quantitative 
(financial) elements as well as the  of the business plan, based 
on criteria of positioning, cooperation, marketing, governance, vision 
and robust financial preparation for the future. The monitored in-
stitutions are seen to be generally strong in explaining their network 
position but poor in financial robustness and awareness of opportuni-
ties and risks. Also the relation between positioning and business model 
is usually not well explained. In some cases, the need for explicating 
this relation is lacking: organisations have a good position by definition 
since they are the only provider in their creative field regionally. 
In most cases institutions do not explain in a plausible way how position-

ing results in value for the business model. (In ’t Veld et al., 2012: 16) 114

The monitor reveals a lack of robust underpinning of strategic 
decisions. It concludes that in strategic documents organisations fail 
to underpin marketing strategy with research data, provide little 
underpinning for the chosen organisational structure or the business 
model. And there is little underpinning of ‘entrepreneurship’: 
Most institutions describe their vision of entrepreneurship. These vi-

sions reveal a wide understanding that (in view of the retreat of the gov-

ernment) more resources need to be found in the market. Institutions 

applaud the principle of entrepreneurship, but do not succeed to realise 

their vision in practice. (In ’t Veld et al., 2012: 19) 115

For some institutions, In ’t Veld et al. doubt whether a capacity 
to reflect on a high risk financial situation is sufficiently present, and 
suggest that entrepreneurship may be used discursively by cultural 
organisations, but is poorly grounded in organisational structure and 
strategy (id.: 23). The realisation that the connection between entre-
preneurship and creative core is lacking is followed by the Council for 
Culture, which says that financial growth ambitions are insufficiently 
underpinned or concretised in artistic terms (RvC, 2012: 16). Utrecht 
Arts Council in reverse finds that artistic plans are insufficiently 
underpinned in financial terms (Utrecht, 2012-2). 

The remarks in the monitor confirm our observations on how 
well organisations are aware of their position in a creative network, 
and that this awareness is elaborated on in their strategic narrative. In 
the quadrennial subsidy-interaction in Utrecht organisations are seen 
to have trouble ‘to provide ample financial and managerial support 
for their plans (Utrecht, 2008: 9)’. In 2012, the committee remarks: 
In many of the budgets, projected income from funds and sponsors is 

far too optimistic. Also there is hardly any attention for reduction of 

expenses. (Utrecht, 2012-2: 6) 116
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and by expansion of new niches and industries)’ (Wennekers and 
Thurik, 1999: 50). So growth starts with iteratively capitalising on in-
novation and contributing to innovation by risk taking entrepreneur-
ial behaviour. Competition, here understood as competition between 
ideas and initiatives (Wennekers, 2013a), leads to selection, and from 
there to regional and international competitiveness. Wennekers and 
Thurik propose to understand the process as follows: ‘Competition 
and selection amidst variety undoubtedly enable individuals (and 
firms) to learn from both their own and other’s successes and failures. 
These learning processes enable individuals to increase their skills 
and adapt their attitudes. The outcome of these so-called spill-overs 
will be new entrepreneurial actions, creating a recurrent chain of 
linkages.’ (Wennekers and Thurik, 1999: 51). On an individual level, 
entrepreneurs invest for self-expression, on a firm level this causes 
innovation, on a meso level competition and selection, on a national 
level economic growth. 

Wennekers and Thurik’s suggestions of the elements at work at 
the individual entrepreneurial level (self realisation) and firm level 
(innovations, market entrance) are recognisable in the practice of 
creative entrepreneurs. The growth of the number of small crea-
tive firms confirms the effect that Wennekers and Thurik see: new 
entrepreneurial actions. But are competition and selection observed? 
Selection, as an ‘evolutionary’ phenomenon, should logically lead to if 
not a reduction of the number, at least fluctuations in the number of 
entrepreneurs in the sector. But the number of creative entrepreneurs 
grows consistently. If the consolidation of a sector’s contribution to 
economic growth is related to selection, the question arises if selec-
tion materialises in the creative sector. Further research is needed 
to investigate this question. Here, our findings show that creative 
entrepreneurs understand growth as related to an improved substan-
tive position of the organisation. We have discussed practical decision 
making in firms on which commission to take and why (31Volts, 
Monobanda); developing a feel for which activities or products are 
exploitable (Monobanda Born Digital); the practice that, if forced to 
choose, firms rather refer a client than dilute the creative signature 
(Monobanda, 31Volts); and the practice of involving the client in 
the firm’s creative discourse (31Volts, Tinker). These elements of 
practice do not logically indicate a deliberate strategy of firm growth 
or selection of ideas, but instead lead to an increase of the number of 
creative ideas and firms. 

From an art-historical perspective the persistent understanding of 
growth and development in culture as an autonomous discourse could 
be seen as the modern manifestation of the need for development, 
which is historically ingrained in the arts (Doorman, 2000). The 
importance of innovation and constant renewal (and destruction) 

input in the sector can only be approximated indirectly’ (Denison, 
1979: 80). What Denison saw as ‘noneconomic or unmeasured quality 
change’ of products is what we would now refer to as , 
arguably the ‘most important single factor explaining economic 
growth’ (Nooteboom et al., 2008: 58). But if innovation is a factor in 
explaining growth, it becomes even more puzzling why the creative 
sector lags behind. In order to understand how the relation between 
innovation and macro economic growth works we take a look at the 
relationship between entrepreneurship and economic growth, since 
innovation in the end is the result of entrepreneurial behaviour. 

The relation between entrepreneurial opportunity creation and 
economic progress is at ‘the very centre of entrepreneurship scholars’ 
research (Chiles et al., 2007: 476). Chiles et al. look at entrepre-
neurial choice as ‘an inherently creative act’ of recombination and 
exploitation of resources. They understand the entrepreneur as 
‘creatively imagining possible futures’, which opens up the possibility 
to see entrepreneurship as a ‘dis-equilibrial’ processual and creative 
phenomenon, in a complex structure, in which ‘capital goods will 
be continuously reshuffled’ (Chiles et al.: 475). Economic growth 
is explained with the observation that the ‘  of 
the capital structure represents increasing knowledge embodied in 
capital goods, allowing entrepreneurs to benefit from the specialized 
knowledge of countless others dispersed over time and space, without 
themselves having to possess this knowledge’ (Chiles et al., 2007: 475, 
emphasis in the original). Growth results from better capitalising 
on more knowledge, or, in my words, it results from capitalising 
on innovation. 

Wennekers and Thurik propose to look at innovation as in-
grained in entrepreneurship (Wennekers and Thurik, 1999: 43). 
Entrepreneurship is about taking risks: entrepreneurs invest and 
innovate (add to the advances of knowledge) in situations where it is 
not possible to ‘single out particular kinds of investment which are 
solely, or even mainly, responsible’ (Scott, 1992: 40) for the actual 
advancement of knowledge6. ‘Firms do not know  whether 
it is profitable to innovate’ (Nooteboom et al., 2008: 32). To follow 
Schumpeter: whoever invests first, will, at least until the competition 
follows, profit from being on pole position. 

Wennekers and Thurik (1999) suggest that a connection between 
entrepreneurship and economic growth starts with ‘variety, compe-
tition, selection and also imitation’, since they ‘expand and transform 
the productive potential of a regional or national economy (by 
replacement or displacement of obsolete firms, by higher productivity 

6  —  A point close to Tsoukas’ observations on ‘radical uncertainty’ (Tsoukas, 2005: 112).
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influenced thinking about art to the point that not developing 
artistically was well nigh obliteration (Berman, 1982: 78). In the early 
Romantic era art had a particularly important role in ‘making sense’ of 
the confusing modern times. Although the term modern was not new 
in aesthetics, at the time its working was intensified by the realisation 
that ‘the present renews itself continuously by moving away from 
its immediate past’ (Titus, 2005: 77) giving modernity a continuous 
‘transitory’ quality, opposing modern ‘not so much to “old”, but rather 
to “timeless”‘ (ib.). Art played a critical role in the advent of a new 
consciousness, as a ‘sensory anticipation’ (ib.) of an unknown and 
abstract future. One could say, a heteronomous responsibility. Titus 
points out that Hegel himself preferred to use the term  
‘without any judgement as to whether the eventual goal would be 
desirable or not’ (id.: 78)7, but in any case art became inextricably 
linked to development, destruction and innovation. 

7  —  This nuance seems to prefigure the differentiation between intentionality and 
purposefulness, made by Giddens more than a century later.



175174 SHIFTING GEAR

13 Summary 

This research analyses strategic practice and discourse in cultur-
al-creative organisations in the Dutch city of Utrecht, between 2010 
and 2012. The main question of this research is how deliberations 
on culture, creativity and business structure strategic discourse and 
practice in cultural and creative organisations in the midst of current 
institutional change. The motivation for this research is based on the 
expectation that the present dynamics in culture-political discourse, 
with its stress on cultural entrepreneurship and the creative indus-
tries, effect artistic and economic strategic deliberations in organ-
isations. However, little is known about the exact working of this 
deliberation in organisational practice as such. 

 ― Culture and economy 
Chapter two discusses the dichotomy between culture and economy 
in its historical-theoretical context. Bourdieu refers to culture and 
economy as two ends of a continuum, moving between the extremes 
of ‘total subordination to demand’ and ‘absolute independence from 
the market’ (Bourdieu, 1992: 142). Bourdieu extends the working of 
this dichotomy to a ‘generative principle’ of the judgement of ‘what 
is art and what is not’. The work of Ray and Sayer (1999) is invoked 
to translate the perspective on the culture / economy dichotomy 
into a dichotomy between culture as signifying, symbolic practices, 
and economy as instrumental practice. In doing so, a connection is 
made between the point made by Bourdieu and the present use of the 
terms cultural, creative and economic in the societal debate. Ray and 
Sayer consider the  to be an economy in which the 
signifying value of goods has become as important as their instru-
mental value. Keat (1999) contends that this has led to a confusion 
concerning the different appreciative value strategies. Instrumental-
functional values and transformative-artistic values start to mix in 
complicated ways, with the danger of instrumental values overall 
subordinating transformative ones.

