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ABSTRACT  
 
In the new post-industrial society creativity and knowledge are the new business resources. 
The experiences and Creative Industry as well as new creative demands in traditional industry, 
set pressure on the Meeting Industry to promote and enhance the Creative Processes during 
business meetings. Business investing in conferences and creative workshops will demand 
increased return on investment. The aim of my study was to integrate theories of the Creative 
Process with theories of Experience Production and Experiential Learning with the Meeting 
Environment Context. For this I used benchmarking of established meeting rooms as a 
platform to develop a new concept of meeting room environment. Using the theory of 
Interactive Creativity Landscape, ICL I developed the concept of the Experiential Creative Meeting 
Environment, ECME. The conceptual development of this Meeting Environment include 
components of the theory of Experience Production and the Experience Process of erlebnis and 
erfahrung, the Experiential Learning Process of Kolb and the Classical Phase theory by Wallas 
and Cropley for the Creative Process. I suggest in my study that the ECME constitutes of 
three different creative rooms for action, interaction and retreat designed to support the Creativity 
Process. The results from my study have applications for the Meeting Industry by providing 
new design ideas for meeting settings. My study is a first step of the understanding of how 
experiences and creativity can be combined to improve the design of meeting rooms. My 
contribution is a first step towards a theoretical conceptualisation of the Meeting Room 
Context. 
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SAMMANFATTNING 
 
I det nya post-industriella samhället är kreativitet och kunskap de nya affärsresurserna. 
Upplevelseindustrin och nya kreativa krav inom traditionell industri sätter press på 
mötesindustrin för att marknadsföra och förbättra de kreativa processerna under affärsmöten. 
Företag som investerar i konferenser och kreativa workshops kommer att efterfråga en ökad 
return on investment. Syftet med min studie var att integrera teorier om kreativa processer 
med teorier om upplevelseproduktion och upplevelsebaserat lärande med mötesmiljöer. Som 
en följd av detta använde jag en benchmark av etablerade mötesrum som en plattform för att 
utveckla ett nytt koncept för design av mötesrum. Genom att använda teorin från Interactive 
Creativity Landscape, ICL utvecklade jag konceptet för Experiential Creative Meeting Environment, 
ECME. Detta koncept är baserat på en teoretisk konseptualisering av mötesrummiljön som 
innefattar komponenter som teorier om upplevelseproduktion och upplevelseprocessen baserad 
på koncepten erlebnis och erfahrung, Kolb’s teori för upplevelsebaserat lärande och den klassiska 
fas-modellen av Wallas och Cropley för den kreativa processen. Jag föreslår i min studie att 
ECME gestaltas av tre kreativa rum: aktion, interaktion och återhämtning designade för att stödja 
den kreativa processen. Resultaten av min studie har applikationer för mötesindustrin genom 
att erbjuda nya designidéer för mötesmiljöer. Min studie är ett första steg mot en förståelse för 
hur upplevelser och kreativitet kan kombineras för att förbättra design av mötesrum. Mitt 
bidrag är ett första steg mot en teoretisk grund för det kreativa mötesrummet.   
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1. INTRODUCTION 
___________________________________________________________________________ 
My thesis will address the concept of designing experiential rooms for the Meeting Industry based on the 
Experience Production and the Creative Process. In this chapter I will provide an overview of the 
Experience Industry and Experience Production as a background, to present the Meeting Industry and the 
Experiential Meeting Room. 
___________________________________________________________________________ 

1.1 The Experience Society    

 
The contemporary cultural shift from a modern industrial society, to a new emerging post-
modern knowledge and experience based society, has been predicted and described in detail by 
many authors. Among the early was Alvin Toffler in his book “Future Shock” (Toffler 1970), 
where he in a socio-economic analysis of the future, predicted the “psychologization” (Ibid, p. 
229) of the economy and the emerging of “experience engineers” (Ibid, p. 229) and 
“experience-designers” (Ibid, p. 229), who through an “experiential production” (Ibid, p. 234) 
will create new economical offerings in the coming “experience industries” (Ibid, p. 221). 
Toffler writes “For the satisfaction of man’s elemental material needs opens the way for new, more 
sophisticated gratifications. We are moving from a “gut” economy to a “psyche” economy…” (Ibid, p. 
236). This future vision of an experience society was further analysed in Toffler’s follow up 
book “The Third Wave” (Toffler 1980) and in detail analysed, in a cultural sociological context, 
by Schulze (1992). This predicted cultural shift, has also been described in a socio-political 
context (Bell 1973, Drucker 1993), in a marketing and commercial management perspective 
(O´Sullivan & Spanger 1998, Pine & Gilmore 1999, Jensen 1999, Davenport & Beck 2002, 
Schmitt 2003, Schmitt et al. 2004, Shaw 2005, Lenderman 2006), in a cultural entertainment 
context (Postman 1985, Caves 2000, Howkins 2001, Wolf 2003) and in a sociological context 
(Ray & Anderson 2000, Florida 2002, Kumar 2004, Florida 2005), among many other 
perspectives and analyses.  
 
This “first generation” of analysis of and theory for the Experience Society has, according to 
Boswijk et al. (2007), been followed by a “second generation” of analysis and theory 
development (i.e. Rifkin 2000, Nijs & Peters 2002, Borg 2003, Schulze 2003, Prahala & 
Ramaswamy 2004, van Veen 2006a, 2006b, Pink 2006, Andersson & Andersson 2006, Sundbo 
& Darmer 2008, Cohen 2008 and others), where the “experience production”, i.e. the staging 
and design of the experience offering, is shifting from the provider to a co-creation between 
the provider and consumer and even to a third generation of the Experience Economy, where 
the experience offerings are self directed and self designed (Boswijk et al. 2007, p. 10). 
 
The concept of the Experience Society (Toffler 1970, Schulze 1992) and Experience Economy 
(Pine & Gilmore 1999, Boswijk et al. 2007), was in Sweden introduced in 1999 under the 
name of Experience Industry by the Swedish Knowledge Foundation (KK-stiftelsen 1999, 2001, 
2002, 2003, 2005, Algotsson & Daal 2007), an organisation established in 1994 to enhance 
Sweden’s competitiveness. The Knowledge Foundation identified the Experience Industry as an 
important growth sector for the future Swedish economical development. The aim of the 
strategic process was to identify and support the Experience Industry to become a self-evident 
part of the Swedish economy (KK-stiftelsen 2006). A recent report (Fridlund & Furingsten 
2006) suggests that the observed strong increase in the Swedish Experience Industry, now larger 
then the agricultural or automobile industry in Sweden, is based on changing consumption 
patterns, which is also indicated by the choice of an experiences as “The Christmas Gift Of the 
Year 2008” (HUI 2008). According to Vinnova, the Swedish Agency for Innovations Systems, 
the Experience Industry in Sweden is based on three related and interdependent business fields; 
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the Creative Industries, the Cultural Industries and the Entertainment Industries (Figure 1.1) 
(Gustafsson 2004). 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
Figure 1.1 Components of the Experience Industry (modified after Gustafsson 2004, p. 38)  
 
Although the word “industry” could create associations to traditional industrial production 
values and structures, and the word “Experiences” has a vague definition, the Swedish 
Knowledge Foundation made the choice of using “Experience Industry” over other similar 
expressions such as Experience Economy, Creative Industry, Creative Economy, Cultural 
Economy, Entertainment Industry etc., used in other countries and similar contexts (KK-
stiftelsen 2006). The Creative Industry (Caves 2000, Howkins 2001) is an Anglo-Saxon 
concept descending from UK, Manchester, where cultural and creative business contributed to 
the strong economic growth and therefore became identified as an economical concept 
(Gustafsson 2004, KK-stiftelsen 2003). The concept of Cultural Industries has its origin in 
European countries, with a focus on cultural productions but with a connection to other 
experiences based businesses such as tourism and education (Gustafsson 2004). The concept of 
Entertainment Industries (Wolf 2003) used in USA has, beside the traditional entertainment 
area, a stronger focus on film and media production then the European counterparts 
(Gustafsson 2004). All three concepts have experiences as the central business offering, despite 
their different focuses leading the Swedish Knowledge Foundation to incorporate all three in 
the Swedish concept of Experience Industry. 
 
As the Swedish Knowledge Foundation focuses on commercial businesses, they defined the 
Experience Industry as “A collective label for individuals and companies with a creative approach, whose 
primary function is to create or deliver experiences in one form or another.” (KK-stiftelsen 2002, p. 7). 
In a study of Swedish Research addressing the Experience Industry, Gustafsson (2004) showed 
that among 250 researcher, 96% of the respondents were familiar with the concept. The study 
also showed a high diversity among the researchers in interpreting the concept of Experience 
Industry, leading Gustafsson to propose a definition based on the researches responses: “The 
experience industry is a concept for businesses with a creative approach regarding their main production and 
driven by customer's requirements for experiences. The experience society is a motive force ranging society at 
large as well as explaining why experience businesses are increasingly popular. The experience society 
reflects the western society's welfare and could be explained by the western world bursting the Maslows 
hierarchy of needs. The western world's need of physical survival as well as material wealth has been 
accomplished and now remains solidarity, appreciation and self-actualization – the experience society. For 
that reason must businesses, offering experiences, now provide beyond their main products.” (Ibid, p. 24). 
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In Sweden the Experience Industry has been defined by the Swedish Knowledge Foundation to 
include thirteen creative areas, such as architecture, art, design, experience based learning, fashion, 
film/photo, gastronomy, literature, market communication, media, music, performance art and tourism 
(KK-stiftelsen 1999, 2001, 2002, 2003, 2005, Wahlström 2002). According to the Swedish 
Public Employment Service (Berggren & Tydén 2001), the business areas of sport and health 
care should also be included in the definition of the Experience Industry, areas which the Swedish 
Knowledge Foundation excluded in their definition. There are also several other creative 
experience based business areas, such as gambling that are excluded by the definition of Swedish 
Knowledge Foundation, but the aim of this strict definition has made it able to measure the 
economy and growth of the Swedish Experience industry (KK-stiftelsen 2002). In this thesis I 
have however, chosen to use the international word “Creative Industries” in stead of the 
Swedish “Experience Industry” for this new emerging economy, as my focus will be on the 
Creative Processes within Experience Industry. 
 
Internationally the Creative Industry has become increasingly important for the modern post-
industrial economy, when it comes to both cultural identity and diversity (UNESCO 2007). 
Globalization, knowledge and the growth of global interconnectedness have encouraged 
people to widen their horizon, pushing business activities into new creative areas to meet the 
demands of the modern post-industrial society (Tinagli et al. 2007). Based on a study of 
100 000 persons and hundreds of focus groups of Americans, Ray and Anderson (2000) found 
a transformation of life values in American life among 25% of the U.S. adults, which they call 
“Cultural Creatives”. Such value shifts towards creativity, authenticity, globalism, self-
actualization and culture have also been confirmed by others (Inglehart 1990, 1997, Abramson 
& Inglehart 1995, Hall 1995, Beck & Cowan 1996, Castells 1997, Kempton et al. 1997, Jensen 
1999, Florida 2002, Pine & Gilmore 2007, Pink 2006). According to these authors and others, 
this post-industrial society is becoming more and more global and transparent and experiences 
are growing in importance as an economic offering, resulting in an increasing competitiveness 
on the international market within the Creative Industry (Fridlund & Furingsten 2006).   
 
According to the United Nations, “cultural and creative industries” stands for 7 % of the world 
GDP and trades within these businesses have increased from 39,3 billion USD in 1994 to 59,2 
billion USD in 2002 (UNESCO 2007). By 2008, trades within the creative businesses are 
expected to increase to 1,7 trillion USD and the market value is expected to increase by 7 % 
annually on a global basis (UNESCO 2007).  
 
This cultural change in values and consumption behaviour is also apparent in the development 
of the new economical offerings, as illustrated by the model of progression of economic value 
suggested by Pine and Gilmore (1999), figure 1.2. The new economical offerings in the 
Creative Industry, according to theses authors, are the staging of experiences and the guided 
transformations of individuals. Business stepping up this “economical ladder” can increase the 
pricing according to the classical “coffee cup” example presented by Pine and Gilmore (1999, 
p. 1), where the commodity of coffee beans priced about 25 cents a cup. When grained and 
packed as coffee goods or sold as a service in a coffee-shop, the coffee beans now sell for a 
dollar. Served as an experience in a five-star restaurant or in an experiential setting, the same 
cup can be prized from $5 and up. Experiences thus add new economical values to services and 
goods, but also need new production methods – the staging and designing of the experience 
offering – the Experience Product. Experiences differ from services as being personal, while 
services are customized and goods standardized (Pine & Gilmore 1999, p. 6). In the same 
manner goods are characterised by tangible features, services intangible benefits and 
experiences memorable sensations. The sellers of goods are the manufacturers, of services the 



J. Lindström, Meeting room design based on Experience Production and the Creative Process 
A conceptual development of meeting rooms for the meeting industry 

 10 

providers and of experiences the stagers, according to Pine and Gilmore. The consumers are in 
the same way labelled as user for goods, clients for services and guests for experiences.      
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 1.2 Progression of Economical Value (modified after Pine & Gilmore 1999, p. 22 and 166) 
 
The highest economic distinction suggested by Pine and Gilmore, is guided transformations in 
a Transformation Economy. Here the offering is an effectual trait offered individuality to 
aspirants by an elicitor, to guide the individual trough a defined transformation (Ibid, p. 170). 
While services are delivered on demand and experiences are revealed over a specified duration, 
the transformations are sustainable through time, i.e. having changed the aspirant in a certain 
desired way. To be able to transform a specific individual in a certain desired way, a careful 
diagnosis has to be made by the elicitor. Thus transformations and transformational experiences 
cannot, according to Pine and Gilmore, be commoditised or standardised – each 
transformation is unique. Thus the higher pricing of experiences and transformations, 
compared to standardized and customized services. 

1.2 The Experience  
 
In the Cultural Industry and the Experience Economy, it is important to understand central 
economical offering in the form of experiences and transformations. Although the concept of 
“experiences” are as old as our understanding of our “being” and our “learning” and our 
understanding of humans as a “learning species” (Kolb 1984), the concept of experiences is still 
unclear and vaguely defined (Gelter 2006).   
 
The word experience has its origin from the Latin word experentia, meaning “knowledge 
gained by repeated trials” and is also related to experiri “to try, test” (Gelter 2006). In the 
English language the word experiences has a dual conceptualisation, while many languages 
such as German, Swedish and Finish uses two separate words for this dual conceptualisation. 
The German word erfahrung (Swedish erfarenhet) correspond to the English noun experience,  
meaning the skills, practices, understandings, familiarity, know-how and accumulated life 
knowledge and wisdom that make up a human being and that can be communicated (Kolb 
1984, Gelter 2006). 
 
The German word Erlebnis (Swedish upplevelse) correspond to the English noun experience as 
an incident, encounter, event, happening etc., as well as the English verb experience as a 
feeling, emotions, what we come in contact with, what we face, live through, suffer, undergo, 
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be subject to or come across (Gelter 2006). These two conceptualisations of experiences are 
closely interlinked and mutually interdependent and correspondent to the two ways we 
experience the world by our two brain hemispheres, as a right brained phenomenological 
comprehension (erlebnis) and a left hemisphere analytical apprehension (erfahrung) (Kolb 1984, 
Edwards 1979, Damasio 1994, Gelter 2006, Pink 2006).  
 
This two ways of interacting with the world creating our life world and lived experiences 
(Gadamer 1976, van Manen 1990) was, in a philosophical and pedagogic analysis by Lash 
(2006), systematised into the concepts of Ontological Experiences for the Erlebnis and 
Epistemological Experiences for the Erfahrung. According to Lash, the Ontological Experience 
is a cognitive happening restricted in space and time, resulting in a physical or physiological 
stimulation of the brain – our phenomenological interaction with the world, while the 
Epistemological Experience constitutes our accumulated skills, familiarity to places, artefacts 
and methods and constitutes our entire empirical knowledge. 
 
This indicates that experiencing the world is closely related to our processes of learning and 
that the concept of Erleben is a time limited event, in the chain of life experiences and Erfarung 
is the accumulated knowledge of ones life experiences (Gelter 2006). Using this 
conceptualisation of experiences as a learning process, Gelter (2006, 2008) applied it on the 
Experience Economy, revealing a parallel proceed of Experience Production and Education, as 
visualised in figure 1.3. 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 1.3 Comparison between Experience Production and Education (after Gelter 2006, 2008) 
 
Here Gelter compares the guest experiences in the Experience Economy, with the Student 
Learning Experience in the educational setting, where the Experience Producer corresponds to 
the Educational Teacher, the Experience Production Process with the Pedagogic Process and 
the Experience Product with the Classroom Lesson. As students attend their lesson with a pre-
understanding of the subject of the lesson and leave the learning experiences with new 
knowledge and understanding, the guest engages in the purchased Experience Product with a 
pre-experience, consisting on the accumulated Erfahrung, anticipations, feelings and emotions, 
obtain the Erlebnis when consuming the Experience Product and leaving the experience with 
new Erfahrung, memories and feelings (Gelter 2006). The main differences in attending a 
commercial Experience Product and an Educational Learning Experience, are that the former 
always is voluntary and the later compulsory in most educational systems. Gelter thus 
concluded that experiences in the Experience Economy to be meaningful and memorable, need 
to include some components of learning to remember the events within the Erlebnis. This 
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model by Gelter also stresses the fact that the “experience” is a process in time, where signals, 
markers or rituals indicate when the experiential offering starts and stops, but that the outcome 
of the experience, the Erlebnis, also depends on pre-experiences and post-experiences. The 
pre-experiences prepare the guest for the coming Erlebnis and the post-experiences determines 
the contribution of the Erlebnis to the new obtained Erfahrung.  
 
In the “psychologization process” of Toffler (1970), where the “experience engineers” or 
“experience-designers” creates the “experience product” within the Experience Offering of 
Pine and Gilmore (1999), design and staging are central concepts in Experience Production.  
Several models of how this can be done have been proposed (summarised by Getz 2007, 
Berridge 2007, Sundbo & Darmer 2008). Pine and Gilmore (1999) suggested using the 
theatrical framework in staging experiences within the Experience Economy, as their subtitle 
of their book suggests “Work is Theatre & Every Business a Stage”. They suggest a conceptual 
framework of the theatre, not as a metaphor but as a model for business development within 
the Experience Economy, where every mundane task in the business must engage customers in 
a memorable way and any work a customer observes directly is an act of theatre. They 
therefore propose a business model where the offering is the performance according to (Ibid, p. 
109): 
 
Drama = Strategy 
  Script = Processes 
   Theatre = Work 
    Performance = Offering 
     Audience = Customers 
 
The business performance is the economic value the business creates for the customer. The 
business, according to Pine and Gilmore, has four forms of theatre to perform of Street 
Theatre, Improve Theatre, Platform Theatre and Matching Theatre, according to figure 1.4. 
In a Platform Theatre context, the Experience Production is static in both performance and 
script as in a traditional theatre production, allowing for little variation between performances. 
Here the actors must rehearsal their lines to perform the static script and the scene is the same 
in each performance. In a business concept, the playscripts exists in the form of drafted 
speeches or standard procedural instructions, which codifies work in a static performance. 
According to Pine and Gilmore, Platform Theatre is useful when workers do not directly 
interact with customers. Matching Theatre is exemplified by film and television, that requires 
the integration of work outcomes from one disconnected time frame to another. The end 
product results from piecing together parts of work preformed at different times and often in 
different places, into a unified whole of experience. Matching Theatre is proposed to be used 
when the same customers and the same performers interact over and over. Street Theatre is the 
most engaging form of theatre as it needs to attract the people to the performance and keep 
them in a dynamic environmental setting, such as the street and manipulate this foreign space 
to be part of the performance. Finally, the Improve Theatre involves improvisations of both 
script and performance, involving creativity, imagination, unpredictability, spontaneity and 
new-to-the-world performances. It is based on finding value from something new, creating 
inventing impulsively from one idea to another. It requires systematic and deliberate methods 
of originating creative ideas, new expressions and new ways of addressing old problems. This 
theatre form, is characteristic for the need for creative thinking in the Creative Industry and its 
need for improvisional skills in the workplace and work performance in new venues (Ibid, p. 
126). 
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Figure 1.4 The Four Forms of Theatrical Setting for Experience Production (modified after Pine 
& Gilmore 1999, p. 123) 
 
Using one of these theatrical settings, Pine Gilmore (1999, p. 141) suggests the transformation 
of the work place according to: 
 
Theatre Stage = Workplace 
  Ensemble = Organization 
   Characterizations = Representation 
    Roles = Responsibilities 
     Casts = People 
 
These parallels between work and theatre have, by Pine and Gilmore, been combined into the 
Enactment and Performance model, figure 1.5. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 1.5 The Enactment and Performance model (after Pine & Gilmore 1999, p. 110 and 141) 
 
According to Pine and Gilmore, goods and services are no longer enough as the customers are 
expecting experiences, meaning that the customer becomes the product. Thus, experiences 
must offer something more then fulfilling needs of services or products such as enjoyment, 
knowledge, beauty, enlightment, distraction breathtaking sensations. They therefore suggests 
that designing such experiences is not merely entertaining customers, but engaging customers. 
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They thus propose a model of four Experience Realms of Entertainment, Education, Esthetics 
and Escapism (Ibid, p. 30), that will be described in more detail later. Combining these four 
Experience Realms, Pine and Gilmore suggests a methodology of Experience Production: 
 
1. Theming the experience – by scripting a participative story 
2. Harmonizing impressions with positive cues – leaving indelible impressions 
3. Eliminate negative clues – anything that distracts from the theme 
4. Mix in memorablia – as tangible artefacts of the experience 
5. Engage the five senses – to increase the memorability of the experience 
 
This Theatrical Experience Production model of Pine and Gilmore, is neither the first nor the 
only suggested model, as the theoretical framework of Experience Production is presently 
undergoing strong development (Gelter 2006, Getz 2007, Berridge 2007, Sundbo & Darmer 
2008). It is however, one of the most cited and the one that has most practical bearing for this 
thesis and thus presented here as a representative for the development of theoretical 
frameworks for Experience Production within the Experience Economy. 
 

