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6
ARRANGEMENT

CHAPTER

What You Will Do

 � Develop your strategic story
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140 Creative Strategy Generation

At this point in our songwriting analogy, we have a collection of 

really strong inspired melodies, and we have some connective tissue 

(in the form of our Go-to-Market Plan) to help hold those melodies 

together. We certainly have the makings of a great song. But that 

song has no structure. And at this point neither does our strategy.

You may have heard the phrase “structure follows strategy.” 

This is based on a thesis presented by business history professor 

Alfred D. Chandler Jr. in his 1962 book Strategy and Structure. The 

 original observation was that companies develop the structure of 

their  businesses based on the strategy that they are trying to  pursue.1 

This observation soon became a sage piece of advice to which 

many  companies still subscribe. It follows that we need to write our 

 strategies first and then apply a type of structure to those strate-

gies to enable their implementation. To do this, we first arrange our 

 strategic melodies so they can be more easily communicated; then we 

orchestrate our collective strategy so that it can be more effectively 

carried out.

There are generally three distinct steps that all lend them-

selves to any musical composition process: composing, arranging, 

and orchestrating. Because these terms are so closely related, the 

 definitions of these three functions vary somewhat, depending on 

the style of music to which they are being applied. In most cases, 

these functions can be broken down as follows:

 � Composing. The act of writing melodies, chord structures, 

and song structures

 � Arranging. The act of organizing (or reorganizing) song 

structures and instrumentation to achieve a particular sound

 � Orchestrating. The act of assigning and writing different 

instrument parts for a given musical composition

There is a hierarchy to these definitions, because the art of 

 composing can also include arranging and orchestrating, whereas the 

art of arranging can also be inclusive of orchestrating. In this way,  

the definitions can be visually depicted as shown in Figure 6.1.

This hierarchy fits perfectly within our framework because the 

strategic process will include formulating ideas (melodies), arrang-

ing a story, and orchestrating parts to enable performance. Each is 

accomplished in three distinct steps, and each step contributes to the 

greater overall compositional process.
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Arrangement 141

We have our strategic melodies. Now we want to arrange them 

into a song that can be orchestrated and performed. To fully appre-

ciate this analogy, let’s dive a bit deeper into how typical songs are 

structured, or, using my definition, how they are arranged.

The backbone of most songs consists of melodies, with each 

of those melodies having elements of both pitch and rhythm. When  

I arrange melodies into songs, there are three basic things that I do:

1. I complete the song by filling in the gaps between my  melodies 

(adding verses, bridges, and any other connections) to create 

a cohesive composition.

2. I then assemble the parts into a logical order or pattern that  

will ultimately allow me to tell my story or convey whatever 

message I am trying to get across.

3. Finally, I enhance my song by adding harmonies, voices, addi-

tional rhythms, instrumentation, and other tonal  elements 

that will allow the overall message to be conveyed in the 

most emotionally effective way.

F I G U R E  6.1

Composing Hierarchy
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142 Creative Strategy Generation

This last step is the one most commonly associated with musi-

cal arrangement, although all three steps absolutely apply within the 

context of my definition. These are the same three steps that you 

will apply to your strategic melodies. Structure follows strategy. 

Arrangement follows ideation. And all of this will result in strate-

gic songs that your organization can perform to achieve your vision, 

goals, and objectives.

Capturing these three steps to arranging and translating them 

into terms that we can apply to our strategic melodies, we have:

1. Complete

2. Assemble

3. Enhance

Figure 6.2 provides a visual outline of each of these steps.  

As you can see in the illustration, these three steps will ultimately 

allow you to arrange your strategic ideas in the form of a strategic 

story that can be communicated easily and effectively.

When we hear a song that we really love, it usually contains 

a combination of sounds that we find pleasing in some way. No 

 different than any of our other senses, there are sounds we hear that 

feel good to our ears, and there are other sounds that simply do not. 

Of  course this experience can be very subjective and is extremely 

hard to put into words, but for now it’s enough to say that certain 

songs will probably sound good to a large majority of people and 

 others probably won’t.

When you find a song that sounds good, you tend to play it over 

and over. And with all of those repeat performances, your mind is 

making associations between what you are hearing and what you are 

feeling during those moments. In the simplest of terms, that song is 

becoming a soundtrack for whatever is happening in your life. Think 

of your memory as a sponge that is soaking up any number of inputs 

from any number of your senses at any given time. When those 

inputs become interlocked and associated, they are burned into your 

memory in such a way that is often difficult to separate back into its 

respective parts.