Following Throsby (2010), this research makes a distinction 
between creative goods and cultural goods. Creative goods are 
goods that require ‘some reasonable significant level of creativity’ 
(understood as ‘imagination and a capacity to generate original ideas 
and novel ways of interpreting the world, expressed in text, sound 
and image’). Cultural goods and services, ‘such as artworks, music 
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The sample contains ten organisations, five for-profit or hybrid, and 
five non-profit organisations based in Utrecht. Objects of analysis are 
formal strategic documents, as well as informal, public and internal 
documents. Organisational actors were interviewed several times 
during the period of observation. The analysis was based on ground-
ed theory principles (Glaser and Strauss, 1967). The process leads to 
the identification of a core category, ‘which accounts for most of the 
variation in a pattern of behaviour’ (Strauss, 1978: 92). 

Chapter five provides an overview of the institutional context, the 
Utrecht policy towards the cultural and creative sectors as it is embed-
ded in national policy developments.

In chapter six, I present the observed organisations. They include: 
31Volts, service design company
Born Digital, platform for digital art
Het Filiaal, youth music theater company
Huis and Festival aan de Werf, theater production house and festival
Kunstliefde, gallery and artists society 
Monobanda, game design company
Museum Speelklok, museum for mechanical musical instruments 
Rosa Ensemble, ensemble for contemporary music 
Sjujazz, concert hall and production house for jazz in Utrecht
Tinker, communication design

 ― Results 
Chapter seven describes the results of the analysis of the strategic 
practice of Huis en Festival aan de Werf in the period 2010-2012, a 
period in which the organisation prepares itself for an organisational 
transformation. This case is chosen as the starting case because of the 
composite position of the organisation in the midst of an ‘economisa-
tion’ of cultural policies. The production house remains independent, 
while the festival merges with the dance festival Springdance. Sixteen 
strategic themes are identified in the transformational process under-
lying the organisational reorientation. 

The list is next generalised into four categories, each typifying an 
organisational-strategic dimension/domain in which the relation be-
tween artistic / creative and economic considerations in daily practice 
is played out or expressed. The four categories include:

 

Considerations with regard to the artistic/creative identity and 
knowledge position in cultural-creative , influence a strategy 
to obtain visibility and reputation. 

The value given in all observed organisations to their artistic-cre-
ative identity and knowledge in a cultural-creative network is based 
on their understanding that achieving economic success is somehow 

performances, literature, film and television programmes, video 
games and so on’ not only require creativity in their production, 
but are also vehicles for symbolic messages (Throsby, 2010). This 
understanding of the cultural and creative is used in the organisation 
of the sample to study, based on a preliminary idea about whether an 
organisation produces goods predominantly involving creative and/
or cultural values.. 

 ― Theoretical framework
Chapter three discusses theory and research concerning strategy 
formation in cultural and creative organisations. Strategy research 
primarily based on the supposition of an equilibrium-seeking 
organisation (Hagoort, 2003) is no longer deemed effective in the 
present cultural, creative and societal dynamics (also Bilton, 2007; 
Scott, 2006). Understanding this complex dynamic better requires a 
perspective which situates itself more on the skin of strategic practice. 
Hence the choice for practice theory as the methodological outlook 
for this research. 

The methodological framework is based on structuration theory 
as developed by Anthony Giddens. According to structuration theory, 
social systems have structural properties, which ‘do not exist outside 
of action but are chronically implicated in its production and repro-
duction’ (Giddens, 1984: 374 ). Context, here, is not only understood 
as bounding or enabling; it is also shaped by the interaction itself. 
Thus structuration theory focusses on how ‘structure’ and/or ‘context’ 
is reproduced through their knowledgeable implication in the 
constitution of everyday social interaction (Giddens, 1984: 281). This 
research uses a distinction between ‘institutional context’, pertaining 
to the institutional surrounding perceived as real by the observed or-
ganisations, and the ‘structurating context’, pertaining to the context 
actually at work in interaction. 

Giddens’s framework is applied in a discourse analysis of strategic 
organisational practice. Here, discourse is understood as an element 
of social practice, consisting of text-based interventions in a dynamic 
interaction with underlying discursive structures. Observations and 
text/interview based analyses are used to investigate what is the-
matised in strategy making processes (Hendry, 2000), and/or how 
decisions are made reflexive (Weick, 1979; Tsoukas, 2005). 

 ― Method 
Chapter four elaborates on the method for discourse analysis em-
ployed in this research. The method is based on notions of narrative 
analysis and grounded theory as two complementary strategies to 
make sense of complex processes (Langley, 1999). 
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identity of an organisation in the past could be experienced as fixed 
bounding in developing new relationships or artistic opportunities, 
whereas now it can be understood as an enabler of economic success. 

In observed for-profit teams, members instantiate collective 
leadership in routine reflection on the cultural / economic relation, in 
order to maintain commitment and support for decisions.

 

Observed cultural organisations experience organisational growth 
as part of a continuous artistic innovation, a topos which underlies 
the interaction that takes place every four years between cultural 
organisations and the culture-political context on obtaining financial 
support. Notions of growth become an issue when organisations 
attempt to relate to the ambiguously understood term (cultural) 
entrepreneurship, creating a discursive separation between entre-
preneurial conduct and artistic core. The leading culture-political 
interpretation of the term relates to how organisations strategically 
accomodate diminishing government support. Thus, values of 
curiosity and experimentation become marginalised, even though 
these values – as characteristic expressions of artistic development – 
are central to the interaction on government support. This makes 
entrepreneurship a problematic discursive topos in relation to the 
organisations’ artistic core.

Observed for profits understand growth qualitatively in terms of 
an improvement of the creative network position. Actors argue that 
opportunities seem to arise from the fact that clients better under-
stand what firms have to offer. Professionalisation is understood as 
developing ways to better connect the creative core to customers’ 
questions. Quantitative growth is experienced as a hasard for the 
creative profile and the manageability of the organisation. 

It is the nature of the relationship with their contexts which 
determines how opportunities for artistic and organisational growth 
and development are to be combined.

The balancing of artstic / creative and economic considerations 
works along two different lines of strategy development. On the one 
hand, there is the creative for-profit context, which shows an inte-
gration of the creative / economic deliberation in daily client-relation 
relationships. On the other hand, there is the cultural context, which 
reflects an episodic change in relation to institutional discourse. The 
result is that cultural and economic values remain separated in cul-
tural organisations and in the interaction between organisations and 
administrative contexts. In observed for-profits, the routine explica-
tion of the relationship between creative and economic values leads to 
a strategic practice that finally integrates those values. 

linked to (developments in) a distinctive artistic or creative profile. 
Organisational actors experience that this connection can be created 
through a strategy of sharing information, and investing in narrative-
ly explaining / developing organisational identity. Actors in cultural 
organisations reflect on how network position in the past could be 
experienced as static and bounding.

The process observed in non-profits indicates a sensitive practice 
of scanning possibilities for negotiating a position in the network on 
the basis of the organisation’s artistic or creative core. The strategy 
of networking is experienced to influence the relationship between 
organisations and their context. 

 

 

For the benefit of larger culture-political goals, particularly the candi-
dacy of Utrecht for European Capital of Culture 2018, the traditional 
relationship is reframed as a partnership. The administration leaves 
the artistic interpretation of the partnership to the organisations. 
The appeal of Huis aan de Werf, in line with the politically engaged 
position of the organisation, to understand ‘partnership’ as part of a 
fundamental discussion on the relationship between society and art 
does not lead to a redefinition of the concept. 

Organisations are seen to keep artistic identity and political 
agenda separate. Organisations pragmatically deliberate on the ten-
sion between artistic freedom on the one hand and connection to the 
political ambition on the other.

 

The combined business / creative organisational identity of the leader 
in some of the observed cultural organisations is experienced as a 
parting from traditional organisational culture. Managers reflect on 
their role of continuously organising internal and external support for 
change, safeguarding the artistic narrative of the organisation. Actors 
from creative for-profits relate how they continuously try to organise 
a space in teamwork routines for creative / business discussions. 

In observed non-profit organisations the cultural / economic 
deliberation is integrated in a modus of unilateral management, in 
for-profits it is seen to be handled as part of team work. In both 
cases, actors report the importance of explicating the culture / 
economic deliberation and finding support from stakeholders for 
strategic decisions. 

Respondents from cultural organisations reflect on the necessity 
of unilateral leadership in achieving strategic change. The leader is 
envisioned with artistic credibility without embodying an artistic 
identity. Actors in cultural organisations reflect on how artistic 
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in the practice of creative for-profits the deliberation is part of the 
daily routine ans is discussed in the organisation continuously. The 
more the context allows for a more pragmatic and dynamic bringing 
together of cultural-economic considerations in everyday routines, 
the more organisational actors are able to search for the manoeuvring 
space enabling them to bring together interests of artistic-cultural 
reputation and organisational-economic development. 

 ― Implications 
The text finishes with suggestions for policy and research implica-
tions. Here, we pick out the most important ones.

The first implication pertains to the distinction between cultural 
and creative subsectors in the cultural-creative field. This distinction 
is posited in chapter two and is derived from the use of these terms in 
the current culture-political discourse. It pertains to the autonomous 
or heteronomous qualities of products, in an institutional framework 
that increasingly understands the value of culture and creativity in 
economic terms. The implication of this research is that in this form 
the cultural / creative distinction does not adequately characterise cul-
tural and creative production. It does not demand an understanding 
of how “autonomous” and “heteronomous” in fact signify the result of 
a process in which actors position themselves in a dynamic cultural / 
economic tension. An understanding of the cultural-creative field as 
an array of different modalities of the cultural / economic deliberation 
would create sensitivity for how organisational actors operationalise 
pivotal terms such as entrepreneurship and growth and would lead to 
a culture-political discourse that acknowledges the culture-creative 
core of organisations.