1.3 The Meeting Industry as part of the Creative Industry 

 
Meetings is as old as human culture (Montgomery & Strike 1995) and part of human desire to 
exchange ideas and stories (Weber & Cohen 2002). Already in ancient Rome, special buildings 
were used for holding meetings to discuss subjects such as politics, war and peace.  
 
During the industrialisation, the growth of industry and commerce, as well as science and 
technology, created increased needs for different kinds of meetings. This Meeting Industry 
showed a further increase during the post-war globalisation and improvements of 
transportation opportunities and technology (Weber & Cohen 2002). In the age of the 
Creative Industry, creative meetings and learning meetings became an important part of the 
Meeting Industry and thus, a subpart of the Creative Industry, based on creative processes as an 
economic offering. Today creative meetings are part of the MICE Industry, which includes 
Meetings, Incentives, Conventions and Exhibitions (Weber & Cohen 2002) and represent one 
of the fastest growing segments of the tourism industry (Oppermann & Chon 1997, Kellerman 
et al. 2001).  
 
Within the Swedish Experience Industry definition (KK-stiftelsen 2006), the Meeting Industry 
thus falls within sector of Business Tourism. In Sweden, tourism has the highest turnover in 
the Experience Industry with 23 per cent (KK-stiftelsen 2004). In Sweden the turnover 
amounted to 191 billion SEK in 2005, with 62 billion SEK for export and 138 000 employed 
in the tourism sector (KK-stiftelsen 2006). According to WTO and UNSTAT, tourism is “the 
activities of persons travelling to and staying in places outside their usual environment for not more than 
one consecutive year for leisure, business and other purposes” (WTO and UNSTAT 1994, p. 8). 
Business Tourism can be defined as Individual Business Tourism and the Meeting Industry, 
where the individual business tourist travels in purpose doing business and representing a 
specific company (Hellman et al. 2001). The Meeting Industry, as a part of the Business 
Tourism, can be defined as when more than one person, representing a company/companies, 
travelling in purpose to meet others, during a conference, congress or exhibition (Ibid). 
According to the Meeting Professional International, the turnover of the global MICE-
Industry in 2000 was 6 400 million SEK (Kellerman et al. 2001).  
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Like the rest of the Creative Industry, the Meeting Industry has evolved and increased in 
growth during the past decade and become a global and fast growing business sector (Weber & 
Kaye 2002). Despite this expansion, the Meeting Industry has not yet attracted much research 
interest and still lack basic data on the local and global effects of convention tourism and 
meetings (Weber & Kaye 2002). To meet the demands of the Creative Industry of staging 
meaningful experiences, the Meeting Industry is in a process of developing new forms of 
meeting environments, to provide the work spaces that are required for creativity and learning 
experiences and to ensure Return on Investment, in the form of creative and innovative 
solutions to business problems and organisational development.  
 
For organizations and businesses, meetings are important vehicles for human communication 
and development, as well as important experiential stages for meeting corporate customers and 
business associates.  A meeting can be defined as “two or more people come together for the purpose of 
discussing a specific topic that is usually determined, often in a formalized setting” (Carey 1999, p. 39). 
Different terms that are being used in association to business meetings are conference, congress, 
convention, workshop, video conference and seminar. Carey suggested a more restricted 
definition of business meetings as “… any gathering planned and managed by a meeting planner …” 
(Ibid, p. 9). Besides providing a platform for human communication, meetings also contribute 
to motivation, education, information and networking (Carey 1999).  
  
The most extensive global network for the Meeting Industry is the Meeting Professionals 
International, MPI, established in 1972 and introduced in Sweden in 1994. According to MPI 
meetings can generally be divided into three basic types (Ibid): 
 
» Corporate Meetings – corporate meetings can be both internal, involving only employees and 
external, with clients and suppliers. Internal meetings can be training meetings with the aim to 
train employees in specific skills, team-building events to build the team spirit and information 
meetings to inform a specific topic to the employees, for example a new product. External 
meetings, involving clients and suppliers, can be shareholders meetings such as annual general 
meetings to present the past year's result to shareholder, sales meetings to provide 
communication between the company and its sales force often focusing on a single product, 
sales promotions where the company promotes a product directly to the customer, and user-group 
meetings with people using the product or service which can involve exhibitions. (Carey 1999). 
 
» Association Meetings – association meetings can be divided into governance meetings and other 
meetings. Governance meetings are held in order to comply with the laws of the country and can 
be annual general meetings which are similar to shareholders meetings and the members are 
informed about the association's activities and financial result. Board and committee meetings are 
more frequently and are similar to annual general meetings. Other meetings can be congresses 
and symposia, often linked to an annual general meeting and are mainly to promote education 
and networking. Congresses often cover a range of topics, while a symposium takes a deeper 
looking into a specific subject. Yet other forms are seminars and workshops mainly for educating 
members within organisations or companies. Consensus building meetings are mainly for 
establishing what is common among members and to set standard within a certain industry. 
Finally press conferences are tools for communication and to present information to the press 
(Carey 1999).     
 
» Government Meetings – government meetings can be for example UN meetings, global meetings, 
regional meetings, national meetings and local meetings by the local government and are basically 
political initiated meetings (Masuhr 2007).  
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The two largest meeting forms are Conferences and Congresses. According to the 
International Association of Professional Congress Organizers, IAPCO, conferences can be 
defined as: “Participatory meeting designed for discussion, fact-finding, problem solving and consultation. 
As compared with a congress, a conference is normally smaller in scale and more selected in character – 
features which tend to facilitate the exchange of information. The term “conference” carries no special 
connotation as the frequency. Though not inherently limited in time, conferences are usually of limited 
duration with specific objectives.” (Masuhr 2007, p. 7). 
      
In a similar way a Congress can according to IAPCO be defined as: “Regular coming together on 
a representational basis of several hundreds – or even thousands – of individuals belonging to a single 
professional, cultural, religious or other group. Contributions to the presentation and discussion of the 
subject matter come only from members of the organizing body. Frequency: usually established in advance 
and can be either multiannual or annual. Most international or world congresses are of the former type 
while national congresses are more frequently held annually. A congress will often last several days and has 
several simultaneous sessions.” (Masuhr 2007, p. 7). 
 
Other important concepts for the Meeting Industry are: 
 
» PCO – Professional Conference Organiser is a person planning meetings and is responsible for 
every aspect of a meeting regarding management and planning: social functions, transport, 
accommodation, protocol, marketing, travel, promotion, recreation, budget, return on 
investment and sponsorship (Carey 1999).  
» DMC – a Destination Management Company is an incoming tour operator specialised to plan 
and deliver meetings, employed by meeting planners to bring expertise and experience to the 
business of planning meetings (Ibid).  

1.3.1 Trends within the Meeting Industry  
 
Like the rest of the Creative Industry, the Meeting Industry is presently undergoing significant 
development. The UN World Tourism Organisation, WTO, anticipates that the Meeting 
Industry will be a leading factor for many countries and regions, as international meetings are 
an increasingly growing segment within tourism (TREND 2007). Meetings International 
(Ibid) has identified the most important trends for the Meeting Industry: 
 
» Cooperation Between Regions – this is a growing trend that regions work together, which has 
established a unity that will strengthen the business. This is illustrated by the successful 
cooperation between “Svenska Mässan” [Swedish Meeting] and the destination organisation 
Göteborg & Co, where the whole city region of Göteborg is gearing to attract large 
international Congresses (Klaes Bjerke pers. com.)  
 
» Structural Business Changes – business ownership is becoming more dynamic and companies 
are buying other companies, for example has Swedish Congrex bought SKD Euroconf, and 
many similar fusions are observed in the Meeting Industry. 
 
» Integrated PCO´s – Professional Conference Organiser will become an established part of 
meeting offering. 
 
» Integrated DMC´s – Destination Management Companies are becoming an important part of 
destination development and organisation to attract meetings to a destination.  
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» Exclusive Incentive Offerings – exclusive destinations and products offerings as incentives, like 
the Icehotel in Jukkasjärvi Sweden, are becoming more and more popular among companies 
in their meeting planning. 
 
» Quality and Sustainability – ecotourism and sustainable tourism products, such as offered by 
Natures Best, is becoming an important part of the Meeting Industry.   
 
» Safety/Security – security at meetings and hotels are becoming crucial in meeting offerings.  
 
» Wellness/Wellbeing/Resorts – SPA facilities are becoming an important part of the meeting and 
the combination of meetings, with wellbeing and activities are a clear trend. 
 
» Educational Issues – educational programs and university courses are becoming more popular 
and valued in association to meetings. 
 
» RoI - Return on Investment - there is a clear trend in the interest in the concept of  return on 
investment which will also involve return on ideas and return on innovation (Fernström 2005). 
 
» Green Meetings – in 2003, the Convention Industry Council's, developed policies of 
sustainability for event organizers, to support them to run environmentally friendly and 
sustainable events (Green Meetings 2004).  
 
» Virtual Meetings - online meetings are growing in popularity as sustainability issues and travel 
costs will increase. 
 
Theses trends within the Meeting Industry clearly indicate, beside an increased interest in 
improved efficiency and increased Return of Investment, also an increased interest in the 
experiential components of the meetings and thus, an attempt to implement the Experience 
Economy. Offerings of exclusive incentives and meeting destinations, spa and wellness facilities 
as well as luxurious and functional high quality meeting facilities, are ways to improve the 
experience outcome of meetings and incorporating the “Experience Industry” into the 
Meeting Industry. But as the Meeting Industry per se is part of the Creative Industry, theories 
and methodology of Experience Production need to be incorporated into the meeting 
organisation and productions to meet the demands of the new Creatives (Ray & Anderson 
2000, Florida 2002). Improving RoI – Return on Investment, Return on Ideas and Return on 
Innovations from costly and exclusive business meetings, also include improvements in the 
creative and learning processes during the meeting per se. The Meeting Industry is therefore in 
need for improved meeting environments, that facilitate creativity and learning processes by 
new staged and designed meeting experiences. In this context the experiencescapes (O’Dell & 
Billing 2005) i.e, the Experience Room (Mossberg 2003), has an important roll in supporting 
the creative and learning process. Hence the meeting room used within the Meeting Industry, 
constitutes a central component of the material, experience component of the meeting 
experience beside the immaterial creative and learning processes. Understanding this 
relationship between the Meeting Room and the Creative Process, would therefore be an 
important contribution to improve the RoI and Experience Productions of the Meeting 
Industry.   
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2. PROBLEM DISCUSSION AND RESEARCH PURPOSE    
________________________________________________________________ 

In this chapter I present my problem discussion, purpose of my Master’s Thesis, research questions, and 
the limitations.  
__________________________________________________________________________ 

2.1 Problem Discussion  

 
Within the Creative Industry, the traditional work methods and work environments are 
changing (Florida 2002). Business efforts are laid on creative work and creative output to 
stimulate innovations and business development in the new global competition (Nordström & 
Ridderstråle 1999, Henry 2001, Dahlén 2006). These investments in creativity and 
innovations, include investments in enhancing productive meetings and meeting environments 
(Driver 2001, Lapierre & Giroux 2003, Haner 2005, Kolmodin & Pelli 2005). Traditionally 
within the Meeting Industry, the economical offering is an environmental setting such as the 
meeting room, equipped with tables and chairs and surrounding services, such as drinks and 
meals and some audio-visual equipment for the creativity and learning experiences, with the 
purpose of organisational or business development (Carey 1999). Due to increased global 
competitiveness, the Meeting Industry is searching for innovations in meeting room design and 
meeting experiences, requesting new ideas for meeting support design and meeting 
improvements (Konferensvärlden 2004). In this quest the organisation Swedish Meetings in 
2003 launched the competition the Meeting Room of the Future (Svenska Möten 2004), to 
generate innovative ideas of improving the Meeting Context.  
 
In response to demands of the Creative Industry, research on human work places is becoming 
increasingly multidisciplinary in combining areas such as architecture and design, with 
neuroscience and creativity research, to develop stimulating creative environments (Boden 
2004, Zeisel 2006). An appropriate environmental design is considered to support creative 
processes, but there is still limited knowledge on how the physical space actually enhances 
creativity (Linn et al. 1998, Haner 2005). Thus, there has not yet developed a consistent 
theoretical framework or testable predictions for such creativity based design (Haner 2005). 
 
Tests of using design to support creativity processes has for example been done by Swedish I & 
K [Identitet och Kommunikation] for the Swedish company IVF [Industriforskning och 
utveckling AB] (Konferensvärlden 2006). Here I & K changed the meeting room from a 
traditional room design to a more pleasant environment, enhancing a more open 
communication and interactivity (Ibid). For instance did they remove the old white board and 
replaced it with a table constructed to write and draw on, as an example of how to remove 
one-way communication and hierarchies. They also removed old wallpaper and replaced it 
with a photo wallpaper of a forest and played birdsong for inspiration and supporting new 
perspectives and ideas (Ibid). Such new forms of meeting room design, not only affect the 
meeting performance but as well as the competitiveness of meeting offerings within the 
Meeting Industry (Fernström 2005). According to research by Reality Check (2004), there are 
two strategy purposes when choosing a meeting facility; a process-oriented and an experience-
oriented. When the meeting organiser has a process-oriented purpose, the focus will be on logistics 
and other rational factors, associated to traditional standardized meeting concepts. With an 
experience-oriented purpose, the aim is to create a creative and unique experience which 
enhances motivations, thus for example Starwood Hotels, are offering new forms of meetings 
with experiences in focus (Fernström 2005). Another example to meet new creative meeting 
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environment demands is the Creative Island in the archipelago in Stockholm, offered by the 
company Interesting.org. Creative Island is an exclusive and environmental friendly work 
environment for inspiring meetings, surrounded by the sea, designed with room for only six 
persons (Interesting.org 2007). Other experience-oriented meeting facilities include streaking 
luxury and design architecture, feel-good and wellness activities such as spas and outdoor 
activities. The rooms per se are designed to stimulate meeting clients with colours, forms, light, 
sound, music, plants and even water in the meeting rooms to create an atmosphere of 
creativity and energy (Fernström 2005). To meet the process-oriented purposes, meeting rooms 
are designed to be flexible and easy to redesign to vary in size and equipment according to 
customers requests (Ibid).  

2.2 Research Purpose 

 
As mentioned above, these efforts by the Meeting Industry to facilitate and stimulate creativity 
through developing and designing new forms of meeting rooms, are still weakly supported by 
research. Therefore, the purposed of this study is to develop a theoretical model for a creative room 
environment for the Meeting Industry that incorporates theories from Creativity research, Experiential 
Learning theory and Experience Production. The theoretical model will be based on one of several 
theories on the Creative Process, Experiential Learning and incorporate models from staging 
experiences and the concept of Experiencescapes, to enhance the creative learning experience 
within a smaller meeting room. The model will then be compared in a benchmarking to some 
established traditional smaller meeting rooms, to inspire the innovative development of new 
creativity based meeting rooms. This research will therefore be useful for both provider of 
meeting facilities such as conference suppliers, as well as for buyers of meetings as becoming 
more sensitive to RoI and the role of the meeting room design as support for the Meeting 
Experience.        

2.3 Research Questions 

 
As stated earlier, it is important that innovations in meeting room design is based on scientific 
research rather then doxa on how creative meetings should be supported. Therefore the two 
key research questions for this thesis are:     
 

 In what way can theoretical frameworks from the Meeting Industry, Experience Production, 
Creativity theory and Experiential Learning theory be integrated into a concept for meeting room 
design to support the creative and learning process during small business meetings? 

 
 Is it possible to apply such a theoretical creative meeting room concept to establish a business standard 

for such room design within the Meeting Industry? 

2.4 Limitations of the Study  
 
This study focuses on generic meeting rooms for smaller groups of business people working 
together to solve creative tasks. It does not include meetings with the purpose of group 
dynamic development and group bounding processes, or any special interest meeting room 
needs. The study does neither include larger general meeting rooms like auditoriums or 
congress rooms, nor does it include educational settings, such as school class rooms, with its 
specific pedagogical requirements.  
 
The study is limited to create a theoretical model based purely on theories and thus does not 
include any empirical studies of meeting rooms. It however includes a benchmark analysis of 
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the developed model to a limited number of standard meeting rooms. The benchmarking is 
aiming to stimulate innovative meeting room development and not to measure or describe any 
industry standards of small meeting rooms. 
 
The study does not aim to give a complete survey of research and theories within the fields of 
Creativity, Experiential Learning and Experience Production, as such an attempt would need a 
full PhD thesis. Only a limited number of basic theoretical models that are fundamental and 
well established within each discipline, are presented and applied to this study.   
 
Finally, this study does not aim to empirically  test or evaluate the suggested theoretical model 
or its implications, as such an approach would need the resources of a fully developed 
experiential test lab for meeting room design experiments.  

2.5 Disposition of the Study 

 
In figure 2.1, a disposition of the study is presented in order to guide the reader through the 
work and to get an overview of each part of the study. This thesis starts with a general 
introduction, narrowed down to the specific issue investigated. Chapter two presents the 
problem discussion, the research purpose and research questions and chapter three presents a 
discussion regarding the methodology for this study. Chapter four gives an overview of the 
theoretical framework for this study and chapter five presents the analysis and results and finally 
chapter six presents the research discussion and conclusions, containing proposals regarding 
future research for this subject.   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  
 
 
 
 
 
 
 
Figure 2.1 Illustration of the Structure of this Thesis 
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3. METHODOLOGY 
________________________________________________________________

This chapter presents research methods and processes that have been used for my Master's Thesis. The 
aim is to clarify why certain methods and processes have been chosen. The leading factors for those choices 
have been the research question. The Chapter starts with a description of the research approach as a 
foundation for the following methodology.  
___________________________________________________________________________ 
 

3.1 Research Aspects 

 
All research projects take their starting point in a research philosophy that explains the 
researchers approach to knowledge and its creation and construction. The research question in 
this thesis is approached from a conceptual theoretical perspective, as the intention is to bring 
together theories from different field into a conceptualisation of a model that can be applied on 
the research object – the Meeting Room. 
 
Positivism and hermeneutic are two traditional scientific research approaches, which are 
different in their methodological aspects (Davidson & Patel 2003, Hartman 2004, Thurén 
2007). Positivism is scientific approach, creating scientific knowledge that is based on empirical 
studies of measurable phenomenon and sentences, which indicate connections between the 
phenomenons (Hartman 2004). Hermeneutics instead searches for the meaning of a 
phenomenon to get a more interpretive understanding of a phenomenon (Ibid). A 
hermeneutic research approach is based on interpretation of human experiences and behaviour 
to receive an understanding (Ibid). 
 
This study is based on a hermeneutic approach, as I intend to theoretically conceptualise the 
Meeting Context and its components and interpret the relations between them. I will use a 
holistic approach to deduct conceptual relationships, without actively interfering or 
incorporating empirical aspects of the meeting concept, as it is not the goal of this study.   
 