Stories serve the same purpose. When we hear a story, we are 

instantly making an association with an emotion that we’ve felt or an 

experience that we’ve had. We relate to it, and so it becomes an instant 

part of our psyche. Once the story is “burned in,” we remember it and 
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Arrangement 143

draw upon it over and over again. This allows the overall intent, or 

message, of that story to be both remembered and acted upon—both 

of which will be critical to effectively implementing your strategic plan.

So now let’s take these three steps, explore each one a bit fur-

ther, and see how they can all come together to create your strategic 

arrangement.

COMPLETING YOUR STRATEGIC STORY

As Greek philosopher Aristotle observed, every story has a begin-

ning, a middle, and an ending.2 Following the process up to this 

point, you’ve written your beginning and middle, but you still have 

to write your ending. In terms of your strategy, this will include any 

F I G U R E  6.2

Strategic Arrangement
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144 Creative Strategy Generation

resources and investments that may be required to implement your 

plan, as well as the overall results you expect to get in return.

Note that a strategic plan is different than a business case.  

A business case typically consists of a detailed financial plan that 

is developed for a specific product or business idea when an actual 

investment decision needs to be made. Usually one or more business 

cases will be developed in support of a strategic plan as it is being 

implemented. A strategic plan, on the other hand, provides overall 

guidance as to how a product or business will achieve its desired 

goals and objectives. In this context, the financial investments and 

returns for a strategic plan are typically outlined at a very high level 

and only to help validate the feasibility of the overall strategy.

Toward this end, your strategic plan is likely to include some or 

all of the following financial information:

Projected Investments

Development investments

Equipment investments

System investments

Infrastructure investments

Projected Ongoing Expenses

Personnel expenditures

Promotional expenses

Support and/or service costs

Revenue and Profitability Projections

Annual revenue projections

Annual growth rates

Annual margin projections

Projected future market share

Investments and costs should be presented with respect to 

both magnitude (how much each will cost) and time (when they are 

expected to be incurred). It will also be important to ensure that the 

impact of any investments or expenses has been considered in your 

future profitability projections.

Once you have outlined, at a high level, how much your com-

pany will need to spend, you should be fully equipped to reveal what 
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Arrangement 145

the expected result will be. This is your opportunity to prove the 

 viability of your strategy by showing that your vision, goals, and 

objectives will be met.

Most strategic plans are designed to look three to five years—or 

longer—into the future. Because of this, the accuracy of your projec-

tions is, unfortunately, not likely to be very high. To ensure that your 

story is credible, you need to support your projections with whatever 

key assumptions you used in their development. The more fact-based 

your assumptions are, the more believable your plan will be and the 

more accurate your projections are likely to be as well.

Since this will be such a critical part of your story, let’s explore 

some of the key assumptions that can be outlined around the three 

most important projections you will make: revenue assumptions, 

margin assumptions, and market share assumptions.

Revenue Assumptions

When companies grow above expectations, they almost always 

 celebrate their successes. When they fail to meet expectations, they 

usually blame the market! Both reactions may be right, or both may 

be wrong. To find out which is which, you might need a little more 

information.

When providing a revenue growth forecast, I always break the 

growth into three main areas:

1. Price. This includes any increase (or decrease) in prices that 

have been applied to the existing customer base. Companies 

usually have clear records to show what pricing changes have 

been initiated in this way.

2. Market. This is the growth (or shrinking) of the overall market, 

meaning that existing customers are buying more (or less) vol-

ume of your product overall. Companies usually have records 

on this based on customer volumes or through industry sources 

that publish information on overall market trends.

3. Share. This is reflected in the growth of business with new 

customers or the loss of existing customers to competitors. 

Companies may have information on this, or it may also be 

deduced if you know your price and market trends (since 

share would make up the remainder).
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146 Creative Strategy Generation

Growth will always occur among a combination of these three 

categories. Breaking down your projected revenue growth in this way 

will allow you to outline how you intend to achieve your forecast.  

It will also enable you to track your performance against that forecast 

and take the proper corrective actions in the specific areas where 

action may be required.

For example, let’s say that I forecasted my business to grow 

10  percent from year 1 to year 2. If my business actually grew  

15 percent in that time period, I might be likely to celebrate. However,  

a closer look at my forecast might reveal a breakdown, as shown  

in Table 6.1.