Administrations should be more aware of how strategic thought 
in cultural organisations is influenced by the ambiguity of cen-
tral concepts and the working of routine burocratic interaction. 
Establishing an effective relationship between sector and adminis-
tration requires the administration to create a situation that favours 
the routinisation of artistic / economic deliberations. This could be 
realised if administrations would establish a structure for arts support 
with more flexibility than the present four-year period structure. The 
present system aggravates and complicates the separation of cultural 
and economic values. In the Netherlands, the separation is inherent to 
the relationship between administration and sector, which becomes 
more urgent with the increased importance given to the economisa-
tion of societal values in general.

 ― Further research
Qualitative, practice-based research is needed to underpin how 
culture- political contexts influence strategic thought and action. 

 ― Core category 
The findings show that the way in which the artistic-creative / 
business deliberations manifest themselves in cultural and creative 
organisations is in the end determined by the way organisations 
relate to their institutional and market context. In the case of cultural 
organisations this relation is characterised by formal-bureaucratic 
procedures and considerations. In cultural organisations the economic 
element remains dispersed between the formal discourse on entre-
preneurship understood as increasing self-generated income and as 
seeking (new) forms of exploitation of the artistic kernel on the one 
hand and the equally formal (but perhaps less objectified) discourse of 
artistic growth on the other. 

The fact that in the practice of creative for-profits, the creative / 
business evaluation is taken up as part of the daily relationship with 
clients leads to a more nuanced, pragmatic and dynamic position, in 
which creative deliberations can more directly be integrated in eco-
nomic (entrepreneurial) action. In the practice of daily deliberations, 
for-profits deal in a more dynamic, interactive, tactical way with 
creative and economic values.

The answer to the central question of this research is thus that in 
all observed organisations the artistic-creative element is dominant 
in the way they strategically relate to their context. In that sense our 
earlier distinction between cultural and creative organisations shows 
to be in need for more nuance. Also in the case of our for profits, 
artistic-cultural values structure the ways organisations relate to 
their context. The more fundamental difference between cultural and 
creative organisations is found in the way in which the relation with 
the context allows cultural-economic deliberations to become a part 
of the everyday routine. In for-profits the deliberation is integrated in 
organisational routine, while in the practice of cultural organisations 
this integration does not occur ‘naturally’. The political-administra-
tive structure forces cultural organisations into a bureaucratic routine 
of periodically legitimating separate qualities in an ‘objectified’ way 
to separated parts of their organisational environment, whereas 
practitioners in for-profits create space for creative manoeuvring for 
themselves in their everyday interaction with the client environment, 
in which the deliberation between the cultural and the economic is 
continuously implicated and (re)defined.

The core category that follows from the above, or the shortest 
formulation of ‘what really happens’ is that practitioners in cultur-
al-creative organisations continually negotiate their cultural / eco-
nomic identity in a discursively ambivalent context. The variation in 
culture/economy deliberations is caused by ways in which the context 
is embedded in daily organisational routines. In cultural organisations 
this deliberation takes place in the contact with administrations, while 
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14 Nederlandse 
samenvatting 

In dit onderzoek staat de strategische praktijk van een tiental cultureel- 
creatieve organisaties in de stad Utrecht gedurende de periode 2010-
2012 centraal. De hoofdvraag van het onderzoek is ‘hoe structureren 
afwegingen met betrekking tot creativiteit en economie strategische 
discours en praktijk van culturele en creatieve organisaties‘. De 
aanleiding van het onderzoek is de constatering dat de huidige 
cultuurpolitieke dynamiek van invloed is op de bekende spanning 
tussen creatieve en economische strategische afwegingen. Er is echter 
weinig bekend over hoe die spanning daadwerkelijk in de praktijk 
doorwerkt. Deze samenvatting volgt de opbouw van het boek. 

 ― Cultuur en economie
Hoofdstuk twee behandelt de dichotomie tussen cultuur en economie 
in zijn historische context. Ik refereer eraan hoe Bourdieu (1992: 
142) cultuur en economie ziet als twee polen van een continuüm, 
waarbinnen sprake is van een hiërarchie van absolute onafhanke-
lijkheid van een markt tot absolute onderhorigheid aan een markt. 
Deze hiërarchie in ‘modi van productie en distributie met een tegen-
gestelde logica’, speelt een rol in de beoordeling van ‘wat kunst is 
en wat niet’ (id.). 

Het werk van Ray en Sayer (1999) wordt aangehaald om het 
perspectief van de twee tegengestelde vormen van logica te verbreden 
tot het onderscheid tussen cultuur als ‘betekenende’, symbolische 
praktijken, en economie als instrumentele praktijken. Daarmee wordt 
een brug gelegd tussen Bourdieu’s standpunt hierboven en het actuele 
maatschappelijk gebruik van de termen cultureel, creatief en econo-
misch. Ray en Sayer beschouwen de moderne  als 
een maatschappij waarin de instrumentele waarde van producten in 
het algemeen ondergeschikt gemaakt is aan de betekenis-waarde van 
die producten. Volgens Keat (1999) heeft dit geleid tot een verwar-
ring van de door Bourdieu gescheiden gehouden discoursen van 
symbolische en instrumentele waarden, en daarmee tot een verwar-
ring in de beoordeling van die waarden. Een cultureel product wordt 
niet meer op zijn transformatieve waarde beoordeeld, maar op zijn 
instrumentele gebruikswaarde. 

This research provides an observational framework grounded in the 
observed practice. Particular elements of attention are the content 
and working of local political discourse. For the understanding of 
organisational practice, attentive concepts are organisational culture, 
leadership and governance structure, position in a network. Current 
national research agendas in the field of the cultural and creative 
sectors must be opened to identify opportunities for practice research. 

A challenge to be addressed in further research is the relation 
between the situatedness of cultural policy and policy formulated at 
a national administrative level. Research should be conducted into 
the question how this relation can be shaped in such a way that it 
provides organisations with sufficient freedom and support to (re)
define a balanced cultural-economic position. 

The angle of practice-based research has proven effective for 
studying creative and cultural organisations and deserves to be 
developed further by establishing a common methodological point of 
departure. Existing national research agendas could be re-evaluated to 
identify opportunities for such qualitative research. The knowledge 
and innovation agenda Click/CiNext (Rutten, Amerika & Jacobs, 
2011) identifies research themes concerning innovation, growth and 
the relation between creative sectors and other sectors. These themes 
should be approached from a perspective of fundamental interest 
in how organisational actors in these sectors think, act and realise a 
relationship with their contexts. This would increase the success of 
large scale political research agendas such as Click. The suggestion 
underlying such agendas that practice can be influenced through large 
scale institutional initiatives is not confirmed by experiences in earlier 
institutional stimulation-programmes. 

Research is needed for establishing a tighter connection between 
arts management / creative entrepreneurship curricula and the 
multifaceted dynamics in the sectors. Research is needed to develop 
education that can alter the arts manager / creative entrepreneur in a 
“context-manager”, who contributes on different levels to societal and 
culture-political discourse. This is related to developing more atten-
tion for the role of societal and personal leadership in the cultural and 
creative sectors. 
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omgeving waarin organisaties bestaan, en de ‘structurerende context’, 
ofwel de context aan het werk in interacties. 

De benadering van Giddens wordt toegepast in de analyse van 
organisatie-discoursen. Discours wordt begrepen als een element van 
sociale praktijken bestaande uit tekstgebaseerde gesitueerde acties 
in een dynamische relatie met onderliggende discursieve structuren, 
waarin het samenspel van betekenisgeving, legitimatie en dominantie 
te observeren zijn. Tijdens de observatie en analyse wordt gekeken 
naar wat in het strategische veranderingsdiscours wordt gethema-
tiseerd in de sociale praktijk van strategie (Hendry, 2000), en hoe 
keuzes reflexief worden gemaakt (Weick, 1979, Tsoukas, 2005). 

 ― Methode 
In hoofdstuk vier wordt de methode van de discours analyse nader 
uitgelegd. De methode is gebaseerd op narratieve analyse en grounded 
theory als twee complementaire strategieën om complexe data te 
bestuderen (Langley, 1999). 

De observatie omvat een tiental Utrechtse organisaties, vijf gesub-
sidieerde culturele instellingen en vijf commerciële creatieve firma’s. 
Geanalyseerd werden zowel formele strategische documenten als 
informele, openbare en interne teksten. Actoren werden in de loop 
van de observatie diverse malen geïnterviewd. 

De analysemethode is gebaseerd op de grounded theory (Glaser en 
Strauss, 1967). Het analyseproces leidt tot een kerncategorie, die ‘de 
meeste variatie in een gedragspatroon verklaart’ (Glaser, 1978: 92).

Hoofdstuk vijf geeft een overzicht van de institutionele context, 
de Utrechtse politiek inzake culturele en creatieve sectoren, ingebed 
in nationale ontwikkelingen. 

In hoofdstuk zes worden de geobserveerde organisaties 
gepresenteerd. Het zijn: 
31Volts, service design bureau
Born Digital, platform voor digitale kunst
Het Filiaal, jeugd muziektheater gezelschap
Huis en Festival aan de Werf, theater productiehuis en festival 
Kunstliefde, gallerie en kunstenaarssociëteit
Monobanda, game design 
Museum Speelklok, museum voor mechanische muziekinstrumenten 
Rosa Ensemble, ensemble voor hedendaagse muziek
Sjujazz, concertzaal en productiehuis voor jazz in Utrecht
Tinker, communicatie-ontwerp bureau.