3.2 Research Approach  

 
There are two main approaches for a research process, the deductive or the inductive approach. 
Deduction is built on logic and based on theories from where the researcher draws conclusions 
regarding specific cases in the real world (Davidsson & Patel 2003). Deduction moves from the 
more specific towards the more general, from a narrow theory to a broader hypothesis to test 
for the experience or case investigated (Ibid). According to deduction, theories decide what 
kind of data to gather, how to interpret the data and finally how to relate the research result to 
existing theories which thereby affects the research (Davidson & Patel 2003, DePoy & Gitlin 
1999). Induction on the other hand generates general conclusions from the case investigated, 
moving from broader observations to more specific generalizations, theories and research 
models (Davidson & Patel 2003). Figure 3.1 shows the relationship between inductive and 
deductive research (Jonsson Kvist 2005). 
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Theory 
(Model) 

 
 
 Generalisation   Hypotheses 
 
 
 Observations   Observations 
 
 

Reality 
 Inductive  (Measuring & Deductive 
 Projection  Interpretation) Projection 
 
Figure 3.1 The Principles of Induction and Deduction (Jonsson Kvist 2005, p. 28) 
 
Abduction is a third way and a combination of induction and deduction. From a specific case, a 
hypothetical pattern is formed to explain the case investigated, the inductive way. Then the 
hypothesis or the theory is corroborated by new observations, the deductive way (Davidson & 
Patel 2003). The former theory is then adjusted to the experience investigated. A risk to be 
aware of concerning abductive research, is that the researcher can be affected by previous 
experiences, which in the end can affect the research process (Ibid). This can result in 
hypothesis formed that exclude alternative interpretations (Ibid).  
 
This study is based on deduction as established theories are used to test against the Meeting 
Room Context. Theories are brought together from different fields into a conceptualisation of 
a model regarding new form of meeting room environments and I therefore have my starting 
point in established theories to test against a specific case – the Meeting Room. 
 
According to Yin (2003), there are three different research approaches; the exploratory, 
descriptive and explanatory. This study aims to investigate an area that requires further 
knowledge and development, answering questions such as how and why, which therefore has an 
exploratory approach (Ibid). This study seeks new insights with help of related theories to 
assess the Meeting Room Context in a new light. According to Cross there are three 
approaches regarding design research (Cross 1995): 
 
» Research into design – a descriptive method of the design process or product investigating. 
» Research for design – developing methods which support design. 
» Research through design – using design as a conductive method for the research.  
 
This study is based on research for design, as theories from different fields will result in a 
conceptualisation of a model that can be applied on designing meeting rooms. Thereby 
methods are in this thesis developed to support the design of meeting rooms. 
 

3.3 Research Methodology  
 
There are two research methodologies, qualitative and quantitative research. Qualitative 
research is a filed of inquiry that bridge disciplines and subjects (Denzin & Lincoln 2005) to 
gather a deeper understanding of a specific task and investigate the why and how. An example 
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of differentiating qualitative research from quantitative research, is that qualitative research is 
mainly exploratory, while quantitative research aims to test hypotheses. However, it may be 
argued that each paradigm reflects its specific discourse; neither being more conclusive or 'true' 
than the other. This study is based on a qualitative methodology, as it consists of a conceptual 
development of Meeting Room Context, using established theories from different not 
interrelated disciplines. 
 
A benchmark analysis is however, conducted on seven meeting rooms in four different 
organizations. This is not a quantitative analysis of meeting rooms, but rather a qualitative 
verification about the hypothesis of an established industry standard. This thesis is not 
intending to do a research triangulation (Davidson & Patel 2003), where different research 
approaches are applied on the same phenomenon to obtain a better understanding.  
 
Instead this study is based on abstract theoretical concepts such as experiences and creativity, 
with the qualitative intention to address questions such as how and why.     

3.4 Research Design 

 
In order to achieve the research purpose, a theoretical framework has been identified by 
integrating different models and theories regarding the Meeting Industry, Experience 
Production, Creativity theory and Experiential Learning theory. This study is based on a case 
study, as I use the meeting room as a case to further develop. Case studies are one of several 
ways of doing social science research and according to Yin (2003), case studies are preferred 
when answering questions such as how and why, to explore the reality. Case studies are thus 
used to contribute to our knowledge. Case studies are commonly used when conducting 
smaller studies and the approach is suitable when there are several aspects that affect the 
situation (Ibid). I have used the case study as a research approach, investigating the case of the 
Meeting Room Context as a target for the theoretical integration of theories from creativity, 
experience and learning, instead of trying to apply the theoretical integration on generic base 
or applied on several cases. 
 
The research process as a whole for this thesis is based on identifying a case study subject, here 
the Meeting Room Context, and then identifying the research questions based on background 
research on the Meeting Industry. From this, appreciate theoretical frameworks are identified 
to approach and address the research questions. These theoretical frameworks where then 
integrated into a holistic model, from which implications where extracted. To verify one 
implication the benchmarking approach was used. The research design is therefore based on 
the conceptual development process, using established theories to develop a new concept with 
clear implications, that later can be tested and the concept developed into a hypothetical 
framework to be empirically tested. After validation and verification by empirical data, such a 
conceptual framework may eventually develop into a theory of the Meeting Room Context.    

3.4.1 Conceptual Development  
 
Conceptual development is defined, according to Ulrich and Eppinger (2000), as an early stage 
of product development, where basic data needed for the product is identified. Conceptual 
development encompasses describing the features of the product as accurately as possible, with 
the aim to highlight and start the development process (Ibid). Describing the features of the 
product starts with gatherer user information as illustrated in figure 3.2 (Nieminen et al. 2004). 
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Figure 3.2 Traceability Graph for User-Centered Concept Development (modified after 
Nieminen et al. 2004, p. 227) 
 
After gathering information and identifying the phenomena, user needs are identified and 
analysed, creating different concept candidates from which the final concept will be chosen 
(Figure 3.2). 
   
This thesis basically follows this model of conceptual development of a product – the creative 
meeting offering. By identifying involved phenomena in the Creative Meeting Context and 
user needs identified in my thesis, meeting room stakeholders concepts are constructed and 
selected.  I have however not developed different concept candidates, thus not following the 
conceptual development model in detail. My thesis only delivers on final concept. 
 
Nieminen et al. (2004) illustrates the process of conceptual development in figure 3.3, starting 
with the idea generation process that continues with a process of selection, where chosen 
theories are identified and combined. After the selection and combination process, visualization 
is conducted by describing the final conceptual ideas and illustrate the concept through models. 
The conceptual ideas are then validated and finally the resulting conceptual ideas are presented. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 3.3 User-Centered Concept Development (modified after Nieminen et al. 2004, p. 226) 
  
This thesis basically follows this model of conceptual development, illustrated in figure 3.3, 
with the initial stage of idea generating to identify theoretical framework, that potentially can 
be used in the analysis. Then appropriate theories are selected and combined into a common 
framework, that is visualised by concept figures in the thesis and validated by theoretical 
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reasoning about their application to the Meeting Room Context and finally the concept is 
presented though this thesis. Central to the conceptual development is the awareness of 
working towards a concrete problem, to assure that the concept ideas never lacks the potential 
to be practical implemented. The process uses compounded elements, that are fused into the 
final concept and has to take in account that there are several perspectives to be taken, that can 
influencing the development process (Nieminen et al. 2004). 
 
Conceptual developments is commonly applied when developing technological products and 
rarely used within the service sector, but I found this methodology usable for this context and 
an interesting new research approach. Conceptual development is usable for this context as it is 
an established method concerning developing products and processes and provides 
development processes within the service sector a new methodology platform. 

3.4.2 Benchmarking 
 
Benchmarking is a management process of comparing business best practice in order to 
improve a process (Watson 2007, Pyo 2002). “Benchmarking theory is simply based on performance 
comparison, gap identification and the change management process.” (Pyo 2002, p. 8) According to 
Pyo (Ibid, p. 8), benchmarking has its origin from Deming´s quality management theory, that 
aims to enhance quality and check its sustainability, using the four stages of plan, do, check and 
act. Despite this relative simplicity, benchmarking has been defined differently by a variety of 
organisations and authors and numerous benchmarking process models have been proposed by 
researchers, both in industry and academy. As many as forty different models have been 
identified according to Pyo (Ibid, p. 11), but most include the steps of definition of the object, 
to perform measurements and/or comparison to other similar objects and draw conclusions for 
actions (Pyo 2002, Watson 2007). Most benchmarking analysis also uses gap analysis, which 
identifies the differences between performance levels with the aim to develop methods to close 
the gaps (Pyo 2002). This differentiates benchmarking from comparison research and 
comparative analysis, which has the aim of comparing some identified feature or parameters 
between the compared phenomena. Benchmarking has a clear aim of process improvements, 
using identified performance gaps as a basis for such improvements. Benchmarking is thus a 
structured approach to learn from other organizations to apply the knowledge in the own 
organization (Watson 2007). The “Best practice” should be perceived to be among those 
practices producing outcomes that can be judged as good examples within the area (Pyo 2002).   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 3.4 The Phases of Process Benchmarking (after Watson 2007) 
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According to Watson (2007), a generic model for a benchmark study follows the order of 
(figure 3.4):  
» Plan the study by starting to identify what to benchmark – identify what data to collect. 
» Collect data required for the study by performing measurements to examine performance 
gaps.  
» Analyze data collected for the study. 
» Adapt the data and implement examples of improvements.  
 
From theses basic steps, several types or classifications of benchmarking methods are recorded 
in the literature. The main categories are internal, competitive, functional and generic 
benchmarking. Internal benchmarking refers to benchmarking between departments within the 
same organisation. Competitive benchmarking targets specific products, parameters or processes to 
assess competitors within the same industry, while functional benchmarking seeks information 
from a functional area, within both the same industry and others. Generic benchmarking 
compares business performance also against business in similar fields and performing similar 
activities, or having similar problems but in a different industry (Pyo 2002). 
 
This study is based on a competitive benchmarking, as the aim is to target design of meeting 
environments within the same industry, the meeting industry. This study is also based on a 
strategic benchmark, as the aim is to discover ideas for improvements on the market (Watson 
2007). A strategic benchmark focuses on areas that need to be changed or furthered developed, 
in order to maintain competitiveness (Ibid). As this study focuses on a conceptual development 
of meeting environments in order to improve meeting rooms, a strategic benchmark is suitable 
for this approach.   
 
But instead of traditionally identify “Best practice” within the industry to improve a specific 
organisation or business performance, in this study I use strategic benchmarking in an “inverted 
way” to identify the “Industry practice” and then compare it with the theoretical concept 
developed in the study. This theoretical developed concept can, in this context, be regarded as 
a “Theoretical Best Practice” for business improvement within the industry, according to a 
methodological extension of benchmarking suggested by Gelter (2008). Thus in this study, 
benchmarking four leading organisations within the meeting industry, where used to identify 
“the industry standard” or the “traditional meeting room”, an industry standard configuration and 
design of meeting rooms. This “industry standard” is then used in a gap analysis in comparison 
with the developed concepts, based on the theoretical deductions of this study. This gap 
between the developed concept, the “Theoretical Best Practice”, and the identified “industry 
standard”, can then be used to improve the meeting industry performance. This final stage of 
the benchmarking methodology, consisting of implementing the identified improvement 
potentials, will not be conducted in this thesis, as the aim is not to improve any specific 
established meeting environment. The identified functional gap in this study can, however, be 
used by the meeting industry for product or process development.   
 

3.4.3 Choices of Theory 
 
Applying the concept, development approach involves selecting appropriate theoretical 
frameworks as a foundation for the conceptual development. Among the immerge field of 
theory surrounding the human being and its interaction with its environment, I had to choose 
an appropriate number of theories that can be integrated and conceptualised into a common 
framework,  as well a appropriate number  that contribute to new insights and possibilities for 
the Meeting Industry. Chosen theories also need to have significance within the Meeting 
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Industry and the Meeting Room Context. Thus applying an explorative approach, I ended up 
with in my opinion and from my educational perspective, central theoretical approaches to the 
Meeting Room Context, the theoretical exploration of experience and Experience 
Production, learning and more specific Experiential Learning and Creativity theory. Applying 
relevant theories from these fields, to a generic concept of a smaller Meeting Room Context 
for people working together to solve creative tasks, with the aim of  developing a concept for 
the meeting room design to support the creative and learning process during small business 
meetings, became the quest of this thesis. 
 
My study does not aim to give a complete survey of research and theories within the chosen 
research fields. Thus, I have chosen a limited number of basic theoretical models, that are 
fundamental and well established within each discipline to support my research purpose. 

3.4.4 Analysis and Interpretation 
 
The analysis of this study starts by structuring and presenting the theoretical framework, to 
achieve a theoretical foundation for the analysis. Trough the deductive process, theories are 
analysed and implemented into the Meeting Room Context and if possible, merged into new 
extensions of the established theories or new applications of the theories. Finally, an overall 
theoretical framework was constructed for the Meeting Room Context, that integrates the 
selected theoretical frameworks. A preliminary interpretation of this new theoretical 
framework is presented in the end of the analysis – although such an attempt need a theoretical 
analysis by its own, not possible in this thesis frame. 

3.5 Primary and Secondary Data 

 
Collecting research material consists of both primary and secondary data. Primary data is 
firsthand where the originator has firsthand knowledge of the source of data, meaning the data 
that the researcher collects through interviews, surveys or observations (Davidson & Patel 
2003). Secondary data has already been collected by another author for another purpose, such 
as articles and literatures (Ibid). Primary data for this study consists of the benchmark 
observations, that have been conducted through seven meeting rooms in four different 
organisations. Also implicit firsthand data in the form of the authors own experiences of 
different kinds of meeting rooms underlies the analysis, although not explicit communicated as 
the study was not intended to include an introspective analysis of meeting environments. It is 
however, a validly question that this kind of study cannot be done in a completely objective 
way, as the erfahrung of the author always in one or another way will affect analysis and 
research approaches.  
 
Quantitative data are of the kind that may lead to measurements or other kinds of analysis, 
while qualitative data cannot always be put into an analysis context. However, qualitative data 
may be useful to explain patterns based on quantitative results, which is the case for this study 
as it is based purely on published theories.   
 
When sampling for qualitative research, is it typically not done randomly but with a purpose 
based on their way data typify or not typify certain characteristics. In this study the meeting 
rooms used for the benchmarking analysis, where chosen non-randomly based on their way 
they typify different organizations within the Meeting Industry in northern Sweden. This 
sampling is assumed to represent the standard configuration of the Meeting industry of 
Sweden, as it is assumed that the basic configurations for meetings within these chosen 
organizations, not significantly differ from other regions within the Meeting Industry. This 
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assumption is based on the four organizations leading positions within each Meeting Industry 
area, representing the academy, the municipality and the business sector. The choice of only 
using meeting rooms from Northern Sweden is purely based on practical considerations. 
 
The four Meeting Industry organisations benchmarked are: 
» Acusticum – is an establishment for commercial companies and other organizations owned by 
Piteå Näringsfastigheter, PNF. PNF is in turn owned by the municipality in Piteå, with the 
business concept to enhance the labour market and stimulate the (creative) industry, within the 
municipality of Piteå. 
» Nolia City Conference – is a fair and conference organizer owned by a holding company 
within the municipality of Piteå. Nolia is the largest fair organiser in Northern Sweden.  
» Luleå University of Technology – is arranging both internal and commercial meetings in its 
conference rooms within the university.  
» Riksgränsen Ski Resort – is a ski resort providing conferences that has, through recent years, 
invested in meetings facilities. Riksgränsen is owned by Strömma Fjäll & Aktivitet and is a 
stock corporation in which Riskgränsen has a local manager. 
 
The number of room used in the analysis is specified in figure 3.5, consisting of a total of seven 
meeting rooms. The rooms within each organisations are chosen as representing the standard 
meeting environment within each organization. 
 
Meeting Environments   Place Number of Meeting Rooms Investigated 
 
 Acusticum   Piteå, Sweden  1 
___________________________________________________________________________ 
 Nolia City Conference  Piteå, Sweden  2 
___________________________________________________________________________ 
 Luleå University of Technology Piteå, Sweden  2  
___________________________________________________________________________ 
 Riksgränsen Ski Resort  Riksgränsen, Sweden 2 
 
Figure 3.5 Sample Selections for the Benchmarking 
 
These seven meeting rooms are analysed in regard to their accordance to the concept of the 
“traditional meeting room configuration” and the business standard of conference rooms, as 
described by Svenska Möten (2004) (Figure 4.18). Thus, each room was analysed in regard to 
the following five parameters: 

1. Its seating arrangements and if the arrangement correspondents to the industry standard 
arrangement of a classroom like arrangement. 

 
2. The presence of different functional room components/spaces within the meeting 

environment, to support learning and creativity processes. 
 

3. If the room allows for active/passive activities. 
 

4. If the room allows for both formal and informal interaction and communication by the 
type of tables, their ability to be rearranged/transformed and/or presence of different 
tables for different interactions.     

 
5. If the room has visual and/or esthetical components supporting the creative and 

learning process. 
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These criteria and their importance for the Meeting Environment are presented and discussed 
in chapter four. 
 
Most of this analysis is based on secondary data, as the theoretical analysis is based on published 
material and theories. This study can therefore not justify the reliability and validity of the used 
theories, as it is not the scope of this study to testify any published theories. Secondary data for 
this study has been collected through established research channels and from the Internet, as 
well as from the Meeting Industry journals. A literature review has been conducted for this 
study through literature from the Meeting Industry, Experience Production, Creativity theory 
and Experiential Learning theory. To investigate relevant research, articles, handbooks and 
popular science has been used for this study and research material have been gathered from 
article search through Luleå University of Technology and the library at Luleå University of 
Technology.      

3.6 Validity and Reliability 

 
There is no such thing as a total objectivity in research, which is important to have in mind 
when conducting studies, as well as being aware of that educational background and 
experiences from the field may affect the study. When discussing validity and reliability in 
qualitative studies, there are some general differences from quantitative studies to consider.  
 
Reliability is dependable if another researcher can draw the same conclusion, which means that 
the procedure of data collection can be repeated with the same result in a reliable way 
(Davidson & Patel 2003). In qualitative research, each study is unique and differences may 
occur concerning interpretations of the data by different researchers, that may result in 
different conclusions (Ibid). From this perspective, the concept of reliability is not really 
applied in qualitative contexts (Ibid) and I will instead focus on the concept of validity for this 
study. Validity is basically the extent from which a study represents what it is supposed to 
represent and that it is not representing something else (Ibid). Validity involves using 
established research concepts that are correct for the context and therefore receives correct data 
from the case investigated (Ibid). One of the central issues in qualitative research is validity, 
which is also known as credibility and dependability. Concerning qualitative studies, validity is 
not only related to the process of collecting data, but also related to the research process (Ibid).  
 
For this study, the benchmark has been conducted on different organizations with the aim to 
identify a gap between the industry standard and the developed concepts in this study. The 
validity of the method for this purpose can therefore be justified. Using the method of a case 
study and the approach of conceptual development, can in the same way be valid and justified, 
as they are standard methods in product development within industry. By conducting a 
conceptual development using the benchmark data as a validation platform, I stay within the 
frame of credibility, as the concept ideas developed always stays practicable for the Meeting 
Industry.   
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4. THEORETICAL FRAMEWORK 
________________________________________________________________ 

This chapter contains the theoretical framework being used for my Master's Thesis. The chapter starts 
with the basic theoretical framework Experience Production introduction, Experience Realms and the 
Experiencescapes. From the learning perspective of Experience Production I will use Kolb’s theory of 
Experiential Learning and present a theoretical model for the Creativity Process that can be used for 
meeting room design. Finally I will present some models of Meeting Room Design and ideas within the 
Meeting Industry. 
 ___________________________________________________________________________  
 

4.1 Experience Production 
 
Since the first proposals of the need for special processes of Experience Production, suggested 
by Toffler (1970) and Schulze (1992), several models and theoretical concepts have been 
proposed, especially within marketing, tourism and event production. In this thesis I will focus 
on one of the first developed theoretical framework proposed by Pine and Gilmore, the 
concept of Experience Realms (Pine & Gilmore 1999, p. 30). As this model of Pine and 
Gilmore is lacking a spatial dimension of the experience, I will use the special interaction 
model “The Experience Room” developed by Mossberg (2003), and present O’Dell and 
Billing’s (2005) concept of Experiencescapes. These spatial models, like Pine and Gilmore’s 
model of Experience Realms, lack a temporal dimension of the experience as a process in time. 
I will therefore supplemented them with the theoretical concepts of erlebnis and erfahrung 
dimensions of the experience, introduced in the Introduction, and discussed by Snel (2005), 
Gelter (2006) and Boswijk et al. (2007). Finally a short taxonomic dimension of experiences 
will be introduced. 
   