Looking at the breakdown in Table 6.1, I see that I met my  pricing 

objective but the market grew significantly more than I anticipated. 

This means that 15 percent of my growth happened as a result of 

existing customers buying more product, while at the same time my 

business shrank by 5 percent as a result of at least a portion of those 

customers moving to my competitors. Looking at it this way, not only 

should I not be celebrating, I should be actively trying to understand 

why I lost share and trying to figure out how I can recover that share 

in the future.

Putting revenue assumptions like this on the table will not only 

help build credibility for your plan but will also help guide you and 

your strategic team as your plan is being implemented and its results 

are being measured.

Margin Assumptions

Your margin assumptions will come from three main places:

 � Price

 � Costs

 � Investments

T A B L E  6.1

Revenue Assumptions Example
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Arrangement 147

Nothing will have a quicker impact on your margin than your 

price. It is important, then, that you state your pricing assump-

tions up front. These may include how you intend to vary your price 

over time, what value your products will bring to customers, what 

 competitors’ reactions are likely to be, what discounts, rebates, and 

promotions are anticipated, and any other pricing impacts that you 

may or may not have built into your plan.

Costing assumptions will revolve around the cost to produce your 

product. These will typically include assumptions about  material 

costs, labor costs, or any additional factory expenses that may be 

required to carry out your strategy.

Major investments or capital expenditures will typically affect 

your margins in the form of depreciation, particularly if those 

 investments are for equipment that is required to manufacture or 

service your product. These should be stated and calculated for any 

investments that you are presenting as part of your strategy.

These three items will likely make up the majority of your 

 margin assumptions. If you are building your plan for an overall busi-

ness rather than for a specific product line, however, you will likely 

be measuring the overall profitability of your business as well as the 

margins of your product. In this case, you will also want to clearly 

outline the impact of any additional ongoing system, infrastructure, 

or personnel expenses that may be required to implement your plan 

and that would typically be reflected outside of your product margins.

Market Share Assumptions

Market share is simply your product sales stated as a percentage of 

an overall market size. That seems simple enough to calculate, but 

there are some complexities that go along with it. First of all, you 

must determine if you want to measure your sales numbers in terms 

of dollar revenues or unit volumes. If you choose to measure share 

in terms of revenue, then you will need to take any anticipated price 

increases or decreases into consideration as well (both for your prod-

uct and for the overall market). This measurement may be preferred 

by some organizations, but it does add a level of complexity when 

you are attempting to project your share into future years. Choosing 

to measure share based on volume will give a more accurate picture 

of your true unit share or gain, but it may not reflect how well you are 
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148 Creative Strategy Generation

actually translating those unit sales into real dollars that your com-

pany can use. Whichever methodology you choose, you must state 

both your sales and market numbers in similar terms, and you must 

indicate any related assumptions accordingly.

Once you have determined which type of share you will be 

 measuring, you will then be tasked with obtaining overall market 

numbers. This is often difficult to do because competitors rarely share 

their sales or volume numbers with the public down to a product 

level. So at best you will need to make some high-level assumptions 

about your competitors’ performance based on market feedback, 

win-loss analysis, and any other industry sources that you might be 

able to find.

Next you have to determine what your definition of the market 

is. For example, if I am selling USB outlets that can replace stan-

dard electrical outlets, I can either state my share in terms of only 

other competitors’ USB outlet device sales or I can state my share in 

terms of all electrical outlet device sales. The choice would largely 

depend on the type of strategy I am trying to implement. If I were 

trying to grow my business by taking share from other USB out-

let competitors, then I might use this to define my market. On the 

other hand, if my strategy was to convert all electrical outlet users 

over to USB outlets, then I might want to measure my share against 

a market that is inclusive of both. All of these assumptions must be 

clearly stated so that your market share numbers can be accurately 

interpreted.

One last consideration for market share is to be sure that you  

tie your market assumptions to your revenue assumptions as well as 

to your share assumptions. For example, if you state that your market 

is growing from $1 billion to $2 billion in five years, and you also 

state that you are growing your share from 25 percent to 30 percent 

over that same time period, your resulting revenue projection will be  

$600 million, as shown in Table 6.2.

