CREATIVITY AND THE ,
CORPORATE ENTREPRENEUR ‘

INTRODUCTION

Two THEORIES AND THE NEED TO TAKE A LEAP

What does is take to get people to act in an entrepreneurial manner? Consider two
possibilities. Theory 1 is that certain people are born to be entrepreneurial, that they
are destined to become entrepreneurs, and that they will do so when they are ready.
Theory 2 holds that everyone, or at least most people, have innate entrepreneurial
potential. People simply need to discover and channel that potential, and there are
things that can be done to help them along the way. These two theories result in very
different implications for how a company can foster entrepreneurship. With Theory
1, the company that wants to encourage entrepreneurship must go out and hire -
entrepreneurial people. Internally, senior management must, in effect, pick the win-
ners, meaning they must try to identify the innately entrepreneurial employees and
then invest in or provide resources to those individuals. Alternatively, Theory 2 sug-
gests that the job of senior management is to create a work environment that is highly ,
conducive to entrepreneurship and that employees will naturally “step to thee plate.”

It is our position that entrepreneurs are not necessarily “born,” and that many
of the key traits associated with entrepreneurial behavior are a function of a per-
son’s family, social, educational, and work experiences (see Chapters 2 and 5).
Thus, we adhere to Theory 2. To the extent that we are correct, the task of manage-
ment is to design work environments with the proper set of incentives, role models,
resource pools, control systems, and structures. How to create such an environ-
ment is the focus of Section III of this book.

With both of the theories above, and especially with Theory 2, there remains a
fundamental challenge. It is said that “you can lead a horse to water, but you cannot
make him drink.” The same is true for entrepreneurial behavior in companies. An
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THE ARENAS IN WHiIcH PEoPLE ARE CREATIVE AT WORK ‘

1]

William Miller argues that people often do not recognize when they are being creative, and they frequently overlook
opportunities to be creative. He suggests that the path to creativity begins by first recognizing all of the ways in
which we are or can be creative. People in organizations can channel their creativity into severfdifferent arenas:

B ldea Creativity: thinking up a new idea or concept, such as an idea for a new product or service or g way
to solve a problem.

B Material Creativity: inventing and building a tangible object such as a product, an advertisement, a report,
or a photograph.

B Organization Creativity: organizing people or projects, and coming up with a new organizational form or
approach to structuring things. Examples could include organizing a project, starting a new type of venture,
putting together or reorganizing a work group, and changing the policies and rules of a group.

B Relationship Creativity: innovating approach to achieving colloboration, cooperation, and win-win relationships

with others. The person who handles a difficult situation well or deals with a particular person in an
especially effective manner is being creative in a relationship or one-on-one context.

B Event Creativity: producing an event or occasion, such as an awards ceremony, team outing, or annual

meeting. Finding a way to bring two opponents together. The creativity here also encompasses décor, ways in

which people are involved, sequence of happenings, background, and so forth.

B Inner Creativity: changing one’s inner self. Being open to new approaches to how we do things and thinking

about ourselves in different ways: Achieving a change of heart, or finding a new perspective or way to look at

things that is a significant departure from how one has traditionally looked at them.

B Spontaneous Creativity: acting in a spontaneous ar,spur-of-the-moment manner such as coming up with

a witty response in a meeting, an off-the-cuff speech, a quick and simple way to settle a dispute, or an
innovative appeal when trying to close a sale.

'

SOURCE: Adapted from Miller W. C. 1999. Flash of Brilliance. Reading: Perseus Books.

Creative thinking skills refer to the particular ways individuals approach problems
and solutions and the techniques they use for looking at a problem differently, seek-

ing insights from other fields of endeavor, challenging assumptions, and so forth.

One of the most important conclusions from Amabile’s impressive work in the area

is that managers can influence all three of these components of creativity. The organ- R
ization must emphasize managerial practices that result in employees being chal-
lenged, that provide them with freedom, and that give them access to resources.
Similarly, practices that result in well-designed, mutually supportive, and diverse
work teams are likely to spur creativity. Also valuable is encouragement from super-

visors for creative outputs and reinforcement in terms of the values, systems, and
structures of the organization. .

THE CREATIVE PROCESS

Creativity is too often associated with brainstorming. Here the general idea is that
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be positive, and generate as many ideas as possible. Out of this activity will come
a creative solution. However, it is important to recognize that creativity is much
more than brainstorming. In fact, brainstorming is but one of many tools or tech-
niques that can be useful in creative problem solving.