Pine and Gilmore (1998, 1999) are by many regarded as the founders of the concepts of 
staging experiences, as they coined the concept of the Experience Economy. In their model, of 
an evolving economy from a service paradigm into an experience paradigm and even a 
transformational paradigm (Figure 1.2), business revenues would deriver more and more from 
the staging of memorable, exciting and engaging experiences. Using the metaphor of the 
theatrics setting, their idea was that that the experience per se has a price. Thus not only the 
material settings and design of an experience, but also its immaterial components are part of the 
economic offering. Already Toffler (1970) proposed this dualistic aspect of designed or staged 
experiences,  as composed of both a material component constituting the physical place, room 
design, artefact, props etc. (O’Dell 2002), as well as an immaterial part constituted of the mode, 
emotions, feelings, expectations, thoughts etc. of the experiencing person (Gelter 2006). 
  
To obtain this economic value of an experience, Pine and Gilmore stated “… staging experiences 
is not about entertaining customers. It’s about engaging them.” (Pine & Gilmore 1999, p. 30). They 
therefore developed a model (Figure 4.1) of guest engagement in an experience, based on two 
dimensions. The first, in the horizontal axis of their model, is the level of guest participation, 
which at one end includes passive participation where guest do not affect or influence the 
performance of the experience. This can be illustrated by experiences such as watching a 
television program or listening to a symphony, where the guest is a pure listener or observer of 
the experience.  At the other end of the spectrum lies active participation in the experience, in 
which the customer personally affects the performance and events of the experience. This can 
be illuminated by a down hill skier who actively participate and create the skiing experience. 
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The second dimension, the vertical axis, describes the kind of connection or environmental 
relationship uniting the customer with the event or performance.  At one end of this spectrum 
we have absorption - where a person’s attention brings the experience into the mind and 
awareness. This can be illustrated by a guided buss tour, where the tourists absorb the passing 
landscape presented by the guide. At the other end of the spectrum lies immersion – where the 
customer becomes physically or virtually immersed in the experience and a natural part of the 
experience itself. Thus, the experience can “go into” the guest such as when watching TV, 
thus absorbing the experience. Or the guest can “go into” the experience, such as when 
playing a virtual reality game and thus become immersed in the experience.  

 

 

 

      

 

 

 

 

Figure 4.1 The 4E Experience Realms (modified after Pine & Gilmore 1999, p. 30) 
 
When combining theses two experience dimensions, Pine and Gilmore suggested that we 
obtain four “realms” of experiences – Entertainment, Education, Escape and Estheticism as 
shown in figure 4.1. Theses “Experience Realms” can, according to Pine and Gilmore, 
commingle to form unique personal encounters with the experience. The most common 
understood experience is the entertainment realm of more or less passive absorption of the 
experience, through their senses as when viewing a performance or listening to music. This is 
probably one of the oldest form of staged experiences and is also one of the most 
commonplace and developed today (Ibid, p. 31). Pine and Gilmore, however, predicts that as 
the Experience Economy will develop, people will look into new directions for more unusual 
experiences than traditional entertainment. But they argue that some momentary 
entertainment components will always be an important part of staged experiences, in the form 
of making people smile, laugh or otherwise enjoy the staged experience.  
 
In the educational experiences, the guests (or students) absorb the experience events unfolding 
before them but unlike entertainment, involves the active participation of the guest (student). 
As pedagogic theory dictates, to truly inform or instruct a person, or to provide a learning 
situation to increase his/her knowledge and/or skills, the educational event and experience 
must engage the mind and in most cases also the body (Kolb 1984). In the experience 
economy, educational experiences involve components of entertainment as suggested by 
Kotler (1978), when he introduced the metaphor of “classroom theatre” and suggested that 
education should be like a Hollywood film production in providing a “multimedia 
experience”, where students are both instructed and entertained. Thus suggestion has later 
been known as Edutainment.     
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The third Experience Realm of Pine and Gilmore, escapist experiences, involves immersions in 
the experiences and thus become the opposite of entertainment experiences. Here the guest is 
completely immersed in the experience, a participatory activity. Such experiences are 
exemplified by white water rafting, virtual reality games or paint ball. Here the guest becomes 
the actor and thus actually affects the performance of the experience. An escapist experience 
includes the embarking from a place, such as the guest’s everyday life and voyage to some specific 
place and activity, such as the cyberspace or vacation activity such as scuba diving. 
 
The fourth Experiential Realm of Pine and Gilmore is the estetics. Here individual immerse 
themselves passively in an event or environment and having little or no effect on it, thus 
leaving the environment but not themselves, untouched. This may include standing on the rim 
of Grand Canyon, watching an ocean sunset or visiting a museum. While guests in an 
entertainment experience want to sense and feel, in an educational experience want to learn and 
in an escapist experience to do, guests participating in an aesthetic experience just want to be 
there.   
 
To design a rich, compelling and engaging experience, Pine and Gilmore (Ibid, p. 39) suggest 
not to select and stay in only one Experience Realm. Instead they suggest using the 
experiential framework of their model (Figure 4.1), to creatively explore the aspects of each 
realm, that can contribute to enhance the experience to be staged. In the Experience 
Production process of staging an experience, Pine and Gilmore suggests to consider the 
following questions (Ibid, p. 39): 

 What can be done to improve the esthetics of the experience? How to create an atmosphere 
in which your guests feel free “to be”? 

 Once there, what should your guests do? In the escapist aspect how should you immerse 
them in the activity, to get them “to do” and become an active participant of the 
experience? 

 What do you want your guests “to learn” from the experience in the educational realm of 
the experience? 

 What can you do by way of entertainment to get your guest “to stay”? How can you make 
the experience more fun and enjoyable? 

 
Using this experiential framework of the 4E Experience Realm (Entertainment, Education, 
Estetics, Escapism), Pine and Gilmore developed their theatrical analogy for Experience 
Production as described in my Introduction (p. 12-13). The first step is to theme the 
experience, meaning scripting a participative story. An effective theme must be concise and 
compelling and drive all the design elements and stage events of the experience, towards a 
unified storyline that wholly captives the guest (Ibid, p. 52).  They conclude: “If a theme is to 
succeed, it must be completely consistent with the character of the business that is promoting it. Anything 
less appears disingenuous and detracts from the experience rather than improve it.” (Ibid, p. 52). 
  
Pine and Gilmore (Ibid, p. 52) continue by stating that the experience must render indelible 
impressions, which are the “take aways” of the experience. They borrowed the list of Schmitt 
and Simonson (1997), providing six “dimensions of overall impressions” to bring away from an 
experience: 

1. Time: Traditional, contemporary or futuristic representation of the theme. 
2. Space: City/country, East/West, home/business, indoor/outdoor representations. 
3. Technology: Hand-made/machine-made, natural/artificial representations. 
4. Authenticity: Original or imitative representation. 
5. Sophistication: Yielding refined/unrefined or luxury/cheap representation. 
6. Scale: Representing the theme as grand or small. 
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Pine and Gilmore concluded that to create the desired impressions through the experience, 
companies must introduce clues that together affirm the nature of the desired experience of the 
guest.  Each clue must support the theme and none should be inconsistent with it. Experience 
Production must not only use positive clues to ensure the integrity of the customer 
experiences, but also eliminate negative clues. Anything that diminishes, contradicts, or 
distracts attention from the theme must be eliminated.  
 
In their model of staging memorable experiences, Pine and Gilmore also propose to enhance 
the “take away” of the experience by tangible artefacts, that should be offered as memorablia 
of the experience (Ibid, p. 57). Such souvenirs represent the intangible experience and support 
the memory of it, thus extending the experience in the customer’s mind over time. 
 
Finally Pine and Gilmore propose what has becomes the mantra of the Experience Economy - 
“Engage the five senses” (Ibid, p. 59). They suggest that the sensory stimuli that accompany an 
experience should support and enhance the theme. They expressed the “experience axiom” 
“The more effective an experience engages the senses, the more memorable it will be.” (Ibid, p. 59). This 
statement is presented more as a doxa as their arguments lack support by pedagogic, 
neurological or psycho-cognitional research data. They continue that thematic clues can 
heighten an experience through a single sense, but in a similar way a single, simple sensation 
can completely detract from an experience. Pine and Gilmore thus concludes that we need to 
“fill the experience with senses that make sense” and take care “not to overwhelm guests with too much 
sensory input.” (Ibid, p. 61). Pine and Gilmore conclude about embracing these principles, that 
“those companies which figure out how to design experiences that are compelling, engaging, memorable – 
and rich – will be the ones leading the way into the emerging Experience Economy.” (Ibid, p. 61).    
 
Boswijk et al. (2007), in discussing the development of the Experience Economy, proposes 
that this approach of Experience Production, reflects a logic that takes the company as starting 
point. They argue that stories are told, attention sought and experiences directed in a business 
logic, where the initiative lies with the supplier leaving the customer as a merely passive 
consumer of the experience produced. Boswijk et al. (Ibid, p. 6) argues that this approach 
reflects the era of industrialisation, where the companies holds the power of the consumption 
and dictate the commercial values. Here the companies determine what the customers can buy 
and will experience and, to a great extend, all customers are seen equal. In the new Experience 
Society, this business logic will be substituted by a new logic of self-directed communication, 
where a dialogue and communication arises between the provider and the consumer, thus the 
actors being on the same level. This new business logic constitutes a kind of cooperation 
between consumers and companies. This is by Prahalad and Ramaswamy (2004) suggested as a 
new business practice and a second generation of the Experience Economy. This dialogue 
forms, thus is the basis for the co-creation of personalised value and meaningful experiences. In 
this new role, the consumer make better-informed decisions having access to all important 
information and demands, something further then the  traditional offered “scripting or staging 
of customers events” by the provider. This new experience of co-creation based on unique value 
proposition for each individual, thus can be regarded as a shift in the first dimension of Pine 
and Gilmore’s 4E model (Figure 4.1), from a passive to an active participation in the 
experience. This new business logic also includes a fundamental shift in the value chain, where 
values no longer are created by the providing company but rather with the customer and the 
networks surrounding the customers (Boswijk et al. 2007). Thus the Experience Economy is 
proposed to have outgrown its pioneering stage with the dematerialisation of the economy and 
mowing towards a third generation of self-directed experiences, where the individual creates 
and directs his/her own meaningful experiences- without interference of the suppliers – which 
now are reduced to provide the scene and logistics of the Experience Production. (Ibid, p. 10). 
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This progression and evolution of the Experience Economy according to Boswijk et al. is 
illustrated in figure 4.2. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.2 Generations of Experience Production based on Actors in the Creation of 
Meaningful Experience (modified after Boswijk et al. 2007, p. 10) 
 
As informative, the 4E Experience Realm model of Pine and Gilmore is for understanding the 
first generation of staging experiences and the model lacks two critical dimensions of the 
experience, the spatial and temporal dimension.  
 
To understand the spatial dimension of Experience Production, I will use a model suggested by 
Mossberg (2003), based on the models of Servicescape (Bitner 1992, Aubert-Gamet & Cova 
1999) and Servunction (Eglier & Langeard 1987, Bateson 1995). The Servicescape integrates the 
physical and social aspects of the service offering. The concept of a servicescape takes into 
account factors in the physical environment, that affects the customer and personnel service 
behaviour and satisfaction. This includes the external physical environment of the service 
place, the surrounding landscape, parking areas, accessibility etc. and internal factors, such as 
design, layout, décor, and equipment supporting the service encounter. As with Toffler’s 
(1970) two experience components of material and immaterial, also the servicescape include an 
immaterial psychological part of the customer, affecting the customers feelings and behaviour 
(Aubert-Gamet 1997). 
  
The Servunction model integrates service and function in a spatial model, where the physical 
environment of the service in a similar way as in the servicescape, affects both personnel and 
customers. This model consists of two areas; one for the customer invisible “Backstage” of the 
business organisation and logistic systems, interact with the second visible “Frontstage” consists 
of the visible experience room, personnel and other customers. Mossberg extended this model 
by introducing the dynamic interaction between the guest, personnel, other guests and the 
physical setting of the room, which together constitute the “Experience Room” (Mossberg 
2003, p. 28), figure 4.3. 
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Figure 4.3 Comparison of the Servunction system (left) and Experience Room Model of 
Mossberg (right) (Modified after Mossberg 2003, p. 17 and 28, and Mossberg & Johanssen 
2006, p. 37) 
 
This Experience Room Model was later modified by Mossberg & Johanssen (2006) to also 
including the product and souvenirs as interaction components. A similar model, The Five 
Aspect Meal Model, FAMM was developed by Gustafsson el al. (2006) for developing meal 
services in restaurants, figure 4.4. Here the (restaurant) room design, architecture, lightning etc, 
the socials meetings (between guests and personnel) and the (food) product, interact to create an 
atmosphere and guest mood and thus experience outcome. The Organisational System is the 
backstage of business, logistics, management etc.  
 
 
 
 
 
 
 
 
 
Figure 4.4 The FAMM - Five Aspect Meal Model (modified after Gustafsson et al. 2006, p. 86) 
 
Although discussing the temporal component of the experience as a key factor in 
understanding Experience Production, neither Mossberg’s Experience Room model nor 
FAMM, include the temporal dimension in these basically spatial-organisational models. In the 
tourist context, Gottlieb (1982) argues that time is an essential component of consuming 
tourist experiences. In discussing the temporal dimension of the service experience, Mossberg 
(2003) introduced the three service phases of the pre-purchase, the service meeting and the 
after service-purchase (Lovelock et al. 1999). This model she integrates with the trampoline 
metaphor of Jafari (1987) for the tourist behaviour in relation to time and place, where the 
tourist leaves every day life for a temporal excursion to the non-ordinary activities and then 
returns back to the ordinary every-day life. Using these two temporal components 
conceptualisations of an experience, she integrated these with the 4E model of Pine and 
Gilmore (1999), to obtain a kind of temporal experience model (Mossberg 2003, p. 81), figure 
4.5. 
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Figure 4.5 A Temporal Experience model of Mossberg where the 4E model of Pine and Gilmore 
(1999) is combined with the Temporal Service Encounter of Lovelock el al. (1999) and 
Trampoline metaphor (italic) of Jafari (1987).  (Modified after Mossberg 2003, p. 81) 
 
This temporal model of Mossberg, does however not incorporate her spatial model of the 
Experience Room and gives no information of how the 4E´s interact temporarily and spatially. 
We thus still lack a comprehensive spatio-temporal model of Experience Production that can 
give a theoretical foundation to the concept of the Experiencescape (O’Dell 2002, O’Dell & 
Billing 2005). The concept of an Experiencescape was introduced by O’Dell (2002) as a 
landscape metaphor for the organised cultural landscape, that intends to form and steer the 
experience of people. In this concept, the experience is formed by the social interaction 
between people but is also structured by the material cultural artefacts and physical 
environment. In this sense, the Experiencescape is a parallel concept to the servicescape, but 
more focused in the created experiences rather then the service outcome of the Servicescape. 
O’Dell explains the concept by “… the spaces in which experiences are staged and consumed can be 
likened to stylized landscapes that are strategically planned, laid out and designed. They are, in this sense, 
landscapes of experience – experiencescapes – that are not only organized by producers…, but are also 
actively sought after by consumers.” (O’Dell & Billing 2005, p. 16). O’Dell was inspired by 
Appadural (1996) when coining the expression Experiencescape, who used a similar landscape 
metaphor to illustrate how the globalisation process brings together and integrate certain 
people and at the same time increases the distance to other people, thus coining the concepts 
of mediascapes, ethnoscapes, ideoscapes, financescapes and technoscapeas. In the context of a tempo-
spatial model of experience dynamics and thus an experiential extension of the Servicescape, 
the concept of an Experiencescape is a useful conceptualisation of the Experience Production 
outcome. 
  
To get a better model of the temporal component of the experience, we can turn to the field 
of phenomenology, where we can learn that experiences can be described as a Life world 
composed of lived space, lived time, lived body and lived human relations (van Mannen 1990). 
Thus we have to consider not only space and time but also body and mind and its relations to 
the world. From hermeneutical phenomenology we can also learn that experiences that matter 
anything to us, must have significance and meaning and only the person living the experience 
can define its meaning and significance (Ibid, p. 36). In a phenomenological perspective, 
experiences cannot be seen as isolated “events” according to Dewey (1938, 1958). The 
experiential “events” of erlebnis are interconnected as continuous stream of events, as a pearl 
string resulting in an accumulated cumulative erfahrung.  
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Based on this, Gelter (2006) suggested a dynamic temporal model of experiences that can be 
both unconscious (such as non-remembered dreams) and conscious, with varying significance 
(intensity), figure 4.6. Here internal and external sensations constitutes a constant stream of 
experiences, where some experiences are more intense and therefore more memorable and 
other experiences are more common and of less interest and are quickly forgotten, such as 
ordinary every-day experiences (Gelter 2006).   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.6 A model of Continues Experiencing with the Experience Significance plotted against 
Time (after Gelter 2006, p. 34) 
 
In this model of a continues temporal Experiencescape, our “film of our life” (Gelter 2006) 
meaningful experiences such as purchased staged experiences, i.e. Experience Products, will 
have high significance and thus will be remembered. Such experiences have been labelled 
“Extraordinary Experiences” by Arnould and Price (1993), who described the experiences as 
constituting of an active dynamic and context depended process with strong social dimensions, 
creating meaning and feelings of enjoyment, resulting in absorption and personal control, 
having some uncertainty and novelty and contributing to life satisfaction. The more generic 
concept of “Extraordinary Experiences” has now become a popular expression for staged 
experience offerings (Mossberg 2003) and is most often used highly undefined. In a similar way 
“Meaningful Experiences” (Snell 2005) has become a buzz world in the Experience Industry. So 
far no comprehensive nomenclature or taxonomy for different experiences has been 
developed, although there has emerged some well defined taxonomic labels for certain 
experiences. Except for the more obvious labels, such as Panic Experience and Dreaming 
Experiences, famous are Maslow´s Peak Experience (Maslow 1962, 1964) for deep spiritual 
experiences, the Deep Experiences of philosopher Arne Naess (Session 1995), for the emotional 
shaking experience of deep interconnectedness with the more-then human world and the Flow 
Experience and Asutotelic Experience of Csikszentimihalyi (1990), where time and space 
intergrades in the activity at hand. New taxonomies are constantly developing such as Slow 
Experiences (Gelter 2007b) for rehabilitating time-stopping experiences, Wow-Experiences 
(Mossberg 2003) for unordinary impressive experiences and so on.  
  
To distinguish and contrast an Experience Product from everyday experience and other staged 
experience, the Experience Product needs a clear start and stop marker (Pine & Gilmore 1999, 
Mossberg 2003, Gelter 2007a). Most commercial Experience Products have such a clear start 
and stop in the form of signs or rituals, such as when entering a movie saloon or entertainment 
park (Gelter 2006, 2007a). Such an in time and space defined Experience Product (Figure 1.2) 
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can be considered to constitute an erlebnis “event” discussed in the Introduction. To introduce 
a management and process dimension in the conceptualisation of an erlebnis Experience 
Production, not easily extracted from the 4E model of Pine and Gilmore, the FAMM or the 
Experience Room model of Mossberg, Gelter (2007a, 2008) applied the TQM - Total Quality 
Management concept in conjugation with Maslow´s pyramid on human needs (Maslow 1968), 
into a TEM-model – Total Experience Management, figure 4.7. This model incorporates the 
Servicescape/Experienscape, using the Backstage/Frontstage metaphor, the pre-, during- and 
after experience management concept and the distinction between the Experience Productions 
Method, EPM i.e. the Pine and Gilmore theatrical staging and the by the guest experienced 
erlebnis, the Experience Product.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.7 Total Experience Management model (after Gelter 2008, p. 9) 
 
Implicit in this TEM-model and more explicit in another theoretical Experience Production 
model developed in Rovaniemi, the “Experience Triangle” proposed by Tarssanen and 
Kylänen (2005), as well as explicit in the 4E model of Pine and Gilmore, are the basic 
parameters of learning and transformation of the guests. To understand the importance of 
learning and its transformational outcome, we must more in detail address the concepts of 
erlebnis and erfahrung and their interconnectedness. 