T A B L E  6.2

Market Share Assumptions, Example 1
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Arrangement 149

If you had actually projected a more conservative revenue 

growth of, say, approximately 10 percent per year (from $250 mil-

lion to $400 million), without tying this back to the projected market 

growth, you would inadvertently be implying that you are actually 

losing 5 points of share, as shown in Table 6.3.

More than likely, this isn’t your plan. But if you aren’t careful 

and you forget to reconcile your market, market share, and revenue 

numbers, you can lose credibility quickly in front of a sharp audi-

ence. Of course, I wouldn’t mention this if I hadn’t witnessed this 

scenario play out many times, so don’t say I didn’t warn you!

Now that your parts are complete and your assumptions are all laid 

out in front of you, it’s time to begin assembling all of these different 

pieces and bringing together your strategic story.

ASSEMBLING ALL OF YOUR STORY ELEMENTS

No matter what source you read, most will agree that there are five 

main elements that make up a story. Although the origin of this 

 particular theory is a bit unclear, five traditional elements are most 

commonly cited:

1. Theme

2. Setting

3. Character(s)

4. Plot

5. Conflict

More than likely, these elements were derived, in some shape, 

form, or fashion, from Aristotle’s Poetics, which dates back to  

approximately 335 BC and is one of the earliest accounts of dramatic 

theory and structure. In it Aristotle notes six parts that make up 

a dramatic tragedy. These are (depending on the translation) plot, 

character, diction, thought, spectacle, and song.3

T A B L E  6.3

Market Share Assumptions, Example 2

D
ow

nloaded by [ B
ank for A

griculture and A
gricultural C

ooperatives 202.94.73.131] at [12/20/15]. C
opyright ©

 M
cG

raw
-H

ill G
lobal E

ducation H
oldings, L

L
C

. N
ot to be redistributed or m

odified in any w
ay w

ithout perm
ission.



150 Creative Strategy Generation

Clearly there is a strong correlation between Aristotle’s obser-

vations and the five elements that are commonly mentioned nowa-

days. And so it is, as with any of these analyses, that the five story 

elements have been debated, reduced, added to, and redefined in just 

about every way imaginable over the years. But arguing the basic the-

ory would be missing the point. Whatever you choose to call them, 

these five basic elements, in some form or another, are present in just 

about every story that has ever been told. More important, if these 

five elements are not present, then you probably won’t be telling a 

story; instead, you’ll be giving a narrative that is unlikely to connect 

with your audience.

To ensure that we can align our stories properly around these 

elements, let’s explore each one in more depth.

Theme

Every story should have some reason for existing. Most people would 

agree that the best stories, at their core, show you something that you 

didn’t know, feel, or think about before. The theme, then, is that rea-

son for a story’s existence. Sometimes, we refer to this as the moral of 

the story. It can be a lesson. But it can also be a feeling that you’re left 

with, like what remains with you for days after an amazing movie that 

took you on a very emotional journey. In short, all of this makes up 

your theme. It’s what you want your story to be about, the emotion 

you want to evoke, and the impression or message you want to leave 

people with when it’s all said and done.

Setting

Your story has to take place somewhere and at some point (or points) 

in time. This is your setting, and it goes hand in hand with your 

theme. Where and when your story takes place will be an integral 

part of setting the mood for your story. For example, if I am writing 

a love story, I can place my characters in a romantic, dimly lit room 

with strawberries, champagne, and candlelight, or I can put them in a 

dirty cave full of insects, bats, and mud. I can tell the exact same story, 

but by setting that story in a romantic room, I’ll be telling the story of 

love, passion, and desire. By setting that story in a cave, I may still be 

telling the same love story but now it will be in the face of hardship, 
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Arrangement 151

discomfort, and challenges that must be overcome. And that will add 

a completely different element that will evoke a completely different 

emotional response. The same can be said about time. A story told in 

medieval times will set a different mood than one set in the year 2112. 

In fact, we’ve all experienced stories that have been handed down 

generation after generation in which similar characters go through 

similar situations with similar messages. By changing the setting, the 

story takes on a completely different feel.

Character(s)

We have a theme and we have a setting; now we have to add some-

body or something that will ultimately interact with or within this 

environment. That will be our character. The setting is just a static 

backdrop, but characters will allow our story to come to life. The 

trick is, a character doesn’t have to be a person or even a living being. 