7
THE CREATIVITY PROCESS
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DIFFERENT VI
EWS OF
THE CREATIVE PROCESS, —l

On one level, creativity is messy, random, and unscientific. On another level,
structure plays a role in creativity, and those who approach creativity from a more von 0ech e Ray and Kuhn Rickard %
systematic perspective tend to come up with a lot more great ideas. The key to this Preparation Exploa:irr:sgovl\‘/hat 1 Myars ards Kao Miller
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employee first approaches creativity as a logical process and then utilizes some of iybov?gut:e m’;‘;'gltl/ Incubation in your vision
the available creative problem-solving techniques as he/she moves through the llluminatiori l olrn fco“f;ﬂ;’n” rRAptGhaesh ”
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of that process. Figure 6.1 summarizes seven views regarding the steps or stages that holds the Inspiration _ “Knowledgeable” Verification l
involved in successful creativity. On further examination, these perspectives have mOSttefrr::(ﬁe in incubation/gestation Entertain
much in common. Accordingly, we believe the following five-stage approach cap- strengths and your intutive
tures the essence of all of them. ' weaknesses HpLaTDeIEIion Alternative solution « Soplohation guidence
The process begins with a problem or question or challenge. What is labeled l " formation
“preparation” is a stage where the individual attempts to define the problem, Implementing, - Assess and select
gather information, and look for the right answer. Too often, people jump in look- trying, evaluating Alternative solution e ol
ing for the solution without really understanding the real problem or question. In evaluation 1
many instances, the different individuals in a work group think they are all solv- .
ing the same problem, but because of their differing interpretations and assump- Chosemsoltion e
tions, they are effectively solving different problems. This is why Hirchberg (1998) implementation
suggests that an individual must first ask creative questions before coming up l
with creative answers. He encourages questions that are surprising, provocative, Feedbak-and evaluation Evar';fﬁftf”'
destabilizing, that emanate from skewed vantage points, and that open new :

routes to a stibject. The most simple questions can serve to get around constrain-
ing assumptions and help the employee get to the root of the true problem.

As a rule, thé creative solution does not simply come. In fact, the route an indi-
vidual pursues in trying to come up with the solution can become circuitous, con-
fusing, and far removed from the beaten path. It leads to a series of dead ends that
seem further and further removed from a viable solution, and the “frustration”
stage sets in. This frustration is caused by and magnified by a set of creative
blocks, a subject to which we will return shortly. Most people, arriving at the frus-
tration stage, give up or settle for a solution that is rather uncreative and closer to
the status quo.

If a person consciously steps away from the problem and puts it on the back
burner, he/she is in the “incubation” stage. The individual is, in effect, noninten-
tionally working on the problem. Further, he/she is either consciously or uncon-
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being very short. There may be feedback loops, where an insight at one point
leads the employee to discard a principle or assumption made at an earlier point,
suggesting a need to go back and move in a direction that was earlier rejected.
There may also be little neurekas” along the way, and these may come together to
form an overall solution, rather than a single big eureka in the illumination stage.

As an employee moves through the creative process, it is also helpful to think
of the stages in terms of divergence and convergence (Leonard and Swap 1999).
Divergence is breaking from familiar, established ways of seeing and doing. Itis a
concern with generating lotsjof options and truly novel ideas, regardless of their
practicality. Convergence is the achievement of some agreement regarding the
merits of a given idea afid thé ¥alue in pursuing that idea. It is a reality check in
terms of the implementation issues. Individuals or groups go back and forth from
divergence to convergence when they are successfully managing their creativity.
Effective creativity requires balance, or equal time, for divergence and conver-
gence. In fact, the failure to produce highly creative answers may be linked to
groups that either spend too much time generating and discussing options, oOf,
alternatively, devote most of their effort to taking an idea to task and arguing

detailed implementation issues.

IVE BLOCKS

People do not need to be creative for most of what they do in a given day. In fact,
they develop patterns and routines without which their lives would be in chaos.
They then adopt attitudes that are consistent with maintaining the status quo.
However, the same type of thinking that allows a person to function efficiently on
a day-to-day basis becomes a major constraint when trying to be creative. That is,
the guidelines and rules people find so valuable in everyday life become the
blocks to their own creative potential. The ability to master the creative process on
an ongoing bdsis is very much linked to removing the blocks.