4.2 Experiential Learning Theory 

 
Snel (2005), when analysing the concepts of erlebnis and erfahrung, defined erlebnis as an isolated 
and immediate event while erfahrung is a “… continuous process of doing and undergoing, giving and 
taking, causes and consequences, action and reflection etc.” (Ibid, p. 4), see figure 4.8.  
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Erfahrung 
 
 
 
 
Erlebnis 
 
 
Figure 4.8 The difference between the Isolated Event of erlebnis and the Continuous Process of 
erfahrung (Modified after Snel 2005, p. 4) 
 
The second differences according to Snel, is based on the meaning of the experience. An 
erlebnis has only meaning within the context it occurs, while an erfahrung has meaning beyond 
the boundaries of its original context. The former has meaning only when the experience 
occurs, while the later can have meaning for the life. This is expressed in figure 4.9, where the 
erfahrung is participating in an ‘event of meaning’ (XP), which contributes to the ‘life 
horizon/worldview’ and thus the meaning transcends the original context. In the erlebnis case, 
Snel attribute its meaning to ‘be alive when something happens’ (Figure 4.9). 
 
 
 
 
 
 
Erfahrung 
 
 
 
 
 
 
 
Erlebnis 
 
Figure 4.9 Experience (EP) in the form of erfahrung participating in an Event of Meaning 
contributing to many forms of Meaning (a, b, c …) and erlebnis as participating in an Isolated 
Event having only one Meaning (a) (modified after Snel, 2005, p. 4) 
 
In the interpretation of Snel, the meaning of erlebnis, less complex and isolated, is more of an 
isolated event that has only a meaning within the specific context it occurs and thus, affects the 
individual in a shorter perspective. This makes the erlebnis easier to analyse and to stage and 
design, but also easier to copy compared to the more complex erfahrung, which is personal and 
therefore difficult to multiply. Snel sees erfahrung as much more difficult to analyse, as it is a 
much stronger experience that may cause the individual to change perspective in regard to 
both external world as well as the internal world (Snel 2005). In her analysis Snell concludes 
that “While the value and meaning of Erfahrung-types of experiences are potentially much greater than 
the Erlebnis-types, in theory as well as in practice, more attention is still given to the latter.” (Ibid, p. 4).  
She continues that “The more profound effects of the erfahrung also imply that it is harder to design for 
it and stage it. Another reason is that society, … has developed in a certain way causing the preference for 
erlebnis instead of erfahrung.” (Ibid, p. 5). Snel thus expresses an opinion that the Experience 
Economy is primarily concerned with and focused on the erlebnis mostly ignoring the erfahrung.   
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Snel thus seem to value the erfahrung more then the “superficial” erlebnis, as expressed in Peak 
Experiences, Peak Performance, Hedonic Experiences, Optimal Experiences etc. and 
recommend that “Instead of focusing on the Erlebnis, companies should pay more attention to 
meaningful experiences, Erfahrungen.” (Ibid, p. 6). Despite her careful analysis of the two 
concepts, Snel does not succeed in explaining the relationship between the erlebnis and 
erfahrung, leaving the impression that they are two parallel concepts of expressing experiences. 
 
From the same tradition of Snel, Boswijk el al. (2007) when analysing ‘meaningful 
experiences’, elaborate the model of Snel to take a cognitive perspective, by introducing 
sensory perception and emotions in the meaning formation process, illustrated in figure 4.10. 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.10 The Chain-Process of Experiencing (modified after Boswijk et al. 2007, p. 20) 
 
Through their sensory perception, humans receive impressions from both the world and our 
own body and these impressions lead to emotions, which are a way of processing information. 
“Emotions determine both whether or not change is worthwhile and the individual’s readiness to take 
action … They can manifest themselves in four ways: through feelings, expressive behaviour, motivated 
behaviour and psychological change.” (Ibid, p. 22). 
 
From this sensory processing trough our emotions, an experience, erlebnis, is created as a 
complex emotion. Boswijk et al. (2007) thus defines the erlebnis as “An immediate, relatively 
isolated occurrence with a complex of emotions that make an impression and represents a certain value for 
the individual within the context of a specific situation.” (Ibid, p. 22). This is thus an extension of the 
definition of Snel incorporating emotions. But contrary to Snel, Boswijk et al. put the 
emphasis of meaning into the concept of erfahrung defining it as “A meaningful experience or 
Erfahrung has to do with the sum of all interactions that people have with their environment and with 
others… Experiences in the sense of Erlebnis are therefore a subset of an experience in the sense of 
Erfahrung: they are a product of a particular context and a particular time.” (Ibid, p. 24).  
 
Here we now obtain an explanation of the interconnectedness between the erlebnis and 
erfahrung, where the former always precede the later where the ‘meaningful experience’, the 
erfahrung, involves an important learning component of incorporating what the particular 
experience, the erlebnis, means for the person. Thus the chain expressed in figure 4.10 emerges, 
where the events of erlebnis contribute to create a meaningful experience, the erfahrung and thus 
giving meaning to the person through a reflexive learning process.   
 
Falk and Dierking (2000) claim that there are four contexts that influence the experience: the 
personal context, the physical context, the socio cultural context and time (Figure 4.11) (Snel 2005). 
The personal context consists of the characteristics that the person experiencing has, which 
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includes for example knowledge, expectations and interests (Falk & Dierking 2000, Boswijk et 
al. 2007). All these parameters will influence the individual experiencing, filtered through the 
personal characteristics making the experience individual (Snel 2005).  
 
The socio cultural context is based on the social, cultural and historical backgrounds of the 
experience, effecting what the individual will experience and learn from the context (Snel 
2005). Another aspect is that people tend to receive a better memory of the experience if it is 
based on and communicated as a story (Snel 2005).    
 
The physical context is based on the fact that an experience does not take place in a vacuum with 
no boundaries to reality (Snel 2005, Boswijk et al. 2007). The physical environment (or the 
virtual environment), feeling of the location, the atmosphere and objects, provide a context 
which effect the individuals and help to orient themselves (Snel 2005). To prevent individuals 
from being passive observers in a new physical context, is it important when staging an 
experience to seek a balance between obtaining curiosity or the ability to explore from not 
knowing what to do anymore (Snel 2005).  
 
 
 
 

 
 

 
 

 
 
 
 
 
 
 
Figure 4.11 Contexts of Importance for the Experience (after Snel 2005, p. 8) 
 
In this model of Snel and Boswijk et al., the meaning of an experience is revealed over time, as 
experiences is part of the lifelong learning process (Snel 2005, Boswijk et al. 2007). An 
experience will be built up layer by layer, through the learning process which makes time an 
important parameter influencing the experience (Snel 2005). Both Snel and Boswijk et al. 
build their model on Dewey, that sees all experiences as a process, based on interactions of an 
individual with the environment, including social interaction (Dewey 1938). Based on the 
work of John Dewey, Kurt Lewin and Jean Piaget and developments in psychology, 
philosophy and physiology, Kolb (1984) developed the theory by Vygotsky, that learning from 
experiences is the process whereby human development occurs, into the theory of Experiential 
Learning. In this process of Experiential Learning, Kolb extended the Lewinian Model of 
Action Research and Laboratory (Ibid, p. 21) through the learning models of Dewey and 
Piaget, into his comprehensive model of structural dimensions, underlying the process of 
Experiential Learning and the resulting Basic knowledge forms, presented in figure 4.12 (Ibid, 
p. 42). 
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Figure 4.12 The Experiential Learning Model of Kolb showing the Lewinian Experiential 
Learning model (in boxes), dimensions of the Experiential Learning (arrows) and the resulting 
four Knowledge Forms (italic) (modified after Kolb 1984, p. 42) 
 
This Experiential model can thus, incorporate the concept of erlebnis as the first box in the 
Lewinian Experiential Learning model and after a process of comprehension and reflection, the 
event of the erlebnis is transformed to erfahrung by the process of comprehension, where the 
meaning of the experience is formed by formulating concepts and generalisations. This new 
erfahrung can in this model, be tested by the process of extension in new situations creating a 
new erlebnis. 

4.3 Creativity 

 
Creativity as a research field is huge and involves many scientific disciplines from philosophy, 
pedagogic, art and literature to psychology, cognition research and neurobiology and it is not 
in the scope of this thesis to cover all those fields. I will here only present theories on creativity 
that can be useful for applying creativity theory on the Experiencescape of the Meeting Room.  
 
The concept of creativity can be referred to person, process, product, or environmental 
response (Rhodes 1961). Creativity, in the context of Experiential Learning, is needed both in 
handling new situations during the erlebnis as well as during knowledge assimilation, forming 
new abstractions of the experience to gain erfahrung, as well as when formulating tests and new 
actions to test the implications of the formulation of concepts in new situations and becoming 
exposed to new experiences, new erlebnis. Here creativity refers to the personal dimension. 
Creativity has also given name to the new industry – the Creative Industry within the 
Experience Economy. Creativity has in this context become an important Return on Investment 
(RoI) or even Return on Ideas and Return on Innovation (Fernström 2005). In fact, creativity has 
been declared essential for a business’s long term survival (Robinson & Stern 1997). In this 
context creativity refers to process and product. But what is creativity? 
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4.3.1 Personal Dimension of Creativity 
 
There are many ways to address and define creativity (Fenyö 1990, Runco 2003, Boden 2004, 
Smith 2005 and others), where a generic definition could be “Creative is a human that on one or 
another level (from the most unpretentious to the most “divine” creating) either think or do something 
more or less new or originally that can be regarded valuable in any way by a larger or smaller group people, 
or at least – to mention a borderline case – represent some kind of value fort the originator self (by for 
example, giving him or her a nice experience).” (Fenyö 1990, p. 28). A more narrow definition of 
creativity could be ‘the production of novel and useful ideas in any new domain’, thus being 
an important part of innovation processes (Mathisen et al. 2004). Creativity has as well been 
defined as the “… imaginatively gifted recombination of known elements into something new …” 
(Lapierre & Giroux 2003, p. 11). The concept of imagination can be traced back to Plato’s 
idea about ´phantasia´ (mental images) and his view of  the process of sensory awareness and 
logical thinking to generate new knowledge, where according to Plato, nothing can be known 
if it is not imagined first (Andriopoulos & Gotsi 2005). There have once been counted over 50 
definitions (Taylor 1988) and the list is expanding.  
 
According to Boden creativity is “… a combination of familiar ideas in unfamiliar ways involving 
exploration and sometimes transformation of conceptual spaces in people’s minds …” (Boden 2004, p. 
xi). Here creativity is the ability to come up with new, surprising and valuable ideas and Boden 
makes a distinction between psychological creativity and historical creativity (Boden 2004). 
Psychological creativity involves coming up with new, surprising and valuable ideas that is new 
to the person who creates them, while historical creativity involves coming up with new, 
surprising and valuable ideas that no one else has had before, i.e. historically new ideas (Ibid).  
 
According to Boden (2004, p. 3), creativity can occur in three ways: 
1)  Making unfamiliar combinations of familiar ideas - these new combinations can be generated 

deliberately or more often, unconsciously. This creativity and also appreciating the novel 
combinations require a rich store of knowledge in the person’s mind and many different 
ways of moving around within it. 

2)  An exploring of conceptual space – a conceptual space is a structured style of thoughts and not 
originated by one individual mind. Exploratory creativity can enable someone to see new 
possibilities within this conceptual space, that has not been seen or noticed before. 

3)  Transforming the conceptual space – transforming the space involves pushing the limit of one’s 
mental map and even transforming it through making new thought possible. This 
transformation changes the thinking style thus transgressing previous limitations of the 
mental map. 

 
Thus, according to Boden, higher forms of creativity, no 2 and 3, involves the exploration and 
even the transformation of conceptual spaces in peoples mind. Boden concludes that “The deepest 
cases of creativity involve someone’s thinking something, with respect to the conceptual spaces in their 
minds, they couldn’t have though before. The supposedly impossible idea can come about only if the 
creator changes the pre-existing style in some way. It must be tweaked, or even radically transformed, so 
that thoughts are now possible which previously (within the untransformed space) were literally 
inconceivable.” (Ibid, p. 6). 
 
Cognitive research agree that there is no single process that can be defined as the one 
contributing to creativity, instead research indicate that creative thinking consists of a diverse 
combinations and patterns of cognitive processes (Dacey & Lennon 1998). Individual 
differences in creativity depend often on acquired knowledge and in the way the knowledge is 
used, thus creativity is something that develops over time (Ibid).  
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Based on cognitive research, Dacey and Lennon (1998) have suggested a model of the 
development of creativity that is based on five sources of creative ability, originating from the 
smallest environment, the brain cell, to the largest, the world culture: 
 
1) Biological features – brain development, regulatory genes, microneurons, and hormones. 
2) Personality characteristics – risk taking, tolerance of ambiguity. 
3) Cognitive traits – lateral thinking and remote associations.  
4) Micro societal circumstances – relationship with family and friends. 
5) Macro societal conditions – work, religious, ethnic, economic and political environments. 
 
According to this theory, these five significant sources of creativity, interplay and influence 
each other and to fully understand creativity we need to understand each source in the context 
of the others (Dacey & Lennon 1998).   

4.3.2 Convergent and Divergent Thinking  
 
Two useful aspects of creativity are divergent and convergent thinking, figure 4.13. Creativity 
research done by J.P. Guilford and E. Paul Torrance, during the fifties and the sixties 
(Sternberg 2006, Cropley 2006), found that divergent and convergent thinking are basic factors 
of creativity and since then the concept of divergent thinking, also termed ‘lateral’ thinking 
(De Bono 1985), has become a fundamental theory of creativity theory (Smith 2005). 
Divergent thinking involves “… producing multiple or alternative answers from available information. 
It requires making unexpected combinations, recognizing links among remote associates, transforming 
information into unexpected forms, and the like.“ (Cropley 2006, p. 391). In answering the same 
question, divergent thinking may vary substantially from person to person but be of equal 
value. The answers may never have existed before and are therefore often novel, unusual or 
surprising (Ibid, p. 392). Thus divergent thinking to a great extent overlaps with the definition 
of creativity. But to distinguish creative ideas from pure crazy ones and the field of professional 
creativity from psychopathology, which according to Smith (2005) sometimes can be tricky 
where the “…risk of not being able to distinguish a creative idea from a merely inane one seems 
imminent…” (Smith 2005, p. 294), the creativity activity must generate a valuable, or at least, 
appropriate product, according to Smith. Thus divergent thinking per se seems not to be 
enough to achieve creativity (Smith 2005, Cropley 2006).  
 
 
 
 
 
 
 
 
 
 
 
Figure 4.13 The Creativity model of Divergent and Convergent Thinking (adapted after Cropley 
2006) 
 
For an idea to be deemed creative and not just deviant, it has to relate to reality, at least to 
reality as it will be understood by professionals in the domain at issues in the creative process 
(Smith 2005). It is therefore necessary to distinguish between mere novelty and novelty that 
earns the label “creativity”. The former has been labelled “pseudocreativity” (Cattell & Butcher 
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1968, p. 271), where the novelty derives only from nonconformity and blind rejection of what 
already exists and “quasicreativity” (Copley 1997, p. 89), with high levels of fantasy but only a 
tenuous connection with reality. True creativity thus seems to involve two components: 
generation of novelty (via divergent thinking) and evaluation of the novelty (via convergent 
thinking) (Cropley 2006).  
 
This implies that creativity do not emerge only from divergent thinking, but also requires 
convergent thinking (Cropley 2006). Convergent thinking is “… oriented towards deriving the 
single best (or correct) answer to a clear defined question. It emphasizes speed, accuracy, logic, and the 
like… (Ibid, p. 391). According to Cropley, convergent thinking is most effective in situations 
where a ready-made answer exists and needs simply to be recalled from stored information or 
worked out from what is already known, by applying conventional and logic reach, 
recognition and decision-making strategies. It simply leads to a single best answer and thus 
leaves no room for ambiguity; the answers are either right or wrong. Convergent thinking is 
also closely linked to knowledge, as it involves manipulation of exciting knowledge by 
standard procedures and its main result is production of increased knowledge (Cropley 2006). 
Both convergent and divergent thinking lead to production of ideas, but the qualitative 
differences are that convergent thinking usually generates orthodoxy, whereas divergent 
thinking generates variability (Cropley 2006). In the process of generating novel ideas trough 
divergent thinking, it can easily lead to quasi- or pseudocreativity. This novelty once created 
has to be explored and valuated which is done by the process of divergent thinking. In the 
creative process therefore, both the divergent thinking to generate a diversity of possibilities 
and new ideas and the convergent thinking to find a usable solution by the process of critical 
analysis and evaluation, are essential components (Runco 2003, Cropely 2006), figure 4.13. 
Therefore creativity is not merely an ‘event’ but rather a process. 
 

4.4 The Creative Process 

 
There has been proposed many models of how divergent and convergent thinking interact in 
the creative process (Cropely 2006). The classical phase model first introduced over 80 years ago 
by Wallas (1926), conceptualising the creative process consisting of four phases; preparation, 
incubation, illumination and verification (Table 4.1) (Cropley 2006). In the preparation phase, a 
person comes thoroughly familiar with the context area. Here the importance of knowledge 
for the creative process is stressed “The empirical evidence on creative achievements shows that 
individuals have not been able to make generally recognized creative contributions to a domain unless they 
had mastered the relevant knowledge and skills in the course of a long preparatory period.“ (Ericsson & 
Lehmann 1999, p. 706). According to this, those who have only limited or narrow knowledge, 
would not be able to combine ideas, make unexpected associations between pieces of 
knowledge, or synthesize apparently unrelated facts as they would not possess the ideas, 
knowledge, or facts on which to operate (Cropley 2006). In the next incubation phase, the 
person ‘churns through’ the information obtained in the preparation phase. The illumination 
phase is marked by the emergence of a solution, often described by the metaphor in the form 
of ‘like a bolt from the sky’. Finally in the phase of verification, the person tests the solutions 
appeared in the phases of incubation and illumination.  
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Table 4.1 Creative Processes, Traits, and Motives in the Phases of Production of Novelty 
according to Wallas (1926) in italic and Cropley’s (2006) extension 
 
Phase  Action  Result  Necessary 
      Processes 
 
Information  Perceiving  Initial activity   
  Learning  General knowledge Convergent 
      thinking  
  Remembering  Special knowledge 
 
Preparation  Identifying problem Focused special knowledge Convergent 
      thinking  
  Setting goals  Rich supply of cognitive 
    elements 
 
Incubation  Making associations Combinations of cognitive Divergent 
    elements  thinking  
  Bisociating 
  Building networks   
 
Illumination  Making a promising new Novel configuration Divergent 
  configuration     thinking  
 
Verification  Checking relevance and Appropriate solution Convergent 

effectiveness of the novel      displaying relevance and thinking 
configuration                          effectiveness  plus 

      divergent 
      thinking 
 
Communication Acting on feedback Effective presentation Convergent 

to others thinking plus 
      divergent 
      thinking  
  Achieving closure 
Validation  Judging relevance and Product acclaimed by Convergent 
  effectiveness  relevant judges thinking  
 
 
 
Empirical as well as retrospective studies on how people obtain new ideas, have cast doubts on 
the validity of this four phase model of Wallas (1926), leading Cropley (2006) to suggest 
extensions to the model, by adding additional phases after the verification phase of phases of 
communication and validation and an initial phase of information (Table 4.1). In the information 
phase, the necessary problem awareness and intention develop. According to Cropley (2006), 
the phases of information and preparation are vital to the whole creative process, because without 
the problem awareness, there would be no pressure for divergent thinking. In addition, via 
divergent thinking, the way the problem is defined, the pathways to a solution considered 
appropriate and the solutions regarded as feasible are determined via convergent thinking. The 
phase of communication is needed for communication and feedback of the new ideas, while the 
validation phase achieves a closure of the process by judging the relevance and effectiveness of 
the new ideas. In this extensive model in some phases divergent thinking is needed, in other 
convergent thinking and in yet other both are necessary. Thus, the creative person may 
alternate from one kind of thinking to another, depending on the demands of the phase on the 
creative process. This ability to think in both ways has even been labelled a new term – 
Klugheit (cleverness) by Hassenstein according to Cropley (2006).   
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In the creative model of Wallas and Cropley, the incubation phase is associated with the 
“mysterical” appearance of ideas, the process leading to Archimedes Eureka! of creativity. This 
occurs often in association to the 3B´s the bath, the bed and the bus when “…creative ideas often 
come at a time when the person appears to be thinking about something else or not thinking at all.” 
(Boden 2004, p. 25). This incubation phase indicates that creativity requires an unconscious 
process of mental work in solving problems. Below the level of consciousness, ideas are being 
combined with a freedom denied by the conscious, rational thought thus the incubation phase is 
not merely a refreshing rest from the creative work, but a productive mental work in the 
creative process (Boden 2004). But how this ‘incubatory work’ is done, by some kind of 
‘incubatory thinking’ or other processes, is still unknown (Ibid, p. 261). 