A character is anything that you give action to. You can tell an entire 

story in which the main character is a rock. But if the rock doesn’t 

experience anything, then it will just be part of the setting. The min-

ute that rock experiences action, it becomes a character. That doesn’t 

necessarily mean the rock will be an interesting character; but it will 

be a character nevertheless. The key to creating effective characters 

is to give them a purpose for being. To do that you need to make your 

audience care about them. We’ve all heard critics talk about mediocre 

movies in which the characters were never fully developed. What this 

generally means is that the author didn’t reveal enough aspects about 

that character to make the audience care about what happens to  

him or her. So a character experiences some sort of action, but a 

good character, as part of a good story, experiences action that we 

care about.

Plot

The plot is the action that your characters experience. Many people 

mistakenly confuse the plot with the story itself because, admittedly, 

the plot is one of the most important of these five elements. When 

we think about a plot, we usually think about whatever the characters 

go through. It is their journey, so to speak. But just as there are some 

characters that are more interesting than others, depending on how 
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152 Creative Strategy Generation

effectively you can connect your audience’s emotions to them, so there 

are some plots that are more interesting than others, depending on 

how well you develop the action throughout your story. The way this 

is typically done is by creating some level of our next element: conflict.

Conflict

Conflict is what makes a plot interesting. When you think of conflict, 

you are likely to picture a type of battle. In the context of a story, 

that is certainly one form of conflict, but it is by no means the only 

one. A conflict is actually any level of discord or disparity that needs 

to be resolved. So a battle is certainly the easiest form of conflict to 

understand. There are two sides, with each one seeing something dif-

ferently than the other. So you establish why they see things the way 

they do, you establish that there is some level of discord between 

these two viewpoints, and then you have your conflict that needs to 

be resolved. Simple. But what about conflict of a less obvious sort? 

Let’s say we have two characters who are in love. They’re not in a bat-

tle at all (at least not until after they’ve been married for a few years!). 

So can you have a viable story if both characters see things the same 

way? Yes and no. They certainly don’t have to be at odds with each 

other, but they have to be experiencing some sort of disequilibrium 

in order for any kind of action to take place. For example, perhaps 

they want to be together all the time but they can’t. That sets up a 

conflict—not between the two characters, but between the characters 

and their ability to get what they want. Or perhaps they have parents 

who won’t allow them to see each other. This also creates a tension 

that needs to be resolved. If all you had were two characters who felt 

exactly the same way about each other and experienced exactly the 

same things at exactly the same times, your story wouldn’t move. To 

really bring this point home, think about what you learned in your 

high school physics class. In order for something to move, you need 

to have some form of potential energy that exists. A rock sitting on 

the ground has no potential energy between it and the ground, and so 

it has nowhere to go. But hold that rock above the surface, and now 

there is potential energy, in the form of gravity, between it and the 

ground. If you drop the rock, you will be able to turn that energy into 

movement. Conflict is just like potential energy. Without it, there can 

be no movement, and without movement, there can be no story.
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Arrangement 153

Those are the elements of a story, and, on the surface, they appear to 

be fairly complete. Upon closer inspection, however, you may notice 

that these five elements are not all created equally. Our first three 

elements—theme, setting, and character—are all static. In short, 

they are our storytelling nouns (people, places, and things). The last 

two elements—plot and conflict—are both in motion. So they are 

our storytelling verbs (figuratively, not literally). This is an important 

distinction, because for our verbs we need to describe not only their 

existence but also their motion. And to do that, we will need to intro-

duce yet another storytelling concept: the concept of a dramatic arc.

THE STRATEGIC ARC

Having all five of our elements absolutely gives us a story, but it 

doesn’t necessarily give us a good story. To create a good story, we 

need to make people care about what’s happening to our elements. 

And to make people care, we need to take them on an emotional 

journey. That’s where the dramatic arc comes in.

In 1863, a German novelist and playwright, Gustav Freytag, wrote 

a book entitled Die Technik des Dramas, translated as The Technique 

of the Drama. In this book Freytag provided a critical analysis of  

the well-known five-act narrative structure used by many playwrights, 

including William Shakespeare. In one particularly compelling section  

of Freytag’s book, he lays out what has come to be known as Freytag’s 

pyramid, whereby he gives both names and motion to each of these 

five-act dramatic story parts.4 This is sometimes referred to as the 

dramatic arc, a version of which is shown in Figure 6.3.