 ― Resultaten 
In hoofdstuk zeven beschrijf ik observaties in de strategische praktijk 
in Huis en Festival aan de Werf (HFadW) in de periode 2010-2012. 
In deze periode bereidt Huis en Festival aan de Werf zich voor op 

Dit onderzoek volgt het onderscheid dat Throsby (2010) maakt tussen 
creatieve producten en culturele producten. Voor het maken van een 
creatief product is een bepaalde mate van creativiteit nodig. Voor een 
cultureel product geldt dit ook, maar het heeft als extra een symbo-
lische, culturele waarde. Dit standpunt wordt in hetzelfde hoofdstuk 
geproblematiseerd. Het onderscheid tussen cultuur en creativiteit 
wordt ook toegepast op de culturele en creatieve organisatie, als 
organisatie die een product produceert met alleen creatieve, of met 
creatieve en symbolische waarde. 

 ― Theoretisch raamwerk 
Hoofdstuk drie bespreekt eerder onderzoek naar strategievorming in 
culturele en creatieve organisaties. Gesteld wordt dat een verklarings-
model dat uitgaat van de stabiliteit zoekende organisatie (Hagoort, 
2003) in de huidige dynamiek in culturele en creatieve sectoren, en in 
de maatschappij, niet langer afdoende is (Bilton, 2007, Scott, 2006). 
Het is juist de verhouding met de dynamische context die onderwerp 
is van strategie-onderzoek. Het beter begrijpen van die dynamiek 
vereist een perspectief dat meer op de huid zit van de strategische 
praktijk. Dit verklaart de keuze voor praktijktheorie als het methodo-
logisch uitgangspunt van dit onderzoek. 

Het theoretisch raamwerk is gebaseerd op de structuratie theorie 
van Anthony Giddens8. Uitgelegd wordt dat de praktijk van actoren, 
die zich reflectief verhoudt tot uitgangspunten en doelen, bijdraagt 
aan een dynamisch proces van het structureren van context. In de 
interactie van actoren met context wordt die niet alleen als beperkend 
of ondersteunend ervaren, maar door de interactie mede gevormd. 
Giddens noemt dit de dualiteit van structuur: structuur is het medium 
en het resultaat van sociaal gedrag, terwijl het ook dit gedrag or-
ganiseert. Sociale systemen hebben structurele eigenschappen, die 
nochtans ‘niet bestaan buiten de actie maar chronisch worden geïm-
pliceerd in de productie en reproductie ervan’ (Giddens, 1984: 374). 
Het ‘universum van objecten’ is niet een gegeven, maar wordt ‘gepro-
duceerd door de actieve handelingen van subjecten’ (Giddens, 1993: 
168). Het proces van structuratie kan dan ook worden geobserveerd 
in hoe het samenspel van betekenisgeving, legitimatie en dominantie 
wordt geinstantieerd in dagelijkse interactie rond communicatie, 
normen en sancties. Giddens ziet de actor (the agent) als een terzake 
kundige (knowledgeabie) figuur, die zich bewust is van de ‘voorwaar-
den en gevolgen’ van zijn gedrag (Giddens, 1984: 281). 

Ten behoeve van dit onderzoek maak ik onderscheid tussen de 
‘instititutionele context’, ofwel de als reëel ervaren institutionele 

8  —  De Nederlandse vertaling van Giddens’ belangrijkste begrippen werd in deze 
samenvatting ontleend aan Munters et al. (1985).
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.
De gecombineerde zakelijk / artistieke identiteit die gezien is in 
enkele van de geobserveerde culturele organisaties wordt ervaren als 
een afscheid van traditionele organisatiecultuur. Managers reflecteren 
op hun rol van het continu organiseren van intern en extern draag-
vlak voor verandering, en tegelijk het bewaken van het artistieke 
verhaal van de organisatie. Actoren uit creatieve for-profits geven aan 
hoe zij continu in de routine een ruimte proberen te creëren voor het 
bediscussiëren van creatief / zakelijke beslissingen. 

In de geobserveerde non-profits is de cultureel / economische 
afweging geïntegreerd in een modus van eenhoofdig management, 
in for-profits wordt het gezien als deel van een team verantwoor-
delijkheid. In beide gevallen benadrukken actoren het belang 
van het expliceren van de afweging en het vinden van draagvlak 
onder belanghebbenden. 

Verantwoordelijken in culturele organisaties benadrukken het 
belang van eenhoofdig leiderschap voor het realiseren van verande-
ring. De leider wordt gezien als voorzien van artistieke geloofwaar-
digheid zonder een artistieke identiteit te belichamen. Actoren in 
culturele organisaties reflecteren erop dat artistieke identiteit van een 
organisatie in het verleden als bindend kon worden ervaren in het 
ontwikkelen van nieuwe relaties of artistieke kansen, terwijl het nu 
begrepen kan worden als veroorzaker van economisch succes.

In de geobserveerde for-profit teams realiseren teamleden een col-
lectief leiderschap in de de routine reflectie op de creatief / economi-
sche afweging, met het doel draagvlak voor beslissingen te genereren.

 

Geobserveerde culturele organisaties zien organisatie-groei als een 
onderdeel van de continue artistieke vernieuwing, een topos dat do-
minant is in de vierjaarlijkse interactie met de subsidiërende overheid. 
Het begrip groei wordt problematisch als organisaties zich pogen te 
verhouden tot het ambiguë begrip (cultureel) ondernemerschap, wat 
een structurele discursieve scheiding veroorzaakt tussen onderne-
mend gedrag en artistieke kwaliteit. 

De in het discours dominante interpretatie van die term relateert 
aan het reageren op de realiteit van de verminderde overheidson-
dersteuning en het vergroten van eigen inkomsten. Waarden als 
nieuwsgierigheid en experimenteerdrift worden zo gemarginaliseerd, 
terwijl die waarden als karakteristieke kenmerken van artistieke ont-
wikkeling, in de vierjaarlijkse interactie voor overheidsondersteuning 
centraal staan. 
Het type relatie met contexten bepaalt hoe kansen voor inhoudelijke 
en organisatorische groei te combineren zijn

een nieuwe organisatiestructuur. Deze casus is als startpunt gekozen 
vanwege de complexe positie van de organisatie temidden van de 
‘economisering’ van de cultuurpolitiek. Het productiehuis blijft zelf-
standig terwijl het festival fuseert met het dansfestival Springdance. 

Ik observeer zestien karakteriseringen in het transformatie-
proces. Uit deze lijst worden vier categorieën geëxtraheerd die elk een 
strategische dimensie vertegenwoordigen waarin artistieke / creatieve 
en zakelijke / organisatorische afwegingen in dagelijks handelen zich 
manifesteren. De vier categorieën zijn:

 

Overwegingen met betrekking tot de artistieke of creatieve identiteit 
en kennispositie in inhoudelijke netwerken beïnvloeden een strategie 
die leidt tot zichtbaarheid en reputatie.

De waarde die in alle geobserveerde organisaties wordt gegeven 
aan artistieke-creatieve identiteit is erop gebaseerd dat het bereiken 
van economisch succes is verbonden aan (ontwikkelingen in) een 
helder artistiek of creatief profiel. Actoren ervaren dat deze verbin-
ding actief kan worden gerealiseerd door een strategie van het delen 
van kennis en het investeren in het expliciteren en ontwikkelen van 
een artistiek-creatieve identiteit van de organisatie. Actoren in culturele 
organisaties reflecteren erop dat netwerk positie in het verleden kon 
worden ervaren als beperkend en hoe potentiële veranderingen niet 
werden geëffectueerd. Het proces geobserveerd in de non-profit organi-
saties wijst op een praktijk gevoelig voor het vinden van mogelijkhe-
den voor het onderhandelen van een positie in een netwerk op basis 
van een artistieke kern. Actoren ervaren dat de een strategie van net-
werken van invloed is op de relatie tussen organisaties en de context. 

 

 

Ten behoeve van cultuur-politieke ambities, met name de kandida-
tuur van Utrecht voor Europese Culturele Hoofdstad in 2018, wordt 
de traditionele relatie tussen de stad en de sector gekaderd als een 
partnerschap. De stad laat de inhoudelijke interpretatie van deze term 
grotendeels over aan de sector. Het appèl dat Huis aan de Werf doet, 
in lijn met de politiek geëngageerde positie van de organisatie, om de 
term partnerschap te begrijpen in het kader van een fundamentele 
discussie over de relatie tussen kunst en maatschappij is niet van 
invloed op de definitie van het begrip. 

Culturele organisaties houden artistieke identiteit gescheiden van 
de cultuur-politieke ambitie. Organisaties maken een pragmatische 
overwegingen met betrekking tot artistieke vrijheid en de verbinding 
met stedelijke ambities. 
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een bureaucratische routine van het periodiek en geobjectiveerd legi-
timeren van separate artistieke en economische kwaliteiten. Actoren 
in for-profits daarentegen creëren ruimte voor het manouvreren met 
de afweging, in de dagelijkse praktijk. Hier wordt de afweging tussen 
creativiteit en economie voortdrurend geherdefinieerd. 

De kerncategorie die volgt uit het bovenstaande, of kortste for-
mulering van ‘wat er eigenlijk gebeurt’ in de geobserveerde praktijk, 
is dat actoren in culturele en creatieve organisaties voortdurend over 
hun creatief / zakelijke identiteit onderhandelen in een discursief 
ambivalente context. De variatie in de behandeling van de cultureel /
economische afweging zit hem in de manier waarop de context is 
ingebed in de organisatorische routine. In culturele organisaties vindt 
die afweging plaats in het contact met overheden, terwijl in de prak-
tijk van creatieve for-profits de afweging deel uitmaakt van dagelijkse 
routine en continu in de organisatie besproken wordt. Hoe meer de 
context een pragmatische combinatie van culturele en economische 
afwegingen in dagelijkse routines toestaat, des te meer zijn actoren in 
staat te zoeken naar manouvreerruimte die hen in staat stelt de belan-
gen van artistiek-creatieve reputatie en organisatorisch-economische 
ontwikkeling bij elkaar te brengen. 