4.4.1 Group vs. Individual Creativity 
 
Creativity can be an important force in organisations and companies that allow them to 
progress in ever-changing marketplace (Lapierre & Giroux 2003), as well as for the individual 
level in terms of job satisfaction, fulfilment, and self – esteem (Kurtzberg 2005). As teamwork 
and group creativity becomes increasingly important in the Creative Industry, it is important 
for managers as well as researchers to better understand the creative processes in groups. As the 
field of creativity research started with extensive measurements of individual creativity, only 
recently it has slowly expanded to include dynamic, interconnected social system such as 
workgroups (Kurtberger & Amabile 2001) and organizations (Woodman et al. 1993). 
Progressing from the individual to the group level “…the problem of defining creativity becomes 
exponentially more complicated as group patterns and interactions change the cognitive and affective states 
and perceptions of the individual team members involved.” (Kurtzberger 2005, p. 52). 
 
Creativity of interacting groups is however gaining increased research attention by studying 
group characteristics (size, diversity, cohesiveness, potency, autonomy, cooperation, type of 
leader support, degree of structure etc.) and  task characteristics (time pressure, group support 
systems) and influence on motivation (for references, see Cooper & Jayatilaka 2006). 
Organisational creativity can be defined as “… results from individuals working together in a task in 
a complex social system and taking a more heuristic than algorithmic approach with an outcome consisting 
of a useful and novel product, service, procedure or process.” (Ibid, p. 154). Organizational creativity is 
present in every stage of business development and innovation (Laperre & Giroux 2003), 
therefore fostering creativity is a critical aspect of effective management. Research on 
organizational creativity, has therefore focused on where and how creativity occurs in 
organizations (Driver 2001). 
 
In his review of research on group creativity, Kurtzberger (2005) concludes that there has been 
limited scientific attempt to understand group creativity and we still lack the basic 
understanding of how interactions between individuals in a group actually affect the creative 
process. He concludes that research has shown that the group potential is dependent on the 
individual skills and that the group’s creative potential is defined by the configuration of skills, 
or more precisely the heterogeneity of skills, within the group. A complex task requires a 
variety of skills and therefore a group being diverse in education, knowledge and background 
have a positive affect on decisions making compared to a homogenous group (Kurtzberg 
2005).  Thus he postulates the hypothesis that “….the heterogeneous problem-solving approach will 
collectively generate more ideas then will their homogenous counterparts.” (Ibid, p. 54). The optimal 
group heterogeneity is still not studied, but different personal approaches to solve problems 
could be one factor. However, Kurtzberg stresses that we only perceive creative groups to be 
more effective and produce higher quality ideas than individuals working alone, despite 
experimental evidence to the contrary. This perception according to Kurtzberg lies in the 
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common impression that there is something beneficial about the group interaction process that 
cannot be captured in experimental studies. This surprising result is supported by studies of 
“brainstorming”, have found that individuals gave more ideas per person and both idea quantity 
and quality fell as group size rose (for review se Mullen et al. 1991). But the picture is 
complicated as Brophy (2006) points out, where research shows that groups did better in 
certain respects and individuals better in others. For example, groups doing convergent 
thinking kept fewer good ideas, but found more errors than individuals. In problem solving 
with a single best answer, groups did as well as the best members working alone, while groups 
did better than the best members if their tasks could be subdivided and so on.  
 
Kurtzberg (2005) points out some drawbacks of heterogeneity in terms of cost on team, 
cohesiveness and affect, increase in emotional conflict and increased likelihood of team 
member turnover. Thus, there is an obvious psychological discomfort in heterogeneous 
groups.  This has bearings on the group perception of the creative work. Kurtzberg also points 
out research that demonstrates that positive emotions can lead to assumptions of positive 
outcomes, weather or not these outcomes are objectively verified. He therefore puts forward 
the hypothesis that “Positive affect will lead group members to perceive higher level of creativity” (Ibid, 
p. 55), which implies that people may not have accurate perceptions of their own 
performance.  Finally such perception of creativity and positive affect are critical organisational 
outcomes of team work, as the internal feelings of creativity can drive extraordinary 
behaviours. Presented evidence by Kurtzberg indicates that when one is instructed to ‘be 
creative’, objectively measured creativity rises accordingly. Thus when maintaining a self-
image of creativity, this can translate into higher levels of realized creative performance, as 
individuals ‘instruct’  themselves to be creative to live up to this image. This research on self-
image on (group) creativity, has implications on this study of creative meeting rooms, as we 
shall see where creating “creative rooms” increase the feeling of being creative thus, increasing 
performance. Although this thesis is not aiming at investigating group creativity it has 
implications on the Meeting Context.  

4.4.2 Creativity Supporting Environments  
 
A final component of the concept of creativity according to Rhodes (1961), is the 
environment. To be creative one needs an environment that is supportive and rewarding of 
creative ideas. One can have all the internal resources needed to be creative, but without 
environmental support and cultivation, the creativity a person has within him or her might 
never be revealed (Florida 2002, Sternberg 2006). Such an environment for the creative 
process is composed of both the socio-cultural environment (Csikszentmihalyi 1996), as well as 
the physical environment. Even if the former may be of greater importance in supporting the 
creative process (Driver 2001, Sternberg 2006), it is not in the scope of this thesis to touch on 
the socio-cultural dimension of the Creative Process. I will instead look more on the physical 
supportive environment.    
 
The research area of work environment and its impact on work performance, creativity and 
innovations, originating in 1930, now includes academic fields such as ergonomic, 
environmental psychology, sociology, architecture, general management and management of 
human resources, creativity and innovations (Haner 2005). Organizational work environments 
are increasingly strategically designed to support creativity and innovation processes. Despite all 
research in this field, we still lack a consistent theoretical framework for directly linking the 
design of the physical space with the management of creativity (Haner 2005). Most of this 
research is still focused on the management practice in the form of knowledge and creativity 
management, climate, strategic communication and individuals of the workplace (Lapierre & 
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Giroux 2003), i.e. the “soft dimension” of the work environment. Less research has been on 
the physical “hard dimensions” work environment (Haner 2005). Creativity oriented design of 
work environment, requires an understanding of the principles of the underlying creative 
processes and their spatial implications (Haner 2005). Both creativity and innovation processes 
are complex and can be understood in terms of different phases by convergent and divergent 
characteristics (Haner 2005). In his review of creativity research Haner concludes that “… 
supporting creativity and innovation processes means (simultaneously) providing support for individuals 
and teams, as well as for convergence and divergence.” (Ibid, p. 290) by “…facilitating activities carried 
out during those processes, which might be convergent or divergent in nature and individual or team 
efforts.” (Ibid, p. 291). Examples of such activities that support the creative and innovative 
process among teams and individuals are presented in figure 4.14. Here brainstorming and 
browsing are considered by Haner to require divergent thinking requiring an open mind, 
while deciding and analysing are single-focused activities requiring convergent thinking (Haner 
2005). Both browsing and analyzing are considered being individual activities, while 
brainstorming and deciding are more of team activities. Divergent activities are characterized 
by consensus on approach, which are open for new solutions and convergent activities are 
characterized by consensus on content, which are focusing on the approach (Figure 4.14) (Haner 
2005).   
 
 
 
 
 
 
 
 
Figure 4.14 Activity Matrix to be Supported in Creativity Processes (after Haner 2005, p. 291) 
 
This support for creativity and innovation is argued by Haner (2005) to have an important 
spatial dimension. He concludes that “Spatial arrangements in work environments – together with 
appropriate information and communication technologies (ICT) – can support these and other activities 
trough an appropriate design of the socio-spatio-technical ensembles of work spaces…” (Ibid, p. 291). 
 
Spatial environments being designed for creativity tasks, thus need to support interactions as 
well as formal and informal communications and as well supporting privacy (Haner 2005). 
Spontaneous face-to-face communications is important to support creativity, which can be 
helped by spatial design and built into meeting environments (Ibid). For example, based on 
research in a Canadian hospital, Malnar & Vodvarka (2004) found that furnishing has effects on 
whether humans experience spaces as tending to keep people apart or bring them together, 
thus being supportive for communication. 

4.4.3 The Interactive Creativity Landscape, ICL 
 
As there is almost no empirical research on the effects of work environments on creativity 
(Amabile 1996, p. 210) and limited knowledge on how the physical space enhances the 
creativity process (Kristensen 2004), some sporadic research has been done on different levels 
such as location, style (of work environment), building and layout etc. (reviewed by Haner 
2005). These indicate the importance of the interactions according to the ‘interactionist model’ 
of Woodman and Schoenfeldt (1990), which calls for the ‘organism-in-its-environment’ 
perspective and thus including the physical environment as a contextual factor for the Creative 
Process.  
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Based on available empirical and theoretical knowledge, Haner (2005) constructed a 
conceptual model for the work environment supporting creativity and innovation processes, 
the Interactive Creativity Landscape, ICL, aiming to support the processes directly or indirectly, 
figure 4.15. Is was constructed as an office setting prototype as a part of the Fraunhofer Pffice 
Innovation Center in Stuttgart, Germany, where it was implemented and tested. The ICL 
model was based on the Wallas phases of the creativity processes, where spatial interpretations 
for each of the phases were developed based on their requirements. 
 
Creative Phases 
 
 
 

 
 
 
 
 
 
 
 
 
  
 
 
 
 
 
 
Figure 4.15 The Concept of the Interactive Creativity Landscape, ICL (after Haner 2005, p. 7) 
 
The preparation phase should support information access and communication, using a wide range of 
channels while the incubation and insight phases should support diversion, playfulness and border 
crossing. The phase of elaboration and evaluation should support documentation, visualization, 
discussion and collaborative work. In this model, the phase of preparation, elaboration and 
evaluation phases are dominated by convergent activities, while the incubation and 
insight/illumination phases are dominated by divergent activities (Figure 4.16) (Haner 2005).  
 
Based on the specific requirements of the creativity processes, three different zones have been 
implemented within the ICL, these are an action zone, interaction zone and a retreat zone (Figure 
4.15). The action zone is aimed to support divergent thinking and is a very open zone with 
spaces for diverse activities and a wide variety of communication and information channels are 
available, supporting information retrieval and knowledge sharing (Haner 2005). It was 
designed as the main gathering point, where informal face-to-face communication can prevail. 
The interaction zone, on the other hand, is aimed to support more planed and co-ordinated 
interactions between people, particularly facilitating team efforts. Here the infrastructure 
consists of smart furniture, visualisations and interaction (ICT) devices. The retreat zone is 
conceptualised as a more individual and separated space supporting privacy (Haner 2005). 
Throughout the ICL emphasis was put on soft factors such as materials, colours, light and 
furnishing to enhance well-being.  
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Figure 4.16 The four Creativity Phases extracted from the model of Cropley (2006) to compose 
Phases in the Interactive Creativity Landscape and the Activities that support each Creativity 
Phase (modified Haner 2005, p. 38)  
 
The ICL-model supports the linearity and strict sequential characteristics of the Wallas (1926) 
phase model of creativity, although Haner (2005) recognises that both the creativity and 
innovation processes more need to be seen as complex, partly iterative and partly simultaneous 
efforts (Amabile 1996). Despite this limitation of the ICL-model, it was a first attempt to 
construct a conceptualization to support primarily creativity, but also innovation and learning, 
where spatial environments allow activities requiring convergent and divergent activities. The 
former in the interaction zone and the later in the action and retreat zone of the ICL. The ICL 
thus fullfill all four activities in the activity matrix in figure 4.14, by providing activity 
opportunities without dictating procedural issues, thus open up for self-organisation of the 
process by the users. This approach of environmental support to the creative process, by 
offering three specially designed rooms, is new compared to the traditional work environment 
having typically one favoured particular setting. Thus by default such traditional work 
environments cannot provide sufficient support for all phases of the creative process, as they 
provide only support for group or individual work, not both as in the activity matrix of Haner 
(Figure 4.14). Haner (2005) concludes that “creativity environments” such as ICL, can be 
expected to differ in appearance based where they will be implemented, they will however, 
follow certain principles, based on the principles of the creativity process. The RoI of the ICL 
model has not been analysed and further research in the area is necessary, to better understand 
the principles to which organisational creative environment can be conceptualised and 
designed and how well such facilities can be adopted by users, what kind of interaction will 
occur and what the outcome will be of such environments. One interesting area to explore is 
the meeting room of the Meeting Industry, as it is supposed to be a working environment for 
Creative Meetings.   

4.5 Meeting Room and Meeting Industry offering 
 
Research that explicit addresses the meeting room as an environment for creative processes has 
so far in my knowledge not been published. This may be a fact of the Meeting Industry to 
large extent is an unresearched area as stated earlier in the Introduction. 
   
However, one attempt to look at the meeting environment was presented by Bubalo and 
Nilsson (2004), who by adapting the FAMM model and the model of the “Experience Room” 
by Mossberg presented earlier, presented a model for a conference product (Figure 4.17). In 
this model the building blocks of the conference product consists the room, the meeting, 
provided gastronomical experiences and social activities in association to the conference, together 
with the image of the perceived conference offering, building the atmosphere of the conference 
product. (Bubalo and Nilsson 2004). The atmosphere is created by the interaction by the room 
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and its physical attributes and the social interactions. In their report, Bubalo and Nilsson (2004) 
found that the 13 respondents from the Meeting Industry pointed out the room as the most 
essential element of the Conference Product and that the main concern for the conference 
buyers was elements of the room design, such as spacious meeting rooms, good air-
conditioning, appropriate lighting, technical support, security and the general room condition. 
In addition, the logistics of conference participants flow between different areas should be 
smooth. Besides these functionality aspects of the room, some aesthetic concerns about design 
were expressed. The authors concluded that “… meeting rooms are still seen as just conference 
premises and for many conference suppliers the thinking goes no further than to make them neat and tidy 
and to provide few technical functions.” (Ibid, p. 64).   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.17 Research Model for a Conference Product (after Bubalo & Nilsson 2004, p. 35) 
 
When asking the respondents about the future of meeting rooms’, respondents wanted to see 
an increased effort to enable interactions between participants, to move from a one-way-
communication supporting environment to an interaction and dialogue supporting 
environment, aiming to simplify and support dialogue as part of organisations ‘communication 
mix’. Another respondent wanted to increase furniture flexibility to support different kind of 
informal meeting environments and to eliminate the traditional often hierarchical interactions 
in the meeting room. An additional which was to design rooms to support and enhance the 
learning process by informal interactions, based on flexibility and functionality of the room. 
One respondent expressed the need of design as a mean to create a creative environment and 
another predicted that in the future meetings will be held in physical settings that will inspire 
creativity and energy. Finally they concluded that the meeting room of the future should also 
offer an “…experience, something out of the ordinary.” (Ibid, p. 66). One respondent predicted 
increased use of technology in the form of “edutainment, the blending of education and 
entertainment”. The technology should therefore, not as today in most cases, be an obstacle but 
a supportive in the environment integrated device for the meeting process.  
 
In the “traditional meeting room” there are several ways of arranging a conference room, 
regarding how to sit to enhance communication, atmosphere or to have as many participants as 
possible in the room (Konferenshandboken 2004). The traditional class room thinking appear 
still to be affecting the meeting design and therefore the meeting process, as the leading 
organisation Swedish Meeting describes, the business standard of conference rooms according 
to figure 4.18 (Svenska Möten 2004): 
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Figure 4.18 Different Standard Arrangements of Meeting Rooms (after Svenska Möten 2004) 
 
As mentioned earlier, the conference buyers purpose when choosing conference facilities, are 
either a process-oriented or an experience-oriented purpose of the experience (Reality Check 2004).  
Bubalo and Nilsson (2004), on their study of development of conference products, identified 
five different purposes to buy a conference meeting; kick-offs, mergers, board meetings, product 
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launches and informative/educational purposes, which they placed on a continuum dimension 
with the process-oriented and the experience oriented as the two extremes (Figure 4.19). 
 
Kick-offs are incentive events with the purpose of rewarding employees and are usually given at 
the beginning of a new business season, to give the staff a good start. Here, rewarding activities 
and experiences are important to inspire and strengthen group spirit. Mergers are meetings to 
merge new groups, where participants have no previous knowledge of each other but are 
supposed to work efficiently together. These meetings require the participants to socialize and 
interact in order to get to learn each other. Again interactive activities are important to 
facilitate the participants to introduce them to each other. Here some kinds of teambuilding 
activities are popular. Board meetings usually involve a small number of people and require 
smaller meeting rooms with the focus on effectiveness and functionality. A Product launch 
usually involves a spectacular event with the aim to impress the participants. The focus is on 
the product to be launched and great attention is invested in the room in terms of design, 
lightning, technical support etc. to enhance the product experience. Finally 
Informative/Educational meetings are of often of the “traditional” nature, where a lecture seating 
style is preferred. Here efficiency and functionality is in focus to support the information flow, 
the main goal being to communicate information in a one-way direction. Surprisingly this 
study did not identify the creative meeting with the purpose of finding ideas, solutions, 
answers, goals, visions, processes, methods, products, procedures etc., which constitute an 
important part of the meetings within the Creative Industry. The results of Bubalo and Nilsson 
more reflects traditional meeting needs in a hierarchical organised provider, focused on 
traditional manufacture and service industry.   
 
 
 
 
 
 
 
 
 
Figure 4.19 The Conference Purpose Continuum (modified after Bubalo and Nilsson 2004, p. 
96) 
 
Bubalo and Nilsson (2004) conclude that if a meeting is on the process oriented part of the 
continuum, the social part are of minor importance and the room and the atmosphere has to 
communicate functionality, effectiveness and comfort. And if a meeting has the experience 
oriented purpose, the room’s design and social activities are in focus and should support 
participant’s interaction and inspiring and impressing design and atmosphere becomes 
important.  
 
Results from the Swedish Meetings competition “Meeting Rooms of the Future” in 2003, 
indicated some interesting developing paths of the meeting room. The winning concept 
consisted of a mix of informal and formal spaces as in the ICL-model, which could easily be 
modified and adapted for different environments and customer requirements. As in the ICL 
model, the room was fully equipped with ICT visualisations and interaction devices but 
integrated in the meeting room in a subtle way, not to take any attention away from the 
meeting process. All five contributions to the competition divided the meeting room into 
different sections, leaving the traditional school seating style. One contributor, Gällöfsa 
Läroriket in Kungsängen, have developed their business offering as conference supplier, to not 
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only offer space for meetings, but to also offer support that facilitate people to meet and they 
see the future meeting room as an experience forum and have therefore focused on design and 
how it affects peoples thoughts and emotions. Another conference supplier, Scandic, has 
developed a new meeting concept for inspirational meetings called “The Think Tank”. It is 
basically a more relaxed and efficient working environment to support ideas and discussions. 
They base their concept on the ‘theory’ that the best ideas are brought up in harmonious 
environments, where you have a feeling of well-being and relaxation (Bubalo and Nilsson 
2004). The room concept follows the Chinese tradition of Feng Shui to placement and design, 
that guides humans to live in harmony with the environment. Scandic therefore work with 
flexible furniture style and placements, colours and materials for balanced atmosphere, 
lightning and sounds for a relaxing effects on the participants of the meeting. 
 
Another concept of Meeting Room of the Future was developed by Nordic Blue Hotel, who 
wanted to leave the traditional restricted meeting concept, where the participants only sit and 
listen and revolutionize such traditional concepts about meetings by designing a meeting room, 
where the participants can walk around or sit down when communicating. They believe that 
such a room will increase engagements among the meeting participants when in dialogue, 
standing or sitting, walking or eating (Emdén 2004). 
 
As indicated by these examples of innovative development of meeting rooms for the future, 
none of the leading cases seem to be based on a theoretical foundation such as the Experiential 
Learning theory or Creativity theory. They seem rather to be based on a general feeling of a 
renewal of the meeting concept, using doxa and non-scientific methods such as Feng Shui. The 
Meeting Industry therefore seems to need theoretical development to conceptualise effective 
meeting rooms.   
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5. ANALYSIS AND RESULTS 
___________________________________________________________________________ 

This chapter contains the result of my Master’s Thesis where I integrate the theories of Experience 
Production, Experiential Learning and Creativity theory to create a conceptualised model for an 
Experiential Creative Meeting Environment, ECME.    
___________________________________________________________________________ 

To answer the first research question of this thesis – in what ways theoretical frameworks from 
the Meeting Industry, Experience Production, Creativity theory and Experiential Learning 
theory, can be integrated into a concept for meeting room design - I will start with integrating 
the meeting room offer with the Experience Economy and Creative Industry. 

5.1 The Meeting Room in the Creative Industry 

  
To develop a meeting room concept for the Creative Industry, we need first to analyse some 
implications of the Experience Economy and Experience Production for the Meeting Room 
Concept. We will then look at implications from Experiential Learning theory and Creativity 
theory, to integrate these theories into a “Meeting Room of the Future” that can be developed on 
a theoretical foundation. 
 