F I G U R E  6.3

The Dramatic Arc
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154 Creative Strategy Generation

Although there have been many different interpretations of this 

general idea over the years, the basic principles remain thoroughly 

unchanged. The five events of the dramatic arc can be summarized 

as follows:

1. Introduction. Sometimes referred to as exposition, this is 

the stage in which the main story elements such as charac-

ters, setting, and any applicable back stories are introduced.

2. Rise. During this stage the main story elements interact with 

one another, building tension through conflict as they go, and 

working toward a peak point of interest. This is the stage of 

complication, or, in simpler terms, the building up of some-

thing that will eventually need to be resolved.

3. Climax. The climax is often referred to as the turning point. 

It is the point in the story where the tension comes to a peak 

and a change occurs that will allow the conflict to work toward 

being resolved.

4. Fall. After the climax, the conflict begins to reverse itself,  working 

toward a final outcome. In some cases, the final  outcome is left 

unknown until the very end of the story.

5. Resolution. In this final stage the conflict is finally resolved. 

This is sometimes referred to as dénouement (the final out-

come), revelation (when the unknown becomes known), or 

catastrophe (where the main character meets with some 

tragic ending).

This is storytelling in a classical sense. You need to have a theme, 

a setting, characters, a plot, and some type of conflict, and the action 

of the story needs to follow some sort of dramatic arc.

But before we get too technical about all of this, just as with 

strategic theory, I contend that these theoretical approaches will only 

get you part of the way there. The real trick is to learn to tap into your 

creative center and develop your story intuitively, not because it fol-

lows a framework, but because you truly care about it. If you care, so 

will your audience. And that’s how great storytelling is really done.

I absolutely believe that a great story has to contain all of the 

elements that were mentioned previously. But I prefer that you use 

these tools as more of a checklist to validate that you have a great 

story rather than attempting to build your story as a result of them. 

This is a critical distinction because, by following the theory alone, 
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Arrangement 155

you run a greater risk of overthinking your task and, in so doing, 

potentially missing the point of what it is that you’re really trying to 

accomplish. This is similar to writing your melodies based purely on 

knowledge and without any passion.

In my experience, a story does two things really well, both in 

relation to your audience:

1. It connects to them.

2. It entertains them.

I remember a particularly moving scene in Disney Pixar’s ani-

mated movie Up. Anyone who has seen that movie will immediately 

know the scene that I’m referring to, but if you haven’t seen it, you may 

want to skip over this next paragraph for fear of a spoiler alert!

In a matter of only a few minutes (just over four to be exact), we 

are told the story of two characters, Carl and Ellie, as they take their 

life’s journey from marriage into their golden years. This is a story 

within a story and, as such, all of the five elements are prominently 

featured, and the dramatic arc is brilliantly on display—right down to 

the final tragic ending where Ellie passes away, leaving her husband 

alone in his retirement years, after never quite achieving what they 

both had set out to achieve. The end of this short story, as it turns 

out, sets up the arc for the main story that the movie ultimately goes 

on to tell, but this brief montage is so effective that it could easily 

stand alone as its own movie as well.5

When I first saw this scene in theaters, I doubt if there was a dry 

eye in the house. Still, to this day, it is the only scene in just about 

any movie that makes me cry out loud. The reason, yes, is partly due 

to the use of the classic storytelling techniques that I spoke about 

previously. But almost all movies use those same techniques, and 

almost none have had such a profound effect on me. What makes this 

particular scene so incredibly effective is the fact that the story ele-

ments connect so deeply with things that I myself feel—namely, my 

undying love for my wife, as well as the sense that I will likely never 

be able to accomplish everything that I want to. These are feelings 

that many of us have, and many of us have them so deeply that, when 

they are put into motion in front of our very eyes, it’s hard not to 

imagine ourselves in the shoes of the characters going through these 

same emotions. We connect, and, in so doing, we understand—and 

we remember.
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156 Creative Strategy Generation

The second thing that makes this scene so effective is the speed 

with which the writers take us through the dramatic arc. Not that 

faster is always better, but if you can use the arc to expose your char-

acters, take them through a conflict, bring that conflict to a climax, 

resolve the conflict, and reveal a tragic ending all in a time span 

that allows you to never lose grip of your audience’s attention, you 

will undoubtedly keep them that much more entertained. And in so 

doing, your message will land that much more powerfully.

The reason I like this particular example is because the storytell-

ing techniques used in books and movies are usually too lengthy to 

translate into a business setting, where people’s attention spans are 

infamously short. For a strategic story, you not only have to connect 

and entertain but also do so practically at the speed of light! That means 

that brevity will have to be another defining characteristic when you 

translate these techniques over to your strategic presentation.