Roger von Oech (1998) argues that there are ten critical blocks to creativity.
These are summarized in Table 6.2. In essence, he is arguing that employees are
more likely to come up with breakthrough ideas if they look for multiple solu-
tions, are illogical and impractical, break existing rules, are playful and not wor-
ried about looking foolish, embrace ambiguity, and recognize that failure is a sign
of progress. Two additional blocks are especially relevant for corporate entrepre-
neurship. People miss creative opportunities because they are too narrow and
focused in their jobs. By stating, “That’s not my area,” possibilities are ignored
because they do not fit a person’s job description or are outside of a person’s edu-
cation, experiences, and professional field. As von Oech (1998) notes, “Tt's hard to
see the dynamite idea behind you by looking twice as hard in front of you.” The

key lies in the employee’s willingness to look beyond his or her field or job
- e+ 1 - ;< cimilar nrohlems: and
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H TABLE 6.2

THE CREATIVE BLocCKsS |
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intelligence .

~ 1
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E EMPLOYEE:
_VING STYLES

lthough thre is latent creativity in every employee of a company, people are not
1 creative in the same way. They have different thinking or cognitive styles. A
ery popular way to label these styles involves distinguishing individuals based
n whether they are “left-brained” or “right-brained.” The left-brained thinker
rrives at solutions through a more analytical, logical, sequential approach to
roblem solving. The right-brained thinker relies more on an intuitive, values-
ased, nonlinear approach to framing and solving a problem. The cognitive styles
f people can also be reflected in work styles and decision-making activities,
acluding a person’s preference for working with others versus alone, learning
bout something versus experiencing that something, and making quick decisions
-ersus generating lots of options no matter how urgent the matter at hand.

A more comprehensive view of thinking styles, or what some have called
‘brain operating systems” (Hall 1995) grows out of the work of Ned Hermann
yver the past twenty-five years. He posits a model that groups thinking styles into
he following four categories:

1. Thinking Style A: Intuitive, rule breaking, imaginative

2. Thinking Style B: Logical, fact-based, bottom-line oriented
3. Thinking Style C: Organized, planned, detailed

4. Thinking Style D: Interpersonal, emotional, people-focused

These styles are summarized in the four quadrants pictured in Figure 6.2.
Within each quadrant is a synopsis of the thinking and problem-solving prefer-
ences of people who fall into that category. It is possible that individuals use each
of the quadrants to varying degrees when doing certain tasks. However, over
time, people develop a preference for a particular thinking mode. They develop
skills for the types of tasks or methods associated with that thinking mode. None
of these four thinking styles is necessarily better than the others. Each is capable
of producing significant creativity. The key becomes the nature of the problem and
the decision-making context. :

A given person’s cognitive preferences shape his or her leadership styles and
communication patterns. But the people who work for that person or the tegm
members with whom that person must interact can differ significantly in terms of
their own cognitive preferences. They process information and solve problems in
different ways. The failure to appreciate these differences is often a cause not only
of the failure to produce a truly creative solution but also of frustration and con-
flict. Because one person’s style is to gather as much information as possible,
absorb it, and then generate a solution does not mean a fellow group member is
effective at doing things in the same way.

As a result, thinking styles have important implications for creativity in work
S ot idnan A1l #ho Hme hnt thev often

T
HE CREATIVE EMPLOYEE: PROBLEM-SOLVING STYLES
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B. Logical, fact based,
bottom line oriented

Working solo
Accomplishing
Applying formulas
Analyzing data
Mechanical aspects
Financial aspects

Putting things together
Making things work

Solving tough problems
Making the numbers

Being challenged
Analyzing and diagnosing

Explaining things
Clarifying issues -
Feasability analysis

EMPLOYEE PROBLEM-SOLVING STYLES
AND THE HERMANN BRAIN DoMINANCE PROFILE
K

Visualizing
Taking risks
Inventing solutions

A. Intuitive, rule 4,
breaking,
imaginative

Providing vision
Having variety
Designing
Bringing about change
Opportunity to experiment
Selling ideas
Developing new things
Seeing the big picture
Having a lot of space

Playing around

. Integrating ideas
Dealing with the future
Seeing the end from the beginning

Getting things done on time’
Building things
Being in control
Having an ordered environment
Preserving the status quo
Paperwork tasks: - -
Establishing order
Planning things out
Stabilizing
Maintenance
Attending to detail
Structured tasks
Providing support
Scheduling
Administrating safety