Conceptualising the meeting room offering in the economical progression model of Pine and 
Gilmore (1999) (Figure 1.2), the “Meeting Room of the Future”, should incorporate an 
experiential dimension as well as a transformational dimension, according to figure 5.1. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.1 Progression of Meeting Value (adapted after Pine & Gilmore 1999, p. 22 and 166) 
 
Here the traditional meeting offering of today, consisting of a standardised service offering of a 
traditional meeting room setting, has to develop into the domain of an experiential offering, 
where the meeting context is staged according to the staged experience concept of Pine and 
Gilmore. In the transformational meeting context, also the learning dimension has to be staged 
and designed to achieve desired transformational effects of the group within the RoI. A 
transformational meeting therefore can be conceptualised as change in the group and its dynamic, 
based on individual transformations, such as the goal within kick-off and merger meetings. 
Experiential meetings thus are thematic staged and designed meeting offerings, where the theme 
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of the experience could be creative solutions to problems, designing new product or service 
ideas, teambuilding, or any other thematic aim of a meeting.  
 
As indicated by this model, the meeting offering has to increase in its competitive 
differentiation and thus also price from the standard setting, within meeting services, to a 
customer adapted context with an increased RoI for the meeting buyer. This is supported by 
the demands by the “Meeting Room of the Future” concept, to increase the value of the meeting 
offering by customerising and specialising the offering to the specific customer needs.    
 
IMPLICATION 1: Integrating the Meeting Industry offering of meeting rooms into the Experience 
Economy, implicates new Meeting Room offerings in the form of “Experiential Meetings” and 
“Transformational Meetings”. 
 
To analyse this progression of the meeting offering, we have to define the meeting room 
dimensions involved in this new context as suggested in figure 5.2. Here the obvious 
stakeholders, in the Meeting Room Context, are the meeting room provider such as PCO´s, 
DMC´s, convention centres, hotel and conference facilities etc and the meeting buyer in the 
form of an organisation, company or interest group. Two other central stakeholders are the 
meeting leader or process leader, if needed for the meeting goal, and the meeting participants or 
work group. As a meeting always has a goal, such as kick-offs, merger meeting of a new group, 
board meeting, product launch, informational meeting, educational meeting and 
creative/innovation production meeting, the meeting goal is central to the Meeting Room 
Context. In these meetings, two main experiences are the overall meeting experience, in the form 
of being both personal and organisational rewarding, boring, exciting, inspirering, stressing etc. 
and the learning experience, in the form of new insights, new knowledge, new values or other 
personal or organisational transformations. In this context, the meeting also consists of two 
processes, the overall meeting process with its logistics, time table, social interactions, goal 
execution (such as GOPP - Goal-Oriented-Project Planning) and the specific creative process, to 
produce new solutions, ideas, answers to problems, etc.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.2 Suggested model of the Meeting Room Context within an Experiential Meeting 
offering 
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Thus, in this model, the organisation, meeting and creative processes, goals and needs of the 
meeting buyer and the provided resources and knowledge of the meeting provider, are the 
input parameters of the meeting process and the meeting experience, learning experiences and 
meeting result in the form of new strategies, goals, visions, products, ideas, methods, 
procedures, project plans etc. are the meeting outcomes. This suggested model also integrates 
the usually polarised process-oriented or the experience-oriented meeting purposes (Figure 4.19) in 
the traditional Meeting Industry, into a new higher form of both process and experiential 
orientated meeting context. 
 
IMPLICATION 2: Process-oriented and experience-oriented goals can be integrated into the 
Experiential Meeting Room offer, by clarify stakeholder, processes, goals and expected outputs of the 
meeting process. 
 
To stage such a theoretical experiential meeting conceptualisation, we can use the theatrical 
staging metaphor of Pine and Gilmore as illustrated in figure 5.3 and 5.4. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.3 Adapting the Performance model of Pine & Gilmore for the Meeting Room Context 
  
Figure 5.3 adapts the performance model of Pine and Gilmore, according to the analogies of 
theatre-workplace-meeting context: 
 
Theatre Stage = Workplace = Creative Meeting Room 
  Ensemble = Organization = Buying Company 
   Characterizations = Representation = Creative Process 
    Roles = Responsibilities = Competences 
     Casts = People = Meeting Group 
 
Drama = Strategy = Meeting Methodology 
  Script = Processes = Creative Process 
   Theatre = Work = Meeting 
    Performance = Offering = Creativity output 
     Audience = Customers = Meeting Group 
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This staging of the meeting offering can also borrow the model of the four theatrics settings of 
Street, Platform, Improve and Matching Theatre, where the Platform Theatre, with its rigid 
performance and script, could be an analogy to the traditional meeting room offering, with its 
fairly statically meeting process and design (Figure 5.4). The developed new meeting concepts 
within the Meeting Industry, as illustrated with the competition of the “Meeting Room of the 
Future” as new meeting forms, are under development, with dynamic meeting processes in 
traditional static designed meeting rooms, by flexible furniture and with the help of new 
visualisation and interaction technology, or applying traditional standardised (static) meeting 
forms, in dynamic designed meeting rooms, such as the Nordic Blue Hotel as described earlier. 
In this conceptualisation, the ICL-model of the creative meeting environment, with both 
dynamic creative processes and dynamic design, adjustable to the meeting goal and customer, 
needs. 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.4 Adapting the four Forms of Pine & Gilmore’s Theatrical Setting for Experience 
Production (Figure 1.4) to the Context of the Meeting Room Development 
 
We can from this model, of conceptualising the meeting offering in the Experience Economy 
context, predict an increase in dynamics of the meeting environment, both in process and 
physical design. In the model of the Experience Production Progress, developed by Boswijk et 
al. (2007), we can plot this progression in their model according to figure 5.5. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.5 Incorporating the Meeting Room Context into the model of Progression of the  
Experience Production (modified after Boswijk et al. 2007, p. 10) 

“Meeting room 
of future” 1 

ICL meeting 
environment 

Traditional 
meeting room 

“Meeting room 
of future” 2 

Design 

Process 

Dynamic 

Static 

Static Dynamic 

100% 

   0% 

100%0% 
Staging of meeting experience by individual 

Staging  

 Co-creation

Self-direction 

Degree of direction 

First generation 

Second generation 

Third generation 

Traditional meeting 
rooms 

Meeting rooms of the 
Future

ICL 

Staging of meeting 
experience by 

supplier 



J. Lindström, Meeting room design based on Experience Production and the Creative Process 
A conceptual development of meeting rooms for the meeting industry 

 60 

Here, we can interfere that traditional meeting room offerings are mainly staged by the 
supplier, while newer forms of meeting offerings are more of co-production between supplier 
– buyer and performer (i.e. meeting leader and participants). We can also predict, from the 
model of Boswijk et al., that in the future, the meeting environment will be even more self-
directed by the participating individuals, thus needing more flexible design, equipment and 
peripherals. The provider will in the future only provide a flexible meeting scene, that can 
easily be adjusted by the momentary needs at hand in the meeting and the creative process.   
 
IMPLICATION 3: Using the theatrical staging metaphor of Experience Production, we can develop 
new Meeting Room offerings for the Meeting Industry, based on increasing the dynamics of the meeting 
processes and/or the dynamics of the meeting room design, by increasing the co-creation of the meeting 
experience between the meeting stakeholders.    
 
From this theoretical exercise, incorporating the Meeting Room Context in the Experience 
Economy, we can see the need to also incorporate the theories of Experience Production, to 
produce Meeting offerings for the Experiential and Creative Industry. We can therefore again 
use an analogy, this time the comparison between Experience Production and Education 
presented by Gelter (2006, 2008) and extended in figure 5.6. 

 
 

 
 

 
 

 
 

 
 
 
 
 
 
 
Figure 5.6 Comparison between Experience Production, Creative Meetings and Education 
 
From this comparison (Figure 5.6), we can compare the Meeting provider with the Experience 
Producer or the Teacher as being in control and providing the resources of the offering. The 
Creative Meeting Process can be compared, in a similar way, to the Experience Production 
process or Pedagogic Method process, resulting in a Meeting Offering equivalent to a Experience 
Product or Educational lesson. The efforts of these three meeting concepts results in the 
Meeting Experience, equivalent to the guest and student experiences. This meeting experience 
constitute the erlebnis component of the total experience, resulting in a transformation of the 
pre-experience erfahrung 1.0 to the post-experience erfahrung 2.0, in the same way as a student 
enters the classroom with a pre-learning experience (erfahrung 1.0), which through the 
Pedagogic Process and Learning Experience (erlebnis), is transformed to new knowledge and 
experiences (erfahrung 2.0). 
 
IMPLICATION 4: Staging Meeting Experiences involves clarifying the meeting learning goals and the 
pre-, during- and post-experience processes.      
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In contrast to Snel (2005), who sees erlebnis and erfahrung as two different independent ways of 
experiencing (se figure 4.8), or Boswijk et al. (2007) who see erlebnis as the first stage preceding 
erfahrung in creating meaning and meaningful experiences (see figure 4.10), I regard erlebnis and  
erfahrung as iterative and interactive processes (Figure 5.7). They are completely interdependent 
as every experience (erlebnis) is entered with a previous Life-World experience (erfahrung 1.0), 
resulting in some new way of relating to the world resulting in an extended life-experience 
(erfahrung 2.0). In this way we cannot gain life-experiences without some kind of erlebnis – may 
it be an event in the real world or some internal immaterial experience trough out thought, 
dreams or emotions. In this conceptualisation, an erlebnis always, but to a varying degree, 
contribute to our erfahrung and Life-World. Thus, contrary to the model of Boswijk et al. 
(2007), where meaning is created as an outcome of the chain perception-erlebnis-erfahrung, in 
my presented model, meaning is an outcome of the interaction between erfahrung and erlebnis, 
driving the Transformational Learning of the Experience. In this process, reflection is central, 
according to the Experiential Learning Model (see figure 4.12). 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.7 A Conceptualisation of erfahrung and erlebnis as an Continuous Iterative and 
Interactive Process searching for Meaning 
 
This model can be integrated with the Experiential Learning Model of Kolb (1984) as 
illustrated in figure 5.8: 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.8 Integrating the Conceptualisation of erfahrung and erlebnis with the Experiential 
Learning Model of Kolb 
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From the Experiential Learning Model of Kolb, we learn that the concrete experiences of 
erlebnis have to be processed trough a reflective process, to be incorporated in knowledge bases 
of the erfahrung and to be useful in new concrete experiences. We thus must use experiences, 
from earlier experiences, to find meaning in new experiences. We must however also 
remember that this model of Experiential Learning, focuses on the conscious communicative 
learning process, that can be conceptualised in theories and communicated in words. There is 
also an implicit in this model, a parallel process of unconscious learning, that cannot be 
communicated, often labelled as ‘silent knowledge’ that is not cognitively reflected on. This 
knowledge of ‘the hand’ or ‘the body’ is in the same way accumulated trough interactions with 
the world during erlebnis and integrated unconsciously in the silent erfahrung. Such unconscious 
learning aspects of the Experience Process, may be as important as the conscious aspects of the 
experience in the outcome and value of the offered experience. This might imply that features 
and stimuli of the meeting room, that we will not be conscious aware of such as sound, smells, 
lightning etc., can effect the perception of the Meeting Experience.     
 
IMPLICATION 5:  Incorporating the theory of Experiential Learning into the theory of the Meeting 
Environment, implies there need to be time and space for reflections on the meeting experiences, to allow 
the experiences to transform into meaning and convergent knowledge. 
 
This Experiential Learning model can also be integrated to the Pine and Gilmore 4E model of 
Experiential Realms, if that concept is regarded to be experiential dimensions of the erlebnis.  
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The integrative model, suggested in figure 5.9, may introduce a time dimension into the 4E 
model of Pine and Gilmore, where each moment the erlebnis is located within one of the four 
Experience Realms, engaging the guest to a specific degree along the horizontal dimension and 
connecting the guest to the experience to a certain degree of absorption or immersion. This 
time dimension, of the 4E model, introduces the possibility of a theatrical dramaturgy of the 
experience as suggested by Gelter (2006), where Experience Producer can adjust the guest 
experience from one “section” to another “section” of the experience, in regard to 
participation and connection to the environment, according to figure 5.10. Thus each erlebnis 
phase of the total experience can, in this model, be detailed scripted as to these four 
Experiential Realms. In the same way can the learning experience, from each erlebnis section, 
be defined and scripted for the continuous process of transforming the erfahrung to new levels 
along the chain of erlebnises. Figure 5.10 illustrates how such an experience dramaturgy could 
be constricted, forming a sequence of six erlebnis components that could be designed according 
to the example of; Exotism-Entertainment-Edutation-Exotism-Entertainment-Estethics 
engagement (E4-E1-E2-E4-E1-E3), of the guest engagement in the Experience Process. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                         
Figure 5.10 Extension of the figure 5.9 Temporal Integration into the 4E model of Pine & 
Gilmore, creating a staged Experience Dramaturgy 
 
IMPLICATION 6:  Each section (erlebnis) of the Experience Process, in an Experiential Meeting, can 
be scripted with an Experiential Dramaturgy to support the meeting goals and the Creative Processes. 
 
This temporal conceptualisation of the Experiences Process and Experiential Learning Process, 
needs now to be integrated with the spatial models of the experience rooms, to provide an 
experiential working environment for the meeting room. 
 
So far, to sum up, we now according to the Creative Meeting Model in figure 5.6, have a Meeting 
Provider who creates a Creative Meeting Process designed by models of Experience Production, to 
form the Experience Process as described in figure 5.10 and the Creative Process of Wallas and 
Cropley, presented earlier. This result in a Meeting Offering (Experience Product) consisting of a 
Meeting Experience Outcome, involving a transformational Learning Process by the erlebnis-erfahrung 
interaction outlined above. To get a better picture and description of the Meeting Offering, we 
need to construct a theoretical model of the Creative Meeting Environment, consisting of a 
spatial-interactive model of the meeting environment.  
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5.2 The Experiential Meeting Room  
 
We can apply the concept of Experiencescape, including the Sevunction and Servicescape concepts, 
to the Experiential Meeting Room concept to obtain a spatial-interactive model (Figure 5.11). 
Here I have incorporated the Meeting Context components in figure 5.2, into the Servuntion 
and Meeting Room Model of Mossberg (2003). Instead of guests, we use meeting participants and 
instead of personnel, we have the meeting leader. Instead of a product, we have the meeting 
process and instead of a souvenir, we have the experiential meeting outcome, constitution of the 
meeting experience of the individual and the group/organisation, the learning experience of the 
group/organisation and the creative outcome of the meeting goals. The Experience Room of 
Mossberg, constitutes here of the Experiential Meeting Room with its components of physical 
design, ICT aid and furnishing. In extension of the Interactive Meeting Room of Mossberg, I 
have here also included the meeting goal, the creative process and the generic meeting process as 
important interaction factors of the Experiential Meeting Room. These visual tangible and 
intangible components of the Frontstage, together with the for the participants invisible 
components of the Backstage, composed of  the Meeting Buyer, the Meeting Producer, Meeting 
Logistics and Organisation as well as Business Systems and Organisation, constitute the 
Experiencescape of the Experiential Meeting Room (EMR). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.11 The Meeting Context Components Incorporated with the Servuntion System and 
Interactive Experience Room Model of Mossberg constituting the Experiencescape of the 
Meeting Environment and its Outcome 
 
We thus now have a temporal as well as spatial model for the Experiential Creative Meeting 
Room, based on theory from Experience Production and Experiential Learning. We have 
however so far not included Creativity Theory in these models, which will be the last 
extension of the model.  
 
IMPLICATION 7:  By incorporating the Experiencescape concept with the Meeting Room Context, 
we can construct a theoretical framework for the Experiential Meeting Room. 
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5.3 The Creative Meeting Room as an Experiential Creative Meeting Environment 
 
We need now to add the final component of the Creativity theory into our EMR-concept, to 
construct a theoretical framework of the Experimental Creative Meeting Environment (ECME). 
 
Among the wide diversity of theories about Creativity, I will use the, by Cropley (2006) 
adapted, “Classical Phase Model” of Wallas (1926) and its integration into a working 
environment by Haner (2005), as the concept of Interactive Creativity Landscape, ICL (Figure 
4.15). The ICL-model of working environment uses, as we have seen, the creative phases of 
preparation, incubation, insight/illumination and elaboration/evaluation, where each creativity phase 
is supported by different activities, located spatially in three creativity zones of interaction, action 
and retreat. These three creative zones constitute the concept of Interactive Creativity Landscape, 
applied to work environments.  
 
This theoretical conceptualisation of the ICL working environment can be transformed into 
the Meeting Room Context, creating the Creative Meeting Environment, figure 5.12. 
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Figure 5.12 The Concept of the Interactive Creativity Landscape, ICL transformed to the 
Creative Meeting Environment 
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can be done either by having a dynamic room design as the “Meeting Room of the Future 1” 
concept in figure 5.4, that are changed according to the phases of the creative process, or 
alternatively having separate rooms for the different zones of the Creative Meeting Environment as 
suggested in figure 5.13.  
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Figure 5.13 Three suggested Rooms for the three Zones of the Creative Meeting Environment  
 
IMPLICATION 8: By incorporating the Interactive Creativity Landscape into the Meeting 
Environment concept, we can design a meeting room offering that support the phases of the Creative 
Process, either by introducing a dynamic room, that can transform according to the creative phases, or 
alternatively offering three separate rooms for each CME zone. 
 
Incorporating this CME concept with the Experience Process, as described earlier, we obtain a 
separate erlebnis in each CME zone and where we, through the Creative Process, are moving 
between these zones accumulate erfahrung within the Learning Process. Staging each zone’s 
erlebnis, with a specific dramaturgy based on goals in the Creative Phases and the average goals 
of the creative meeting, we obtain an environment of Creative Experiential Learning (Figure 
5.14). 
 

 

 

 

 
 
 
 

 

 

 
 
Figure 5.14 The Concept of the Creative Meeting Environment incorporated within the 
Experience Process of erlebnis and erfahrung creating a Process of Creative Experiential 
Learning 
 
IMPLICATION 9: By combining the concept of the Creative Meeting Environment with the concept of 
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learning process of the Experiential Meeting. 
  
By combining these diverse theoretical concepts of Experience Production, Experiential 
Learning, the Creative Process and the Meeting Room Context, we have obtain a theoretical 
framework of the Experiential Creative Meeting Environment, ECME, figure 5.15, that is 
based on three separate creativity rooms supporting the Creative Phases, or alternatively, the 

Interaction 
Room 

Action 
Room 

Retreat 
Room 

 
 
 
 

The Creative Meeting Environment, CME 

 
Interaction  

Room 

 
Action 
Room 

 
Retreat 
 Room 

Creative Process  

Erfahrung 1.0 Erfahrung 3.0 

Erlebnis Erlebnis Erlebnis 

Erfahrung 4.0 Erfahrung 2.0 



J. Lindström, Meeting room design based on Experience Production and the Creative Process 
A conceptual development of meeting rooms for the meeting industry 

 67 

three separate phases are used within a dynamic single room that can transform to supports the 
Creative Process Phases. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.15 The Experiential Creative Meeting Environment, ECME 
 
Thus I can conclude that my first research question is met with an answer by the theoretical 
development of the Experiential Creative Meeting Environment. To answer my second 
research question – is it possible to apply such a theoretical creative meeting room concept to establish a 
business standard for such room design within the Meeting Industry – I will start with a simple 
benchmarking analysis of the “industry standard” of small business room today. I will then 
propose some concepts for implementing the three room concept of the ECME. To do this I 
need to know how meeting rooms look like today. 

5.4 Benchmarking Analysis 

 
The benchmarking analysis of seven meeting rooms within four organizations (Acusticum, Nolia 
City Conference, Luleå University of Technology and Riksgränsen Ski Resort), based on five 
parameters gave the following results: 

5.4.1 Acusticum 
 
Acusticum is an establishment for commercial companies and has a smaller meeting and 
conference room on the second floor.   
Parameter 1 – Seating arrangements: Furniture’s in the room were neutral, with black chairs and a 
birch table and the seating was arranged according to figure 5:16. The seating arrangement is 
thus according to Industry standard. 
Parameter 2 – Presence of different functional spaces: The meeting room consist of only one space, 
mainly occupied by the seating arrangement. Thus no functional spaces that support different 
components of the creative process were present. 
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Parameter 3 – Allowing active/passive activities: The room can only be configured in the standard 
seating according to figure 5.16, thus allowing only passive activities in the form of seated 
meeting participants. 
Parameter 4 – Allowing formal and informal interactions: As the seating arrangement is static and 
only one space present, the meeting environment allows only formal interactions. 
Parameter 5 – Visual or esthetical components supporting meeting processes: This meeting room has 
three windows, providing the room with natural daylight. The room had no plants or 
attributes of nature and the only pattern in the room was a large painting from an archipelago 
island and the meeting room had white walls. The room design was thus not specifically 
designed to support creative or learning processes.  
 