 ― Implicaties 
De tekst sluit af met implicaties voor cultuurpolitiek en verder onder-
zoek. Hieronder volgen de belangrijkste. 

De eerste implicatie betreft het onderscheid tussen culturele en 
creatieve subsectoren in het cultureel-creatieve veld. Dit onderscheid 
wordt in hoofdstuk twee van dit onderzoek neergezet en is afgeleid 
van het gebruik van deze termen in het huidige cultuur-politieke dis-
cours. Het slaat op het onderscheiden van autonome of heteronome 
kwaliteiten van producten, en moet gezien worden in een instituti-
oneel raamwerk dat in toenemende mate de waarde van cultuur en 
creativiteit begrijpt in economische termen. De implicatie van dit 
onderzoek is dat in deze vorm het onderscheid de culturele/creatieve 
productie niet adequaat beschrijft. Het doet geen beroep op het besef 
dat “autonoom” en “heteronoom” in feite verwijzen naar het resultaat 
van een proces waarbinnen actoren zich positioneren in een dynami-
sche cultureel/economische spanning. Het begrijpen van het cultu-
reel-creatieve veld als een reeks verschillende modaliteiten van de 
artistiek/economische afweging zou leiden tot begrip van hoe actoren 
belangrijke termen als ondernemerschap en groei operationaliseren, 
en zou leiden tot een cultuurpolitiek discours dat de artistiek-creatie-
ve kern van organisaties erkent. 
Overheden zouden zich meer bewust moeten zijn van hoe strategisch 
denken in culturele organisaties wordt beïnvloed door de ambiguïteit 
van centrale begrippen in de bureaucratie. Het realiseren van een 

Het balanceren van artistiek / creatieve en economische afwegingen 
speelt zich af langs twee soorten van strategische ontwikkeling. Aan 
de ene kant is er de creatieve for-profit context, die een integratie 
toont van de creatief / economische afweging in dagelijkse klantrela-
ties. Aan de andere kant is er de culturele context, die een episodische 
veranderdynamiek toont, in relatie tot institutioneel discours. Het 
resultaat is dat culturele en economische waarden gescheiden blijven 
in culturele organisaties en in de interactie met de administratieve 
context. In de geobserveerde for-profits leidt de geroutiniseerde 
thematisering van de verhouding tussen creatieve en economische 
waarden tot een strategische praktijk die deze waarden uiteindelijk 
integreert. 

 ― Kerncategorie
De bevindingen tonen dat de manier waarop de artistiek-creatieve / 
zakelijke afweging zich manifesteert in culturele en creatieve organi-
aties uiteindelijk wordt bepaald door de manier waarop organisaties 
gebonden zijn aan institutionele en markt contexten. Voor culturele 
organisaties wordt deze relatie gekenmerkt door formeel-bureaucra-
tische procedures en afwegingen. Hier blijft het economische element 
verspreid tussen het formele discours over ondernemerschap als het 
doen groeien van het eigen inkomen en het zoeken van nieuwe ex-
ploitatiemogelijkheden van de artistieke kern, en aan de andere kant 
het eveneens formele (maar wellicht minder geobjectiveerde) discours 
over artistieke groei. 

In de praktijk van creatieve for-profits is de creatief / zakelijke 
afweging deel van de dagelijkse relatie met klanten. Dit leidt tot een 
genuanceerde, prakgmatische en dynamische positie waarin creatieve 
afwegingen directer kunnen worden geïntegreerd in economische 
(ondernemende) actie. In de praktijk van dagelijkse afwegingen, gaan 
for-profits in een meer dynamische, interactieve en tactische manier 
om met creatieve en economische waarden. 

Het antwoord op de centrale vraag van dit onderzoek is dat in alle 
geobserveerde organisaties het artistiek-creatieve element dominant 
is in de manier waarop zij zich strategisch verhouden tot hun context. 
In dat opzicht behoeft het gebruikte onderscheid tussen culturele en 
creatieve organisaties enige nuance. Ook in het geval van de geob-
serveerde for-profits wordt de relatie met de context gestructureerd 
door artistiek/culturele waarden. Het meer fundamentele verschil 
tussen culturele en creatieve organisaties zit hem in de manier waarop 
de relatie met met de context toestaat dat de cultureel/economische 
afweging deel wordt van de dagelijkse routine. Bij for-profits is de 
afweging geïntegreerd in de routine van de organisatie, terwijl in 
de praktijk van culturele organisaties die integratie niet van nature 
gebeurt. De administratieve structuur dwingt culturele organisaties in 
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Onderzoek is nodig voor het scherper stellen van de relatie tussen 
kunstmanagement / creatief ondernemerschap curricula en de meer-
voudige dynamiek van de sectoren. Onderzoek is nodig om curricula 
te ontwikkelen die een kunstmanager / creatief ondernemer kunnen 
veranderen in een “context-manager”, die op diverse niveaus een 
bijdrage levert aan het maatschappelijke en cultuurpolitieke discourse. 
Aandacht voor de rol van maatschappelijk en persoonlijk leiderschap 
houdt nauw verband met de ontwkkeling van een sterkere relatie 
tussen de creatieve / culturele sectoren en andere sectoren. 

 ― Vertaling van termen

Engels 

Agency

Agent

Knowledgeable agent

Unacknowledged conditions

Unintended consequences

Nederlands 

Handelingsvaardigheid 
(niet uit Munters et al.)

Handelende persoon

Terzake kundige actor

Niet-onderkende voorwaarden

Onbedoelde gevolgen

Table 14. Vertaling Engelse termen uit theorie van Giddens (Munters et al., 1985)

effectieve relatie tussen sector en overheden vereist dat de overheid 
een situatie creëert die de routinisering van de artistiek/economische 
afweging aanmoedigt. Dat kan bijvoorbeeld in een flexibeler systeem 
voor ondersteuning dan het huidige, dat feitelijk de scheiding tussen 
culturele en economische waarden verergert. In het Nederlandse 
systeem is de scheiding inherent aan de relatie tussen overheid en 
sectoren, wat urgenter wordt met de groeiende belang van de econo-
misering van maatschappelijke waarden in het algemeen. 

 ― Verder onderzoek
Verder kwalitatief, praktijkgericht onderzoek is nodig om te on-
derbouwen hoe cultuurpolitieke invloeden strategisch denken en 
handelen beïnvloeden. Dit onderzoek biedt een observatie-raamwerk 
gegrond in de geobserveerde praktijk. Voor een beter begrip van 
de context dient gekeken te worden naar de inhoud en werking van 
lokale politieke discoursen. Voor het verbeteren van het begrip van 
organisatiepraktijk zijn belangrijke begrippen organisatiecultuur, 
leiderschap en bestuur, positie in netwerken. Bestaande nationale 
onderzoeksagenda’s in het veld van creatieve en culturele sectoren 
dienen te worden geopend om kansen voor dergelijk praktijkonder-
zoek te identificeren. 

Een uitdaging voor verder onderzoek is het bestuderen van de re-
latie tussen de gesitueerdheid van lokale cultuurpolitiek, en die op een 
landelijk niveau. Onderzoek is nodig naar de vraag hoe deze relatie 
zo kan worden vormgegeven dat het organisaties voldoende vrijheid 
en ondersteuning geeft om een gebalanceerde cultureel-economische 
positie te (her)definiëren. 

De invalshoek van practice-based onderzoek is een vruchtbare ge-
bleken voor het bestuderen van creatieve en culturele organisaties en 
kan in Nederland verder ontwikkeld worden. Onderzoekers zouden 
een gemeenschappelijk methodologisch uitgangspunt kunnen stellen 
voor praktijkgericht onderzoek in deze sectoren. Bestaande nationale 
onderzoeksagenda’s zouden kunnen worden geopend om kansen 
voor dergelijk kwalitatief onderzoek te identificeren. De kennis- en 
innovatieagenda Click//CiNext (Rutten, Amerika & Jacobs, 2011) 
signaleert onderzoeksthema’s rond innovatie, groei en de relatie 
tussen creatieve en andere sectoren die erom vragen behandeld te 
worden vanuit een fundamentele interesse in het denken en motivatie 
van creatieve en cultureel actoren, en in de kwaliteit van hun relatie 
met de omgeving. De kwalitatieve invalshoek zou de slagingskans van 
deze kennis- en innovatieagenda vergroten. De onder deze agenda 
liggende suggestie dat de praktijk veranderbaar is met een groot 
institutioneel gedreven initiatief wordt immers niet onderbouwd met 
ervaringen in eerdere stimuleringsprogramma’s. 
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 Originele Nederlandse 
citaten 

NB: De Engelstalige versies van de 
citaten zijn vertaald door de auteur. 

1 
Belangstelling is een belangrijke 
graadmeter voor maatschappelijk 
draagvlak. Publieksbereik en binding 
gaan daarom een grotere rol spelen bij de 
beoordeling van aanvragen.

2 
there will be Daarom komt er 
een toetredingsnorm voor de 
basisfrastructuur 2013-2016 van 17,5% 
eigen inkomsten.

3 
Daarnaast geven gemeenten aan dat 
zij andere overwegingen meenemen 
bij de bezuinigingen, bijvoorbeeld 
het stimuleren van cultureel 
ondernemerschap, hanteren van het 
profijtbeginsel […]

4 
‘met voorstellen te komen over (…) 
de wijze waarop verbindingen gelegd 
kunnen worden tussen de cultuursector 
en andere maatschappelijke sectoren, 
redenerend vanuit de eigen kracht en 
intrinsieke waarde van de cultuur, en 
de mogelijkheden om betrokkenheid bij 
cultuur te vergroten, ook in financiële 
zin.