C. Organized, planned,

Coaching

Counseling

detailed

Getting groups to work well together
Communication aspects

Solving customer issues
Expressing ideas

Building relationships
Teaching/training
Listening and talking
Working with people
Being part of a team
Persuading people
Sensing the climate
Expressive writing
Helping people
Partnering ¥

o
o

D. Interpersonal,
emotional, people-
focused

SOURCE: Ned Herrman Group.
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THE NEED FOR FRICTION
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LINKING STAGES IN THE PROCESS TO PROBLEM=-SOLVING APPROACHES “
THE CREATIVE PROCESS: RELEVANT ROLES ‘

3 Activity Psychological Style
‘

Environmental scanning Intuition/emotion

Preparing the expedition Details/planning CREATIVITY ‘

“Mulling things over” Intuition '

The “eureka” experience Intuition I I .

Market res;e‘arch Details/rationality ) | | ‘

Captain of‘}p'dustry Details/rationality " The Th I

. ' 6
1 . ] The

. e Explorer ; Artist Iude The

39. Entrepreneurship, Creativity and Organization. Englewood Cliffs: Prentice-Hall. = l ‘ g Warrior

Search i i - i i
es for information by: ~ Turns information into ideas by: Evaluates and incorporates

employee’s idea or creative vision; rather, it may be that his/her thinking or cog-
ideas through:

Implements ideas by:

nitive style differs from that of his/her boss or coworkers. People are judging both Being curious Adapting
the methods someone uses to get to an idea and the idea itself from the unique per- Setting objectives Imagining Objectivit Being bold
spective of their own thinking style. Similarly, when an employee is trying to sell Gz::;;:g Iootth:(r)ff'_ed'ds Reversing pésiti\',\i/.lyy Dev&""?i“g_ plans
an idea to someone within the organization, presenting it in a manner consistent Following unexpecte(lzi ZZZS ELinking " Negativity Beingc::tgi:arg;io
with the thinking style of the recipient can.be instrumental in obtaining support. Shifting focus D\iI:(l:?(‘jli?\g Probability Getting stane: °
The implications for management are also considerable. A manager must rec- Looking for simplicity ‘ Parodyingg L Salvaging ’ Using resources
ognize that different people have different thinking styles. Accordingly, he/she Attending to small facts ) Pausing DT"g'.n & Developing skills
purposely designs a full range of approaches and perspectives into the organiza- Brand e . ~ e;iel;ges KRGwIng the product
tion, unit, or department. While insisting that cognitively diverse employees must Uz;:f:ggogtsfz:;g ' i Validity Hapgllllgiigmidsm
respect one another’s thinking styles, the manager is purposely trying to foster the Using known ideas \ . Noting assumptions Being e‘ffiil;':\t
collision of ideas, frames of reference, assumptions, and approaches. He/she is Looking for fun things Arrogance Being persistent
' Writing ideas down Humor " Leaming

actively managing those collisions. :
Consider the formation of two work teams. One consists entirely of individu- i
als who utilize Thinking Style A. Another includes people with all four thinking SOURCE: von Oech, R. 1986. A Kick i
. ; : , R . ick in the Seat of th .
styles. Will one group be more creative? Research from the Eureka Ranch (1998), 6 8at oftiee Pimfs: Newr York- Harper and Row.
a leading creativity center, suggests that the “whole brain” group, or the one with

Deciding

participants, from all thinking styles, can out-create groups populated with just and doing market research in the verificati : ; .
one thinking style. What is also apparent is that the homogeneous and heteroge- activities that require attention is the nOi?:r??hzia’gli rCocl);1 zlfsiﬁm' “gth (he changing
neous groups will be creative in different ways and will not respond in a similar as the creative process unfolds. Different roles require uni o 11<Y1dua1 Chénges R
manner to the same stimuli. . 6.3). For instance, von Oech (1986) stresses the (rlleed to Et;lue Sl sets ‘Flgure
We can also relate thinking styles to the stages of the creative process. Different searching for new insights and perspectives, an artist when hf e when
skills are more important at particular stages in the process, as suggested in Table new ideas, a judge when assessing the meI:its of a concept mcllng resources into
6.3. Here, Kao's (1989) version of the creative process is presented. Thinking styles attempting to achieve organizational acceptance and impllzzr’n:ﬁt t;:ilzzrzior e