 
 
 
 
 
 
 
 
Figure 5.16 Seating Arrangement at Acusticum Conference Room 

Conclusions: The Acusticum meeting room is designed and configured according to the 
“Industry standard” of  the “traditional meeting room”, as described by Svenska Möten (2004) 
(Figure 4.18). 

5.4.2  Nolia City Conference 
 
Nolia City Conference is a fair organizer and a meeting place for business in Piteå that offers 
conferences. I benchmarked two smaller meeting rooms of the fourteen meeting rooms, that 
Nolia City Conference has in Piteå.  
Parameter 1 – Seating arrangements: Room one had a birch table, while room two had a teak 
table. The seating for room one was a square table, while room two had a round table, 
arranged according to figure 5:17. The seating arrangements in both rooms were thus 
according to Industry standard. 
Parameter 2 – Presence of different functional spaces: Both meeting rooms consisted of only one 
space, mainly occupied by the seating arrangement. Thus no functional spaces that support 
different components of the creative process were present. 
Parameter 3 – Allowing active/passive activities: Both rooms can only be configured in the standard 
seating according to figure 5.17, thus allowing only passive activities in the form of seated 
meeting participants. 
Parameter 4 – Allowing formal and informal interactions: As the seating arrangements in both rooms 
are static and only one space present, the meeting environment allows only formal interactions. 
Parameter 5 – Visual or esthetical components supporting meeting processes: Room number one had 
no windows. Room two had three windows providing daylight, supporting the indoor lights. 
None of the two rooms had any plants or stimulating attributes. Both meeting rooms had 
beige walls, but room two had in addition a red and back wall. None of the rooms had 
patterns on furniture or decoration and both rooms had red chairs. Both rooms were lacking 
decoration besides small paintings of modern patterns. The room design was thus not 
specifically designed to support creative or learning processes.  
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Figure 5.17 Seating Arrangements in Nolia City Conference 

Conclusions: Both Nolia meeting rooms are designed and configured according to the “Industry 
standard” of  the “traditional meeting room”, as described by Svenska Möten (2004) (Figure 
4.18). 

5.4.3 Luleå University of Technology  
 
At the University there are meeting rooms for conferences and smaller meetings in addition to 
class room for teaching. At the Department of Music and Media, I choose two rooms that are 
used only for conferences and meetings.  
Parameter 1 – Seating arrangements: Both rooms had red chairs and a birch table with a seating 
arranged according to figure 5:18. The seating arrangements in both rooms were thus 
according to Industry standard. 
Parameter 2 – Presence of different functional spaces: Both meeting rooms consisted of only one 
space, mainly occupied by the seating arrangement. Thus no functional spaces that support 
different components of the creative process were present. 
Parameter 3 – Allowing active/passive activities: Both were very small in relations to the tables, 
allowing for limited options to move around for participants during the meeting and the rooms 
can only be configured in the standard seating, according to figure 5.18, thus allowing only 
passive activities in the form of seated meeting participants. 
Parameter 4 – Allowing formal and informal interactions: As the seating arrangements in both rooms 
are static and only one space present, the meeting environment allows only formal interactions. 
Parameter 5 – Visual or esthetical components supporting meeting processes: Room number one had 
six windows with a limited view of nature and provided the room with daylight. The indoor 
lights consisted of fluorescent light as well as spotlights. Room two had five windows facing a 
computer area indoors, with limited daylight supported by spotlights and no fluorescent light. 
Room one had white walls and the only patterns was a painting of modern pattern. Room 
two had also white walls with no patterns on furniture or decoration. The room design was 
thus not specifically designed to support creative or learning processes.  
 
 
 
 
 
 
 
 
 
 
Figure 5.18 Seating Arrangements at the Department of Music and Media 
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Conclusions: Both meeting rooms at the university are designed and configured according to the 
“Industry standard” of  the “traditional meeting room”, as described by Svenska Möten (2004) 
(Figure 4.18). 

5.4.4 Riksgränsen Ski Resort  
 
Riksgränsen is a ski resort in northern Lapland which also arranges conferences and incentives. 
I choose two smaller meeting and conference room among the four conference rooms 
available at Riksgränsen Ski Resort.  
Parameter 1 – Seating arrangements: Both rooms had grey chairs and a birch table with a seating 
arranged according to figure 5:19. The seating arrangements in both rooms were thus 
according to Industry standard. 
Parameter 2 – Presence of different functional spaces: Both meeting rooms consisted of only one 
space, mainly occupied by the seating arrangement. Thus no functional spaces that support 
different components of the creative process were present. 
Parameter 3 – Allowing active/passive activities: The seating was flexible with the opportunity to 
change the form of the tables as being square, rectangular or become smaller tables, thus 
allowing a flexible seating arrangement. This allows a flexible arrangement to support different 
kinds of interactions. 
Parameter 4 – Allowing formal and informal interactions: As the seating arrangements in both rooms 
are dynamic but only one space present, the meeting environment allows for a limited 
rearrangement for both formal and informal interactions. 
Parameter 5 – Visual or esthetical components supporting meeting processes: The meeting room had 
three windows each with a view over the mountains providing the room with daylight. 
Besides the daylight, the room had fluorescent lights. Both rooms had white walls and the floor 
had a brown color. There where no natural attributes such as plants and no decoration. The 
room design was thus not specifically designed to support creative or learning processes.  
 
 
 
 
 
 
 
 
 
 
 
Figure 5.19 Seating Arrangements of Riksgränsen Ski Resort 

Conclusions: Both meeting rooms at the Riksgränsen Ski Resort are designed for some limited 
flexibility, but are mainly  configured according to the “Industry standard” of  the “traditional 
meeting room” as described by Svenska Möten (2004) (Figure 4.18). 
 
This benchmarking analysis of seven meeting room, confirm the occurrence of a concept of an 
“industry standard” of traditional meeting room design, as described by Swedish Meetings 
(2004). This standard consisting of a single room with a seat arrangement adapted to contain as 
many persons as comfortable allowing in the room. All room had basic meeting aids, such as 
white board or paper boards to facilitate communication and some had ICT visualisations and 
interaction devises, but not naturally integrated in the room design. All rooms were sparse 
designed as not to interfere with meeting attention, rather then to inspire or support the 
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creativity process. I can therefore confirm the existence of an industry standard of traditional 
meeting rooms, as presented in figure 4.18, that is not specifically designed to support the 
creative meeting process as the here suggested ECME model for Meeting Environments.   
 
IMPLICATION 10: There seem to be traditional meeting rooms, according to an “Industry standard” 
within the Meeting Industry, composed of a Class Room like static seating and limited design supporting 
creativity and learning. 

We can thus, in the framework of the “inverted benchmarking approach”, use the here suggested 
ECME with three functional spaces for the creative process (Figure 5.13), as the “Theoretical 
Best Practice” and benchmark this with the seven meeting environments at the four analysed 
organisations. We then can identify an obvious gap between the “Industry standard” and the 
proposed ECME model consisting of: 

1) Industry standard not having functional spaces for different phases in the creative 
process. 

2) Industry standard not having flexible furniture’s and seating arrangement to allow 
supporting different phases of a creative meeting process. 

3) Industry standard not having design and functionality that allow different activities, 
interactions and communication processes. 

 
IMPLICATION 11: There seem to be a gap between potential (Theoretical) Best practice and Industry 
standard, in the form of traditional meeting rooms, that allow for performance improvements to better 
support the Meeting Experience and the Creative Process. 

5.5 Suggestions for Implementation of the Experiential Creative Meeting 
Environment 

 
The final phase in the benchmarking process is to implement identified performance gaps and 
improvement potentials, within a specific business process, to improve its competitiveness in 
relation to the identified best practice processes. It is however not the aim of this thesis to 
improve any specific established meeting environment, thus the implementation of the 
Experiential Creative Meeting Environment, with its three creative zones, will be left to the 
Meeting industry or future implementing studies of product or process development. I will 
here only address some concluding features of the three creative zones of the ICL-model, 
applied to the ECME context. 
 
Interaction Room 
The interaction room is, according to the ICL-model, based on convergent activities in the 
preparation phase and the elaboration and evaluation phase of the creative process. This zone is 
supposed to support planed and co-ordinated interactions and facilitate team efforts, border-
crossing and playfulness. Therefore the design of the room and its material components should 
provide participants with the opportunity to meet and engage spontaneously to create an 
informal work environment. The erlebnis should contain dimensions of the entertainment and 
educational realm, in some cases combined as an edutainment concept. There should be 
possible to move between interaction and privacy with the ability to move between areas for 
the opportunity to distance for privacy and conversation without disturbing, to enhance 
interaction. There should not be too many objects surrounding the participants which could 
be attention-demanding. Colours, materials and furniture design shall support such 
interactions, it is however, beyond this study to discuss the detained design of these parameters. 
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Thus the interaction room requires more space as usually allowed in the traditional meeting 
room and therefore requiring as special designated room, alternatively flexible furnishing that 
allow the creation of the interaction space within a standard meeting room. 
    
Action Room  
The action room is, according to the ICL-model, based on divergent activities in the incubation 
phase and the insight/illumination phase and requires therefore a space for diverse activities that 
provide a wide variety of communication and information channels to support communication 
retrieval and knowledge sharing. Smart furnitures and ICT should support these processes. 
Traditional furnishing with large tables should be avoided and instead smaller tables and ICT 
supporting devices should be available to allow creative actions. 
 
As with the interaction room the action room need a special designated room alternatively 
smart furniture to quickly transform into a place for action activities of information and 
knowledge sharing. 
 
Retreat Room 
The retreat room, according to the ICL-model, constitutes a comfortable environment 
offering relaxation in an individual and separated space that supports privacy. The human brain 
has evolved in a bio-centric environment feeling comfortable with surrounding attributes of 
nature making us more relaxed (Heerwagen 2005, Orians 2005). When designing a retreat 
room there are therefore a number of factors to consider such as low sensory stimulation as this 
is a relaxing and quite room. The retreat room can be used for the incubation phase being away 
from the problem solving where the conscious mind is focusing on something else while the 
unconscious mind continuous working combining ideas without being controlled by rational 
thoughts. Therefore views of nature facilitates such “stepping out of the process” should be 
possible from the retreat room, either trough windows, or large pictures. Or even the actual 
outdoor space, nature it selves could be the retreat room. The retreat room should be designed 
for well-being consisting of natural attributes like plants and other fractal patterns surrounding 
the participants.  
 
To conclude, it seems fully possible to design different room for these creativity zones without 
demanding too spacious areas. As even the outdoors can be used as a retreat room, if allowing 
privacy and nature contact, it would not require too large investments for meeting suppliers to 
adapt such spaces or even designated rooms. Traditional meeting rooms thus need to be 
complemented with additional rooms alternatively refurnished in a smart way to be 
dynamically flexible. It is more a matter of conceptualising the theoretical framework and adapt 
it into the Meeting Processes then “re-build” the physical environment – although some 
adjustments are necessary. 
 
IMPLICATION 12: It is possible, with not too much effort, to adapt standard meeting environments to 
the concept of the Experiential Creative Meeting Environment. 

5.6 Conclusions 

 
To sum up, this theoretical development of the Experiential Creative Meeting Environment has 
resulted in eleven implications that will contribute to the development of the Meeting Industry 
into the Meeting Room of the Future. These implications are: 
 

1.    Integrating the Meeting Industry offering of meeting rooms into the Experience Economy, implicates new 
Meeting Room offerings in the form of “Experiential Meeting” and “Transformational Meetings”. 
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2.    Process-oriented and experience-oriented goals can be integrated into the Experiential Meeting Room offer, 
by clarify stakeholder, processes, goals and expected outputs of the meeting process. 

3.    Using the theatrical staging metaphor of Experience Production, we can develop new Meeting Room 
offerings for the Meeting Industry, based on increasing the dynamics of the meeting processes and/or the 
dynamics of the meeting room design, by increasing the co-creation of the meeting experience between the 
meeting stakeholders.    

4.    Staging Meeting Experiences involves clarifying the meeting learning goals and the pre-, during- and post-
experience processes.      

5.    Incorporating the theory of Experiential Learning into the theory of the Meeting Environment, implies 
there need to be time and space for reflections on the meeting experiences, to allow the experiences to 
transform into meaning and convergent knowledge. 

6.    Each section (erlebnis) of the Experience Process, in an Experiential Meeting, can be scripted with an 
Experiential Dramaturgy to support the meeting goals and the Creative Processes. 

7.    By incorporating the Experiencescape concept with the Meeting Room Context, we can construct a 
theoretical framework for the Experiential Meeting Room. 

8.    By incorporating the Interactive Creativity Landscape into the Meeting Environment concept, we can 
design a meeting room offering that support the phases of the Creative Process, either by introducing a 
dynamic room that can transform according to the creative phases, or alternatively offering three separate 
rooms for each CME zone. 

9.    By combining the concept of the Creative Meeting Environment with the concept of Experiential Learning, 
the Creative Processes within the three rooms of the CME, contribute to the learning process of the 
Experiential Meeting. 

10. There seem to be traditional meeting rooms, according to an “Industry standard” within the Meeting 
Industry, composed of a Class room like static seating and limited design supporting creativity and learning. 

11. There seem to be a gap between potential (Theoretical) Best practice and Industry standard, in the form of 
traditional meeting rooms, that allow for performance improvements to better support the Meeting 
Experience and the Creative Process. 

12. It is possible, with not too much effort, to adapt standard meeting environments to the concept of the 
Experiential Creative Meeting Environment. 
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6. DISCUSSIONS AND CONCLUSIONS  
________________________________________________________________ 

In this chapter I present the research discussion, and the analysis is summarized to a conclusion 
answering the research questions. This chapter contains as well applications for my study and proposal for 
future research.     
___________________________________________________________________________ 
 
Meeting rooms today are in need of further development, as the demand from the businesses 
investing in meetings and conferences require better increased return on investment. Besides 
the economical requirements, an increasingly demand for experiences are affecting businesses, 
as they move into the Experience Industry. The meeting room was the focus for this study and 
the aim to develop a conceptual theoretical framework of the Experiential Creative Meeting 
Environment, ECME, for the Experiential Meeting Industry. This has been done by integrating 
the theories of Experience Production, Experiential Learning, Creativity theory and the 
Meeting Room Context.  
 
This thesis focusing on the Meeting Industry within the Creative Industry, resulted in the 
theoretical framework of the Experiential Creative Meeting Environment, based on the 
development of the Interactive Creativity Landscape, ICL, suggested by Haner (2005). The 
ECME is based on the three creativity zones of action, interaction and retreat resulting in the 
three different designed rooms for meetings: 
 
» Interaction room – supporting preparation and elaboration/evaluation  
» Action room – supporting incubation and insight/illumination  
» Retreat room – supporting incubation and insight/illumination   
 
Figure 6.1 gives a summary for this concept omitting the experiential dimension of the 
concept. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 6.1 A Summary of the Developed Experiential Creative Meeting Environment, ECME  
 
This ECME model, how complex it may appear is, however, still only developed from a 
narrow perspective on human creativity and experiences. It has not incorporated theories from 
perception and attention research, neurobiology, cognitive psychology and social psychology, 
environmental psychology and physiology, group dynamics and group psychology and other 
related research areas with implications on human interactions with the environment including 
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other humans. That would require an interdisciplinary research project way out of scope for a 
Master’s Thesis. The human brain and the concept of creativity, as well as human experiences, 
are fascinating subjects and far to complex to be defined under one single theory regarding 
how to design meeting rooms to enhance creativity and experiences. Such a quest is, however, 
a fascinating scientific challenge, as the human sciences are developing in an ever accelerating 
speed and our understanding of how the human interact and experience the world is growing. 
It would be a huge waste of knowledge not to try to catch some of these fascinating findings 
and adapt them to areas associated to creativity and experiences such as creative meeting 
environments.  My research is however, a first attempt to link such knowledge from the theory 
of creativity and theory of experiences with the development of meeting rooms. Interesting 
would be to also incorporate the latest findings in design and human architecture, based on 
neuro-design, slow-design and other recent developments, in the intersection between human 
science and design.  

6.1 Practical Implications 

The Meeting Industry in Sweden and elsewhere, is characterised by fierce competition both 
locally and globally, forcing meeting suppliers to constantly seeking Unique Selling Points in 
their meeting offerings to be competitive. Moreover, the Meeting Industry is today under 
pressures to adapt to the Experience Economy and offer more experiential meetings and even 
Transformational Meetings. Although the literature within the Experience Economy is now 
blooming, the Meeting Industry, like other areas of the Experience Industry, has problems to 
transform the theoretical development into profitable practise and business concepts. Although, 
not the primarily goal of this thesis, the adaptation of Experience Production theory, within 
the meeting context, may facilitate practical implications of Experience Production within the 
Meeting Industry. Integrating the theory of creativity within the meeting context, this offers a 
completely new path of developing meeting offerings within the Meeting Industry. 

This thesis has focused on the theoretical development of the Meeting Environment Context, 
but its suggestion of the three meeting rooms of the ECME concept should be of practical 
interest, for both suppliers of meeting offerings as well as buyers. But to implement the 
developed concept practically to its full potential, however, needs further research on the 
ECME-model and its implementation. 
 
The benchmarking analysis shows that there exists a gap between the industry standard for 
meeting environments, within the Meeting Industry and the ECME-model, that allows for 
improved business performance within the Meeting Industry. This opens for future research of 
implementing the ECME-model within the Meeting Industry. 

6.2 Theoretical Implications 

 
There is an extensive literature developing about the Creative Industry, describing its 
organisation, system, development etc., as well as the theoretical development within 
Experience Production, service and hospitality within tourism, event and meeting production. 
The same extensive development can we see also within Experiential Learning and creativity 
research. Despite this the Meeting Industry per se is sparsely researched and the meeting room, 
in particular, has attracted almost no scientific interest. This is also indicated by the lack of 
development of the meeting environment within the Meeting Industry and its development 
attempts mostly based on doxa and non-scientific methods such as Feng Shui and others. 
Therefore this first attempt to develop a theoretical conceptualisation of the Meeting 
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Environment Context, hopefully will facilitate the development within the Meeting Industry 
and stimulate further theoretical and empirical research in this area. 

6.3 Proposal for Future Research  
 
Most of the components of the Experiential Creative Meeting Environment, ECME, for creative 
meeting rooms, presented in this study, need to be evaluated both theoretically and practically. 
For example, all the twelve implications need to be tested in more detail empirically and the 
practical application of the three rooms, within the ECME, need to be tested in several ways, 
whether it really supports the Creative and Experiential Processes, as well as the output of the 
meeting. 
 
Also the validity of the identified parameters and components of the Meeting Environment 
Context has to be validated and verified as important for the meeting outcome and RoI. Also 
the defined zones within the ICL need validation and conformation. Of important to research, 
are also the details of the physical meeting room, such as lightning, colours, organic patterns, 
materials, spatial and furniture design, etc. and how they may influence the Meeting 
Experience and Meeting Processes. Finally, the conceptualisation of experiences in the 
concepts of erlebnis and erfahrung, need to be researched and evaluated as valid concepts of 
experiencing and Experience Production. 
 
Another elaboration of the study is to compare different designed meeting environments and 
their effectiveness for the creative process and return on investment for business. Do different 
meeting environments really affect the meeting outcome? Another research approach is to 
conduct a comparative study between the conference business meeting rooms and learning 
environment within schools and universities. 
 
To test different parameters for their impact on the Creative Process, experiments in design 
and Creative Meeting Processes could be conducted. For such tests the Experimental Studio at 
the Faste Laboratory, Luleå University of Technology, could be suitable (Karlsson et al. 2005). 
The Experimental Studio is designed to test different meeting situations and therefore suitable 
for testing creative processes in different environmental settings. It is designed for evaluation of 
collaborative concepts (combination of tools, methods and physical environments) supporting 
research in design. 
 
To study the design parameters of the meeting room, attention studies with eye-scanners can 
be performed to follow the attention of the participants during the creative process.   
 
Further research questions to investigate within this field of research could for example be: 
 

» What affects does the shape and design of the meeting room have on the 
meeting participants and the creative process? 

 
» Could bio-inspired design of a meeting room improve the result of a creative 
process?  
 
» What affects on the creative meeting process would physical movements during 
the meeting have on the meeting experience and the meeting outcome? 
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