5 
Cultureel ondernemerschap is een 
houding, die erop gericht is zoveel 
mogelijk kunstzinnig, artistiekcultureel, 
zakelijk en maatschappelijk rendement 
te halen uit culturele voorzieningen. 
De cultureel ondernemer opereert 
vanuit de eigen artistieke ambities maar 
houdt tegelijkertijd rekening met de 
verkoopbaarheid, toegankelijkheid en 
publieksvoorkeuren.

6 
‘repertoirekeuzes die leidden tot meer 
publiek op basis van een exclusieve 
focus op kwaliteit negatief [werden] 
beoordeeld’. 

7 
De voorgestelde maatregelen zijn 
echter niet uitvoerbaar zonder in 
deze beoordeling tot een goede 
balans te komen tussen kwaliteit en 
ondernemerschap.

8 
Ondernemerschap: elke instelling 
of individuele kunstenaar moet de 
komende tijd nog meer dan voorheen 
werk maken van ondernemerschap. 
Het gaat daarbij om positionering en 
profilering, omgevingsbewustzijn en een 
evenwichtige financieringsmix.

9 
Nu al draagt de creatieve industrie 
bovengemiddeld bij aan de groei in 
werkgelegenheid en toegevoegde waarde. 
De creatieve industrie vormt hierdoor 
een drijvende kracht achter de groei van 
het innovatie- en concurrentievermogen.

10 
Het kabinet heeft de creatieve industrie 
aangewezen als een van de topgebieden 
die een belangrijke economische en 
maatschappelijke meerwaarde hebben 
voor Nederland. 

11 
Deze zelforganisatie moet volgens een 
recente evaluatie van de sleutelgebieden 
voor het einde van 2009 verbeteren 
als de creatieve sectoren de status van 
sleutelgebied willen behouden.

12 
… meer ondernemingen in andere 
sectoren die gebruik maken van creatieve 
diensten en daarmee hun marktpositie 
verstevigen; meer creatieve ondernemers 
die groeien in de keten en internationaal 
expanderen.

13 
Onze lange termijn ambities komen tot 
uitdrukking in de thematiek van Utrecht 
2018 en bepalen mede onze keuzes voor 
de door ons te subsidiëren instellingen. 
Deze organisaties zullen de dragende 
krachten zijn achter de voorbereiding en 
uitvoering van de 2018-plannen. 

14 
Hoe zorgen wij ervoor dat ook die 
mensen die in de uitlopers van de stad 
wonen zich Utrechter voelen, onderdeel 
van één samenhangende stad? Hoe 
creëren wij de voorwaarden voor een 
economisch stabiele, duurzame regio 
waar mensen met plezier deel van willen 
uitmaken en aan willen bijdragen? Hoe 
houden wij kwaliteit, diepgang en reflectie 
hoog, als essentiële bestanddelen van een 
creatief en dynamisch stedelijk leven?

15 
De Europese Commissie stelt een reeks 
vragen die betrekking hebben op de 
bijdrage van het evenement Europese 
Culturele Hoofdstad aan de culturele, 
sociale en ruimtelijke ontwikkeling van 
de stad op de lange termijn. Ze wil weten 
hoe de Europese Culturele Hoofdstad 
(ECH) enerzijds de participatie van 
burgers aan cultuur kan bevorderen en 
anderzijds de verbinding van de stad met 
Europa kan versterken. De Europese 
dimensie is van groot belang: wat heeft 
Utrecht aan Europa te bieden?

16 
60% van het programma is ge(co)
produceerd door HFadW. […] De 
combinatie van de producerende 
en programmerende functie levert 
een continue wisselwerking op, die 
automatisch de verplichting in zich draagt 
om na te denken hoe het geprodu ceerde 
werk zich verhoudt tot het overige 
nationale en internationale aanbod. Het is 
een krachtige, onderscheidende formule. 
En succesvol: jaarlijks trekt het 10-daagse 
festival ruim 40.000 bezoekers.

17 
De afgelopen jaren heeft HFadW een 
grote stap gezet in het internationale 
circuit. Deze stap was vooral mogelijk 
door de combinatie van productiehuis en 
festival.

18 
Het festival is een festival voor theatre, 
beeldende kunst en muziek, waarbij het 
onderscheid tussen de disciplines voor het 
publiek steeds minder belangrijk wordt. 
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43 
Sterker nog, zonder herinrichting zal 
het museum haar missie en strategische 
kernpunten niet kunnen waarmaken.

44 
Behoud je kern. Als de identiteit niet 
goed zit komt je businessplan in gevaar.

45 
De algemene strategie van Monobanda 
richt zich erop dat wij ons als een 
kenniscentrum binnen de creatieve 
game-industrie gaan plaatsen.

46 
Het gezelschap is de belangrijkste speler 
in de Utrechtse regio dat zich richt op 
jeugd- en familiepubliek. […] Momenteel 
is Het Filiaal het enige gezelschap in 
de provincie [..] dat door het Rijk, de 
provincie en de gemeente structureel 
ondersteund wordt.

47 
Voorheen durfde het UCK in Utrecht 
het niet aan om 600 schoolkinderen 
in een zaal te zetten. In het huidige 
seizoen programmeert ook het regionale 
Kunst Centraal ongezien onze grote 
zaalvoorstelling voor de Amersfoortse, 
Houtense en IJsselsteinse schoolkinderen.

48 
We zijn jong, speels en tegendraads. En 
zo worden we ook ervaren door andere 
mensen. Zowel door klanten als niet-
klanten. Dat imago straalt ook weer af op 
ons werk en onze projecten.

49 
We zitten voor anderen snel in de 
piepkrak muziek, en daar willen we ons 
niet mee associëren. 

50 
Je bent gelijkwaardig als stad en 
organisaties. Wat kunnen we voor elkaar 
betekenen

51 
Dit beeld van Utrecht – sterk in het 
presenteren van kunst aan een groot 
en divers publiek in combinatie met 
innovatieve kracht – willen we op weg 
naar Europese Culturele Hoofdstad 2018 
verder versterken

52 
 De culturele organisaties en initiatieven 
die we voor de ontwikkeling van de stad 
nodig hebben moeten enerzijds in staat 
zijn de stad in al haar poriën te voeden en 
anderzijds van dusdanig hoge kwaliteit 
zijn dat ze bijdragen aan de internationale 
profilering van Utrecht.

53 
Maar er is er nóg een route naar 
professionalisering die voor een kleine 
organisatie als de SJU van levensbelang 
is: samenwerkingsverbanden en 
partnerships. Allianties, partnerships, etc. 
stellen ons ook in staat om te groeien, 
verbreden en verdiepen op een schaal die 
we alleen niet kunnen realiseren.

54 
In de periode 2013-2016 zal 
mede geprogrammeerd worden 
op maatschappelijke en culturele 
vraagstukken in de samenleving,…

55 
Een aansprekende internationale 
cultuurstad presenteert niet alleen, maar 
neemt risico en voegt iets toe aan de 
internationale ontwikkelingen. Hiervoor 
is een initiërende en producerende 
rol nodig. HFadW wil deze rol op 
zich nemen met een internationaal 
productiehuis. Het beleid van HFadW 
sluit hier naadloos op aan. […] De 
plannen voor de toekomst betreffen de 
import, de (co)producties en de export. 

56 
Veranderen kost tijd. Mensen zien wel 
mijn drive en ambitie. Inspireert ook 
mensen. Ik hoop dat ik niet teveel van 
mensen vraag. Ik ben degene die de 
uiteindelijke beslissingen neemt, het is mjn 
taak om iedereen betrokken te houden.

57 
… sterk het gevoel dat ik dit kan 
managen. Ik ben naar de gemeente 
gegaan en heb gezegd wat ga jij met het 
gebouw doen. De stad wilde het gebouw 
ook voor de podiumkunsten bewaren.

58 
Creativiteit is niet mijn persoonlijke 
identiteit, maar ik weet er voldoende van 
om er mee om te kunnen gaan. 

59 
Zakelijk leiderschap is een creatief vak 
waarin een tweeman-schap met de 
artistiek leider leidt tot HET succes van 
een gezelschap.

60 
Ik wist hoe het moest, maar moest 
het uitleggen aan anderen. Stukken 
over merkidentiteit en strategische 
kernwaarden. Voortdurend contact 
met stakeholders, binnen en buiten 
de organisatie. Overal knopjes aan het 
indrukken. Ik ben een informeel mens. 
Ik ben nu twee jaar aan het luisteren en 
praten. Iedereen is anders, en ik heb met 
iedereen weer een andere verhouding. 

61 
De vorige cultuur was minder 
prestatiegericht, meer individueel. Het 
ging veel over persoolijke ontplooiing, 
nu gaat het meer over prestaties die je 
moet waarmaken. Het was een platte 
democratische organisatie, nu zijn we 
veel meer sturend bezig. 

62 
Je kunt geen democratische organisatie 
hebben. Er moet een hierarchie zijn, 
wel zo plat als mogelijk, zonder stappen 
waarin dingen verloren kunnen gaan. 
Mensen moeten zelfstandig kunnen 
werken. 

63 
Voordeel van 1 directeurschap, ik werk 
vanuit eenheid en er is geen verdeel en 
heers. Dat geeft ook rust. Ik kan dingen 
afdwingen omdat ik directeur ben, ook 
inhoudelijke afwegingen. Duidelijke 
koers. 

64 
Subsidiënten dwongen af dat je 
organisatie een eigen identiteit had. 
Wat hebben we toch weinig kansen 
benut in het verleden. Iedereen zat op 
zijn eigen eiland.