built around intuition and emotion may be more productive in identifying' rele-
vant problems or opportunities to undertake, while styles that prioritize detail
and rationality will be especially good in the verification and exploitation of a cre-

ative cc?ncept. To the extent that these inferences hold true in a corporate context, . THE NEED FOR FRICTION
they reinforce thg v:a}lue of work groups v.vifch diverse ‘Fhinking styles. . Creativity involves a paradox. In ‘ .
.1+ —tiiaal astieitiee ncenr in each stage of the creative ‘ . In an era where considerable attention is devoted

to the need i izati
ed in organizations for teamwork. cooveration. consensus. and conflict
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hand, creative organizations demonstrate great teamwork and collaboration. On
the other hand, they feature diversity and friction. The message is that such fric-
tion can be good. Collisions are a vibrant source of energy in a company.

The fostering of entrepreneurship requires that managers figure out how to get

different approaches and perspectives to grate against one another ina productive

process that can be termed creative abrasion. The point is not to create a scenario
battle one another, with one win-

where colliding ideas, viewpoints, or priorities

ning out or dominating and the other losing or being discarded. Nor is the objec-
tive to encourage compromise, alignment of positions, or watering down of one
or both positions so as to achieve unity of direction. Hischberg (1998) notes the

following: ¢ W
#Creative abrasion calls for the development of leadership styles that focus on first
identifying and then incorporating polarized viewpoints. In doing so, the probabilities
for unexpected juxtapositions are sharply increased, as are the levels of mutual
understanding. The irony is that out of a process keyed on abrasiveness, a corporate
culture of heightened sensitivity and harmony is achieved.”

Consistent with the earlier discussion, creative abrasion serves to facilitate
divergence, and it must be complemented by leadership styles and structures that

ultimately produce convergence. Abrasion is not about clashes that are arbitrary

or based on personalities and egos. It is about highlighting differences that are
e organization.

natural and that increase the level of stimulation and variety in th
Further, there are different degrees of creative abrasion. Examples of efforts to take
advantage of this concept could include hiring people who are not like current
staff; putting together interfunctional teams; giving a team two seemingly incom-
patible goals; introducing a perspective that threatens the positions and assump-
tions of those in the group; blurring responsibilities between departments or
functions; and bringing in consultants, temporary staff, or speakers who hold very

different points of view. Management of abrasion is an art. It requires patience and
a sense of when to let the friction run its course and when to interfere so as to

avoid permanent dead ends.

TY TECHNIQUES AND CREATIVE QUALITY

A treasure trove of techniques and methods are available for use at different stages

in the creative process. Techniques exist for generating creative concepts and ideas
(e.g., brainstorming, role playing, mind mapping), techniques for overcoming
negativity (the “yes and” rather than “yes but” rule, which states that concerns
about new ideas must be phrased in ways that find the positive in them), and tech-
niques for reaching convergence (e.g., backcasting, or imagining future scenarios

and backing up to the present). The list is virtually endless as can be seen in such
e e s Atk \fmwruw Dumian (100R) AT

c
REATIVITY TECHNIQUES AND CREATIVE QUALITY

B TABLE 6.4

Exa '
MPLES OF CREATIVE PROBLEM-SOLVING TECHNIQUES ‘

Brainstorming ( |
Reverse Brainstorming

Mind Mapping 4

Lateral Thinking Techniques |
Synetics

Gordon Method

Force Fit Technique

Checklist Method

Free Association

Forced Relationships

Collective Notebook Method

Knight's Move Thinking

Heuristics

Scientific Method

Kepner-Tregoe Method

Value Analysis

Attribute Listing Method

Morphological Analysis

Perceptual Mapping

Matrix Charting ~ ~ : B ’
Sequence-Attribute/Modification Matrix

Inspired (Big Dream) Approach

Parameter Analysis i

SOURCE: Ad isri 2
apted from Hisrich, R. D., and M. Peters. 1998. Entrepreneurship. Burr Ridge: Irwin McGraw-Hill

The value of these techniques and exercises is lik
e value |  tec . ' ikely to vary based on an employee’s thinki

fespoirg ;(g;f;r;g iz}[(;.. P:o%]e .w1th a pa;tlcul.ar thinking style (see the quadrantls)‘inyli?gslliglgl?)nr%\: .

il ;12 ec mq;ues or .stlmull than will those who have a different thinking s'tyle Y
i e st matypes of exercises and techniques and the reason for approachil{g ’creativ-it y
et e iy i o mgr is to improve the quality of the creative output. In fact, producin Z
igher guaniiy of cr t1ve i 1ea.s is not o'f muc.h value unless the end result is higher qL;ality in tefi’ms
o gl e Seg Oc;r fso 1utlon. This is an important point. While creativity itself ishot somethin
ndlged Aot many Ci;e;)i]; t:;;c:(, sgebcllue;hty. of an indivifh.lal’s 8r group’s creativity can b%
consider the following three standards: FSLE 398 ol FEITIG 8 §0os begianing peint ia f2

1.