Conveniently enough, the strategic process that I’ve been taking 

you through follows the dramatic arc to a tee. So, as far as the action 

of your story, it is already laid out for you, as shown in Figure 6.4. 

From this point forward, I will refer to this as the strategic arc.

Note how the dramatic arc in Figure 6.4 aligns perfectly with 

the story elements of the Creative Strategy Generation framework 

shown above it. To provide a bit more detail on how to make a story 

F I G U R E  6.4

The Strategic Arc
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Arrangement 157

out of all this, what follows is a brief outline that you can use to 

directly model the action of your strategic story (with the symbols 

in parentheses indicating the position that each element occupies on 

the strategic arc.):

Introduction (__)

 � State the performance of your product or business today.

 � Introduce the customer, competitor, and industry factors.

Rise (/)

 � State the problem that you are trying to solve.

 � Tell us about any history, references, or experiences that you 

plan to draw from.

 � Build to your vision, goals, and objectives.

Climax (*)

 � Tell us what your customers need.

 � Tell us what you intend to do. Make it impactful!

Fall (\)

 � Present the details of your strategy and how you intend to 

implement it.

 � Outline the investments and resources you’ll need.

 � Anticipate how your competitors and customers will react.

Resolution (__)

 � Reveal the financial impact that your strategy will have after it 

has been successfully implemented.

 � Tell us how both the company and customers’ problems were 

solved.

At this point you have the framework for your story. But you 

may not have the framework for a good story, because you still need 

to both connect to and entertain your audience in order to fully 

engage them. What follows then, are some tips on how to do this, 

building off of the same concepts we have examined so far:

 � Connect with your audience. To truly connect with your 

audience you need to know something about them and to 

focus your story on characters and situational elements that 

they can relate to. For example, if your product is a robot used 
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158 Creative Strategy Generation

on an assembly line for automobile parts, you might start your 

story by asking, “Did you ever wonder how the car you drove 

to work today was actually built?” Immediately, you will have 

connected your audience to your product by making it relat-

able to something that they personally experience every day. 

You can use this same technique when introducing custom-

ers into your story. Try using the techniques that we talked 

about in Chapter 4 by giving personalities to your customer 

segments that your audience can relate to. Then, when you 

take these characters through the strategic arc, your audience 

will be traveling right along with them.

 � Keep your audience entertained. Telling your story in an 

entertaining way will involve ensuring that all parts of your 

strategic arc connect fluidly together and in a way that excites 

your audience. If you go through your strategic arc in bullet- 

point form, you will never hold your audience’s interest. 

Instead, you need to provide the right amount of connective  

tissue between all of your main points and tie them all 

together around a common point of interest. Otherwise, your 

story may still be there, but your audience will never hear it. It 

is also important to tell your story with both excitement and 

passion. If you don’t care about your strategy, your audience 

won’t care either. Similarly, if you tell your story as if you don’t 

care about it, the end result will be the same.

 � Keep it succinct, and repeat where necessary. Here, I’ll take 

a page out of our songwriting book. Most popular songs are 

between three and five minutes long. They stir your emo-

tions, make their point, make it again, and then conclude. 

Your strategic story should follow similar suit. As a strategist, 

you might be tempted to let your audience in on your every 

thought, particularly if that audience consists of your bosses 

and company executives. You might feel that you have to show 

your audience that you know, in fine detail, what you’re talk-

ing about and that you’ve done all of your homework. Believe 

me, they’ll know—but not by you presenting mounds of bor-

ing data and backstories that nobody can digest. Instead, your 

deep knowledge of any topic can most effectively be demon-

strated through your ability to break down that knowledge in 

a way that everyone can easily understand and absorb.
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Arrangement 159

 � Be brutally honest where required. Oftentimes, company 

leaders approach the strategic process with preconceived 

notions. Consequently you may be inclined to present a strategy 

that you think your bosses would want to pursue but that really 

doesn’t support the baseline information that you’ve gathered. 

Or, perhaps more commonly, you’ll present a result that doesn’t 

match your story but that does match the result your executives 

have asked you to produce. This is dangerous thinking in terms 

of strategic planning. If your company has absolute targets that 

must be met, then by all means you should put a strategy in 

place to meet them. But be sure to outline the true resources and 

investments that will be required to implement that strategy.  