65 
Ik heb een hardere politieke 
insteek gebracht, maar dat is niet 
gecommuniceerd aan het publiek. 
eigenlijk zou je bij de aanstelling van een 
nieuwe directeur van alles in de corporate 
identity moeten veranderen, maar dat is 
hiet niet gebeurd. Men zei ‘dat doen we 
zo niet in Nederland’. Nu kan dat hersteld 
worden.

66 
Over twee jaar kan er alsnog een nieuwe 
identiteit zijn. dit is de kans om iets 
nieuws te beginnen in één zin: in welke 
esthetische vormen reageren kunstenaars 
op de maatschappij.

67 
De creatieve sectoren […] worden 
internationaal steeds meer beschouwd als 
motor achter toekomstige economische 
groei.

68 
We gaan jaarlijks een nieuwe 
grote zaalproductie maken die alle 
belangwekkende Nederlandse podia 
bespeelt. Deze ambitie komt logisch 
voort uit de ontwikkeling in artistieke 
signatuur, de toegankelijkheid van de 
voorstellingen voor nieuw (jong en 
veelkleurig) publiek en eerdere successen 
met grootschalig werk.

Om dit te bereiken zal het programma dat 
vanuit muziek en beeldende kunst wordt 
ingegeven, moeten groeien.

19 
De afgelopen jaren is het festival gegroeid 
in programma en bezoekersaantallen. 
Het festival zal de komende jaren de link 
met de stad verbreden en verdiepen. 
Maar het is en blijft een festival, waarin 
de maker en zijn ontwikkeling centraal 
staat. Daarom zal de groei inhoudelijk, 
productioneel en financieel nooit ten 
koste gaan van de kunstenaars.

20 
Met de benoeming van Hofmann kiest 
Huis en Festival a/d Werf voor een 
maatschappelijk geëngageerd profiel 
waarin mak ers worden uitgedaagd 
interessante vormen te vinden om 
onderwerpen als interculturaliteit, 
politiek en migratie aan de orde te stellen.

21 
In het vorige Kunstenplan beschreven 
we hoe kunstenaars op zoek waren naar 
een nieuwe vorm van engagement, die 
niet moralistisch of absoluut is in zijn 
betekenis. De nieuwe generatie heeft 
daar een vorm voor gevonden. Het 
engagement uit zich in voorstellingen 
die in de publieke ruimte plaats vinden, 
te midden van de werkelijkheid. Zij 
proberen niet de werkelijkheid te 
beïnvloeden, maar de manier waarop 
er letterlijk naar de werkelijkheid wordt 
gekeken, te veranderen. Ze manipuleren 
eerder de kijkrichting van het publiek 
dan de werkelijkheid. Resultaten hiervan 
reiken verder dan de kunstwereld. De 
installatie van 2007 van 2012Architecten 
was onderdeel van een recycling 
programma en markeerde het beginpunt 
van een serie bijeenkomsten van een 
groep wetenschappers en architecten die 
hergebruik van materialen wil profileren.

22 
HFadW beschouwt kunst als een 
motor tot maatschappelijke reflectie en 
verschuivingen.

23 
De tijd dat makers enkel autonoom iets 
opbouwen lijkt voorbij; ze willen weer 
samenwerken en elkaar versterken en 
goede gedeelde expertise binnenhalen. 
Huis a/d Werf speelt hierop in. 

24 
De commerciële verhuur wordt 
nog verder onderzocht in de 
komende maanden, aan de hand van 
marktonderzoek en marktpositionering. 

25 
Uitdaging is om het festival te verstevigen 
in het bewustzijn van de stad en het 
publiek. Hoe kan je dat doen? Daarover 
praten wij veel mbt het nieuwe festival. 
Een heel traject, we moeten eigen 
verwachtingen weghalen. Het is een kans 
voor een nieuwe instelling om dat te 
definieren. 

26 
Hoe kun je bereiken dat kunst en cultuur 
onderdeel van de maatschappij wordt. dat 
is hier verloren te gaan. instelling moet 
tenminste een deel van een stedelijke 
samenleving bereiken, dat is de uitdaging 
van het nieuwe festival. dan wordt de 
identiteit van het festival deel van een 
gezamenlijke identiteit. Dan kom je in 
dialoog.

27 
De gemeente Utrecht gaat met haar 
visie tegen de stroom in en blijft zich 
verantwoordelijk voelen voor het 
instand houden van de keten binnen de 
podiumkunsten in de stad.

28 
Huis a/d Werf deelt deze opdracht en is 
partner voor realiseren van gemeentelijk 
cultuurbeleid.

29 
Met hku, kikker. ssb, dus gesproken. Dan 
merk je dat die plek nodig is. Vandaar uit 
wordt het idee gevormd, ook het idee van 
de identiteit. De ingredienten worden 
je identiteit. Identiteit vormt zich nog 
steeds. Ik luister heel goed en dat werkt. 
Dat doen mensen in de podiumkunsten 
niet zo snel.

30 
Zonder de stad zou dit niet werken. 
Daarom hebben we subsidie aangevraagd, 
we hebben startgeld nodig en willen een 
partner van de stad blijven. Anders wordt 
het Huis onafhankelijk, en zijn we de 
toegang tot de stad kwijt. Identiteit staat 
of valt met de functie van dit huis. Als die 
er niet is wordt het een facilitair gebouw 
zonder identiteit. Als je bij je identiteit 
blijft wordt je ook geen concurrenten 
van elkaar.

31 
Het eerste jaar hebben we gebruikt 
om onszelf neer te zetten in de game- 
en designwereld. We hebben elke 
mogelijkheid benut om kenbaar te maken 
dat we er zijn en wat we doen. 

32 
Kennis, netwerk, creatie en uitwisseling 
zijn de kernwaarden binnen online en 
fysieke projecten van Born Digital.

33 
Door onze expertise op het vakgebied 
muziektheatre, laagdrempeligheid 
en vakmatigheid te delen met andere 
makers, verwacht Het Filiaal een schakel 
te kunnen zijn in de ontwikkeling van 
theatre-musici, spelers, componisten en 
regisseurs.

34 
Samenwerking leverde kennis, nieuwe 
ervaringen en inspiratie op.

35 
De organisatie ontwikkelt een technisch 
hoogstaand online platform waarop een 
internationale community van creatieven 
en prosumers samenwerkt, elkaar 
inspireert en werk exposeert.

36 
Het nieuwe huis voor makers ziet het 
als haar taak het Huis levend te houden, 
verbindingen te zoeken en te maken 
tussen haar ‘bewoners’, tussen de 
podiumkunsten en de creatieve sector 
(die ook door de Werkplek aanwezig is) 
én steeds op zoek te gaan naar nieuwe 
ontwikkelingen die er een plek kunnen 
krijgen.

37 
Deze nieuwe creativiteit zoals we die 
we nu zien is interactief, open source, 
multidisciplinair en non-liniair.

38 
Wij geloven in de kracht van delen, van 
netwerken en van verhalen.

39 
Museum Speelklok is het podium 
voor de wereld van zelfspelende 
muziekinstrumenten, waarbij kwaliteit 
en sprankeling middel zijn om het 
publiek, van nu en van de toekomst, een 
onvergetelijke ervaring te geven.

40 
Museum Speelklok vertelt klinkende 
verhalen over het eeuwenoude verlangen 
muziek te kunnen weergeven, door de 
zelfspelende instrumenten in hun context 
op onvergetelijke wijze tot leven te laten 
komen.”

41 
Alle moet kloppen binnen wie wij zijn, 
achter en voor de schermen. Door 
het te vertellen wordt het ook steeds 
duidelijker. 

42 
Je komt er niet meer mee weg. Vijf jaar 
geleden misschien, maar nu niet meer. 
Mensen zijn gewend geraakt aan een 
bepaald niveau. 
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95 
heeft Huis a/d Werf onderzocht hoe 
het Huis overeind kan blijven als 
een plek voor makers met cultureel 
ondernemerschap en commit ment uit 
de stad (gemeente en partners in de 
podiumkunsten).

96 
Een deel van het vaste personeel van Huis 
a/d Werf is inzetbaar voor derden.

97 
Sinds 2012 is het Huis opengelsteld met 
werkplekken voor zzp-ers en dat juicht 
de commissie toe. Dit bevordert de 
publieke functie van het Huis, en ook in 
het kader van ondernemerschap is dit 
een interessant initiatief. De commissie 
verwacht dat Huis a/d Werf zijn culturele 
bestemming zal weten te behouden en de 
synergie tussen de huurders zal weten te 
realiseren.

98 
De ambitie van Kunstliefde is om in 
de periode 2013-2016 als cultureel 
ondernemer een wezenlijke bijdrage 
te leveren aan de waardering van 
hedendaagse kunst en een breed en 
gevarieerd publiek aan te trekken. 

99 
Onze kernactiviteit is het maken van 
voorstellingen die toegankelijk zijn èn 
tegelijkertijd uitblinken in vakmanschap 
en inhoud.

100 
In een professionele podiumorganisatie 
trekken programmering en marketing 
hand in hand op. En soms zal 
programmering de marketing volgen. Bij 
bepaalde doelgroepen zal programmering 
gevonden moeten worden.

101 
De nieuwe presentatie rust op drie 
peilers: kennis, beleving en verwondering 
en zorgt hiermee voor een kwalitatief 
onvergetelijke ervaring. Om deze 
verhalen te vertellen geeft de presentatie 
antwoord op een aantal vragen rondom 
de inhoudelijke gebieden: cultuurhistorie, 
muziek, techniek en kunsthistorie.