2,

Overt benefit — i '
Overt s:eg:fst to V\;hf: extent does the idea or concept convey a clear benefit or advantage to
omer? In what ways does it créate value, and how much value is being cregted'?

Reason t jeve — i i i
n to believe—what supporting evidence is the employee able to provide, and is a user or

customer likely to accept that th i i i
S s P e concept or idea will deliver the same level of beneﬁts that

Dramatic di — i i i
pramatic o ﬁere;lftce l.low umque or different is the employee’s concept or idea from current
ional solutions? Is it an incremental or breakthroush advance? Can it he -
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Although creativity will always be an art, organizations need not view it as
unmanageable. There is a role for structure, standards, expectations, and meas-
ures of performance. Clearly, creativity often happens inadvertently, and employ-

& 3 . . .
ees are frequently not conscious of the fact that they are being creative. Even so,
their creative productivity is apt to be enhanced when they recognize the many
ways in which they are currently creative, understand their own immense creative
potential; and adopt systematic approaches for tapping that potential.

\ND CONCLUSIONS ¥,

Creativity is the foundation upon which entrepreneurship is built. The corporate
entrepreneur requires creative solutions to an array of challenges and obstacles as
a concept goes from conceptualization to implementation. In the end, entrepre-
neurship in larger organizations cannot happen without technical creativity, polit-
ical creativity, resource creativity, marketing creativity, and more.

Creativity in organizations is about destruction and construction. It requires the
abandonment of certain assumptions, the rejection of accepted precepts, and the
climination of established methods. It also results in concepts or solutions that can
disrupt the work lives of people in companies, making them break out of patterns
and comfort zones. But creativity also brings with it a fresh start, a new way, a
freedom from the constraints of what was, and a path to what can be. It is a man-
ifestation of the human spirit, such that the act of successful creativity is by itself
a tremendous source of employee motivation and pride. To create is to matter, to
count, to make a difference, to have an impact, and to be a source of value.

Employees are creative without knowing it,and many creative things they do
happen on the spur of the moment. Yet, the employee’s ability to be a continued
source of creative contribution is tied to an understanding of a) a person’s own
immense creative potential; b) a recognition of the many ways in which he or she
is and can be ¢reative; ¢) an appreciation for his or her own thinking or problem-
solving style; d) a recognition of the different thinking styles of those with whom
he or she works and to whom he or she reports; and e) an understanding of the
nature of the creative process and some of the techniques for facilitating the mas-
tery of that process time and time again. .

Corporate entrepreneurs operate in differing capacities within an organization.
The challenges of successful creativity are likely to vary depending upon the par-
ticular role the corporate entrepreneur is playing. Figure 6.4 provides a synopsis
of the different challenges confronting the creative entrepreneur when he or she is
in the position of subordinate, team member, manager, and founder/CEO. What
becomes evident from each of the boxes in Figure 6.4 is that while creativity
should be the oil that lubricates an organization and allows it to move in new
directions, in many companies it is treated as a foreign substance that will disrupt
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CommMoN €
HALLENGES FACING THE CREATIVE CORPORATE ENTREPRENEUR ’

/ ’

Creative Entrepreneur as Subordinate:

* Style, thinking, expectancies ca ;
A , n clash when reporting t i i
* Can suffocate in rigid cultures P E to logieal inear
*Ca i
N Ca; z;;;f:rriézggar::e (2stress) when not managed (i.e., guided) into corporate culture
nagement and/or the company as punitive t i

. : : e : o creative eff

Can be impatient to utilize brain, resulting in premature termination ore
* Can irritate and/or threaten own manager '

thinker i

Creative Entrepreneur as Tea i

. ' m Member: Creative Entrepreneur as Founder and Chief of
Can alienate others by intensive drive, focus Company:
on pet projects, idiosyncrasies

* Can be isolated, misunderstood, a loner - :Can o t'o. o =k & Sk

* Can be perceived as self-serving, disruptive d T i Jnable 1o pelegate ?
B ETETEEL & faledere o] Couglis i * Impatient with day-to-day operating details !

. F:an Siutfer from fealhugs of lorilhges | * Impulsive, can be perceived as erratic |
elation. bobg difforcs . fC:er:.:g perce_ived as condescending, scattered,
s ", bein B | ing superior to others

L * Can be highly dictatorial

-

Creative Entrepreneur as Manager:

* Can see management activities as uninteresting, irritating

* Can be percei ing insi i
perceived as being inside an “ivory tower,” impractical, lacking in short-range follow through

* Can develop interpersonal communicati i
velop.inter unication barriers with i idi i
corrective, appraisal-type conversations) EOOIREESAR. & B vl vepching:

* Can be perceived as withdrawing and/or avoiding selected aspects of the job

. Q: " . R 5 C S
; P i
SOURCE: Sineta: ’ M. 1985. “Er ltlepl(el)leuls Ct 1a0s and Creat1v1ty. Can Creative Pe()ple ea]ly Sur vive LaIge Onlpally truc-

»

?

O . . . K '

o ‘fig;lrlzlza:/vh}i)gsistz?td to ?e mtsegsmve to the nuances and idiosyncrasies of the
empting to be creative. While there are i
< ve many things a com-
fr eeg ;;n((;; l;ot ;nlcgélsr;g;h and support this individual, the ultimate issueg is one of
: - The creative employee seeks freedom i
of his or her work and the i i ¢ B, Ei o e e
way in which the work gets d

4 : . . gets done. He or she seeks free-
m to ask novel or disturbing questions. Most fundamentally, he or she seelfs



CHAPTER 6 B® CREATIVITY AND TH

E CORPORATE ENTREPRENEUR

INTRAPRENEURIAL INSIGHT

ry Do I1?

panies fea'rjlos—
25 if the creative
thers are secure
urage creative
yciation, and the
uration of a proj-
se at the Disney
uably the most
ion in the world.
nd his team of
ts, and “imagi-
7 amaze the pub-
rks; cruise ship
productions; and
sractive, visually
. Four new parks,
»kyo, Paris, and
open by 2005.
er year at Disney,
an pitch an ani-
1 to Eisner and
>residents during
To ensure that
ieek and mild get
ressing their cre-
rs are utilized to
yresentations and
support if neces-
ive team listens to

rty ideas each ses-;

it a point to give
:dback, whether
Peter Schneider,
ture animation in

“the '90s and current chairman of

Walt Disney Studios, emphasized
the importance of telling the pre-
senters why their ideas will or
will not work. “We don’t pull our
punches. If you do that enough
and peoplé:don’t get fired or
demoted, they: begin to under-
stand that né matter how good,
bad, or indifferent the idea, it
can be expressed, accepted, and
thought about.” The box-office
hit, Hercules, was a result of the
Gong Show. The employee’s origi-
nal story line didn’t make it into
production, but he still received
what Schneider referred to as a
“first treatment” —a very gener-
ous cash reward with payments
spread out between idea incep-
tion and the release of the movie.

Once a movie is in production,
the environment of employee-
driven decisions still reigns.
According to Schneider, the only
management intervention is in
setting the deadlines and budget.
With those parameters in place,
the directors and imagineers are
free to do whatever it takes to get
it done. Seventy-five percent of

_the time, this method works

wonders. The directors are allowed
to pick their crew —enough of an

\

incentive for employees to give any
project their best effort.

Disney employees’ creative
energy is also fueled by the fact
they not only can be themselves
but also can feel appreciated and
valued. For a company that is so
closely involved with its cus-
tomers on all levels and in all
divisions, it only makes sense that
the top brass associate with the
individuals that make everything
happen. On one occasion, a ping-
pong tournament found Michael
Eisner and hourly artists playing
together during lunch hours. The
structure at Disney is so employee-
friendly that the low person on
the totem pole didn't let Eisner
win.

Revenues for the Disney Cor-
poration totaled $25.4 billion for
the fiscal year 2000, with $4 billion
being retained as operating in-
come. Disney has 2 billion shares
of common stock outstanding,
with no single person or group as
the beneficial owner of more than
5 percent of either class of the
common stock.

SOURCE: McGowan, Joe. 1996. “How
Disney Keeps Ideas Coming.” Fortune
133 (April): 131-134.
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