102 
De makers die ik spreek willen zelfstandig 
zijn, maar hebben wel context nodig. 
die willen we creeren zonder dat zij 
onafhankelijkheid inleveren. Dat wordt 
gewaardeerd door de makers, maar 
dan moeten die makers wel van elkaar 
houden, anders werkt het niet. Ze moeten 
willen openstaan voor de samenleving

103 
De commissie apprecieert het dat Rosa 
zijn ‘moeilijke’ muziek met aandacht voor 
zijn publiek presenteert zonder water bij 
de wijn te doen, en tegelijkertijd beseft 
dat muziek niet in een vacuüm bestaat. 

104 
Over vijf jaar zijn we 20 man groot, 
en niet groot in commercie maar 
in inhoudelijke rol. Naast product 
development wil ik ook service design 
afdelingen opzetten in ondernemingen. 
Organisaties zelf leren hoe het te doen

105 
… ik weet niet precies hoe het gekomen 
is. We doen oprecht wat we leuk vinden, 
en dat geeft af. Ik denk dat mensen graag 
geassocieerd willen worden met wat we 
doen. 

106 
Het afgelopen jaar hebben we in het 
kader van promotie ook vreselijk veel 
werk gratis of heel erg goedkoop gedaan. 
Ook daar stoppen we nu mee. Het x 
festival zal de laatste keer zijn dat we 
gratis werkzaamheden zullen verrichten. 

107 
Naast al deze (semi)commerciële 
opdrachten, zijn er ook nog een paar 
projecten die we zelf opzetten en waarvan 
we geheel zelf bepalen wat en wanneer er 
iets mee gebeurt.

108 
De meeste klanten willen wat anderen al 
hebben. Dat doen wij niet, we sturen ze 
naar iemand anders. 

109 
We zijn kritischer geworden over nieuwe 
opdrachten. We debatteren in ons team 
over grenzen verleggen van wat we 
kunnen (kunnen we bijvoorbeeld een 
documentaire maken?) en wat niet. 

110 
Afbreukrisico is dat je je identiteit 
verwatert door bepaalde projecten aan te 
nemen.

111 
Om een hoge mate van service te leveren, 
nemen we goed de tijd om onze klanten 
te leren kennen en hun vraag/probleem 
te interpreteren.

112 
De rijkssteun is vooral van belang voor 
de artistieke ontwikkeling en experiment 
dat nog geen groot publiek heeft of 
producties die domweg te duur zijn voor 
de markt alleen, zoals grote opera

113 
Net als in de wetenschap is het in de 
cultuur belangrijk ruimte te geven aan 
vernieuwing en innovatie die niet door 
de markt tot stand komt, omdat de 
ondernomen activiteiten nog niet direct 
winstgevend zijn.

114 
In de meeste andere gevallen slagen 
instellingen er niet in aannemelijk 
te maken dat positionering leidt tot 
meerwaarde voor het verdienmodel.

115 
De meeste instellingen beschrijven hun 
visie op ondernemerschap. Uit de visies 
volgt een breed besef dat er (gezien de 
terugtrekking van de overheid) meer 
middelen uit de markt moeten komen. 
Instellingen juichen het principe van 
ondernemerschap ook toe, maar slagen er 
veelal niet in hun visie praktisch vorm te 
geven. 

116 
In veel begrotingen worden de 
bedragen voor fondsen en sponsoring 
veel te rooskleuring ingevuld. Aan 
de uitgavenkant is er vaak nauwelijks 
aandacht voor kostenbeheersing en het 
terugbrengen van lasten. 

117 
Instellingen werken niet of nauwelijks 
samen met marktpartijen en/of partijen 
buiten de culturele keten.

69 
Het festival is een festival voor theater, 
beeldende kunst en muziek, waarbij het 
onderscheid tussen de disciplines voor het 
publiek steeds minder belangrijk wordt. 
Om dit te bereiken zal het programma dat 
vanuit muziek en beeldende kunst wordt 
ingegeven, moeten groeien.

70 
Met de aanstelling van een productie- en 
een PR medewerker kan het management 
zich beter richten op de artistieke en 
zakelijke taken

71 
De zakelijke leiding zal zich verder 
professionaliseren om deze groei goed te 
kunnen verwezenlijken. 

72 
De kernpunten van de strategie zijn: 
het behouden en uitbreiden van een 
brede, spelende collectie en de kennis 
hiervan; het presenteren van de collectie 
in context om deze op verschillende 
manieren voor verschillende doelgroepen 
toegankelijk(er) te maken; het 
organiseren van wisselende activiteiten 
om het museum aantrekkelijk(er) 
te houden, ook voor herhaal- en 
nieuwe bezoekers; het creëren van een 
gezonde(re) financiële basis; het verder 
professionaliseren van de organisatie.

73 
Om de merkkracht van productiehuis en 
festival verder uit te bouwen is gekozen 
voor een ambitieuze merkpositionering 
voor de twee organisatieonderdelen. 

74 
De SJU heeft de komende vier jaar in het 
licht van het Muziekpaleis de duidelijke 
ambitie om te groeien, te verbreden en 
te verdiepen. De verbreding naar nieuwe 
doelgroepen is noodzakelijk om de 
gewenste schaalvergroting in producties 
en bezoekers te realiseren en die 
ervaringen op te doen om samen met de 
partners het Muziekpaleis tot een succes 
te maken.

75 
Een vereiste voor samenwerking/
samengaan in het muziekpaleis is dat (het 
product van) de SJU herkenbaar blijft als 
product van een culturele instelling met 
een focus op jazz en improvisatiemuziek 
als kunstvorm.

76 
Een gezonde organisatie met ambitities 
die tegen beperkingen aanloopt: we 
willen meer dan we kunnen realiseren. 

77 
Het Filiaal heeft het belang van dat 
jeugdtheatre op de agenda gezet, 
zodat zowel Stad als Provincie dat in 
hun cultuurtoekomstvisie het hebben 
meegenomen

78 
De huidige beleidstrend focust zich 
in toenemende mate op de culturele 
omgeving en amateurkunst, waarbij 
professionele kunst buiten beeld dreigt te 
raken. Het Filiaal is zich daarvan bewust 
en werkt er hard aan om deze toekomst 
voor te zijn.

79 
Op dezelfde bescheiden financiële voet 
doorgaan acht de stichting niet haalbaar.

80 
De reden tot schaalvergroting – jaarlijks 
in plaats van tweejaarlijks een grote 
zaal productie – wordt overtuigend 
gemotiveerd vanuit eerdere successen. 

81 
Kwalitatieve groei is niet vanzelfsprekend 
gekoppeld aan kwantitatieve groei. 
Kwaliteitsverbetering kan ook worden 
bereikt door het maken van goede keuzes 
en het uitwerken van een scherp profiel.

82 
De commissie hoopt overigens wel dat 
Het Filiaal zijn zorgvuldig opgebouwde 
identiteit en kwaliteit weet te behouden 
bij de verdubbeling van het aantal 
grotezaalproducties. 

83 
Wel hoopt de commissie dat het 
ensemble de realiteit niet uit het oog 
verliest en zich in een krimpende 
culturele markt niet groter denkt dan 
het is.

84 
Maar als de eerdere grootschalige 
verbouwing een voorbeeld is voor de 
toekomstigeverbouwingen, vraagt 
de commissie nadrukkelijk aandacht 
voor de inhoudelijke kwaliteit van de 
verbouwingsplannen.

85 
productionele en organisatorische 
potentie en cultureel ondernemerschap.  
Gekeken is naar de kwaliteit van 
de aanvrager op het gebied van 
productie,organisatie, financieel beheer, 
publiekswerving en pr/marketing; 
ook is bekeken of er sprake is van 
samenwerking met andere kunstenaars, 
organisaties en instellingen in en buiten 
de stad. 

86 
Gekeken wordt naar de kwaliteit 
van de aanvrager op het gebied van 
bedrijfsvoering, publieksbereik, 
samenwerkingspartners, deelname 
aan relevante netwerken (in en 
buiten de stad en internationaal) en 
financieringsbronnen.

87 
En, het museum gaat weliswaar uit van 
een verhoging van de gemeentelijke 
bijdrage ter dekking van de 
exploitatiekosten, maar verzuimt hier 
een vergelijkbare stijging van de eigen 
inkomsten tegenover te stellen, wat 
gezien de plannen niet onrealistisch is. 

88 
HFadW werkt samen met het Lab aan de 
bevordering van het zakelijk ondernemen 
in de podiumkunsten. Dit begint bij de 
opleidingen binnen de HKU. 

89 
In het veranderde landschap waarin de 
kunst minder overheids-afhankelijk moet 
worden is een nieuwe generatie zakelijk 
leiders nodig die weet wat cultureel 
ondernemerschap inhoudt. 

90 
HFadW is een ondernemende organisatie 
die veel incidentele gelden weet binnen 
te halen. Het succes heeft een keerzijde: 
de verhouding tussen structurele en 
incidentele subsidies is uit balans. Dit 
maakt de organisatie kwetsbaar. 

91 
Het museum is trots een cultureel 
ondernemende organisatie te zijn, die 
een groot aandeel van de inkomsten 
zelf genereert. De gemeente Utrecht 
biedt een structurele exploitatiesubsidie, 
die noodzakelijk is voor het museum. 
Daarnaast is het museum zeer actief 
in het werven van fondsen voor 
verschillende projecten

92 
We willen koploper zijn als cultureel 
ondernemend museum, maar verwachten 
ook een redelijke bijdrage terug uit de 
maatschappij, dat zijn we waard! 

93 
Allereerst beschrijft het plan het 
artistieke beleid, vervolgens het culturele 
ondernemerschap dat nodig is om dit 
artistieke beleid te verwezenlijken.

94 
Dit contextgericht werken houdt ook 
verband met ondernemerschap, iets dat 
in deze plannen een groter aandeel heeft 
dan in eerdere beleidsplannen. 