Or be sure to show the true result that will be achieved without 

them. In short, make sure that the ending matches the story and 

that the entire thing is believable from beginning to end.

 � End with the ending. When putting together your strategic 

story, never put your anticipated financial results at the begin-

ning of your story. Follow the strategic arc: start with where 

you are today, set up the problem, reveal your solution, tell 

people how much it will cost, and then end with how much 

they’ll get in return. If you lead with the results—or, worse, the 

costs—your audience will be much more likely to start asking 

you for details that will inevitably be covered later in your 

story. You’ll then be forced to share information out of order 

and without the impact that your story is designed to give. 

Leave the idea of an executive summary for your term paper. 

Your strategic presentation needs to tell a story, and telling 

that story in the right order will be critical to its success.

Now that you’ve put all of your strategic elements together in a 

way that can be easily communicated, understood, and remembered, 

there is still one more element that can be added to help bring your 

story to life in a way that nobody will ever forget: the oft-referenced 

sixth story element of style.

ENHANCING YOUR STRATEGIC STORY

Style is the way in which a story is told. This includes the tone that 

is used, the rhythm, the grammar, the sentence structure, the point 

of view, and any other number of elusive elements that help to drive 
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160 Creative Strategy Generation

a story in support of its plot. In terms of our strategic story, the style 

will serve to enhance the impact of your story—both when you go to 

present your strategy and when you go to implement it. So let’s take 

a little time to find out what some of these stylistic elements might 

consist of.

First, on the musical side—just to set the stage. The style of a 

song will be dictated by the way it is executed. If, for example, you 

take a song and apply different instruments, rhythms, or harmo-

nies to it, you’ll get a completely different emotional effect. Many 

examples of this can be found in the remix versions of popular songs 

where slow, heartfelt ballads have been turned into driving, energetic 

dance songs just by altering the rhythm and adding some selective 

electronic instrumentation.

Your strategic story will be affected by similar stylistic elements  

or enhancements that can also serve to alter the entire feel of, and 

ensuing response to, your strategic plan. Because your style can 

include any number of subtleties, let’s just focus on the three that will 

likely have the greatest effect. They are tone, energy, and harmony.

Tone

In a literal sense, tone refers to the quality of a sound, which in and 

of itself is nearly impossible to define. So we do so by relating it  

to something that we can define—more specifically, how a certain 

tone makes us feel. A sweet tone makes us feel happy, a soothing tone  

makes us feel calm, a harsh tone makes us feel uncomfortable,  

and an angry tone makes us feel mad. In music, the type of instru-

mentation that you use will have a direct effect on the tonal qual-

ities of a song and consequently on the feelings that it imparts to  

its listeners.

Music most likely takes its cues from human speech pat-

terns. A sweet musical tone is thought to sound that way to our 

ears because when a human being is feeling happy the tonal quali-

ties in his or her voice take on similar characteristics to that which  

we consider to be pleasant sounding. These qualities are then 

mimicked in music, and we relate to them accordingly. Other emo-

tional sounds likely follow similar connections to human speech.6 

Whatever the relationship to music, one thing is clear: how we feel 

about something will have a direct effect on the tone of our voice, 
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Arrangement 161

and the tone of our voice will in turn have a direct effect on how we 

make other people feel.

Because of this correlation between expression and impact, the 

term tone has been expanded to other applications. For example,  

I am writing this paragraph using a certain tone. If I change the phras-

ing and punctuation of my sentences, that will have a direct effect on 

the tone that you interpret:

 � How do you feel?

 � How are you feeling?

 � How do you feel now?!

 � Are you feeling OK?

All of these sentences are asking the exact same question. 

However, each one is written using a different tone. By changing the 

phrasing, punctuation, and sentence structure, I go from an inquisi-

tive tone, to a concerned tone, to an angry tone, to a casual tone. 

You are only able to interpret this because my written word is a 

representation of my spoken word. So, you are “speaking” my words 

in your head as you read the sentences and, depending on how  

I write each phrase, you translate my written words into tonal speech 

qualities that each make you feel differently about the question I am 

asking you.

So tone begins with sound, which originates from speech, which 

can be represented in words.

But there is another form of tone that cannot be ignored: your 

body language. Like the tonal qualities of your voice, the expres-

sions you make with your physical body will be a direct reflection of  

how you feel and how you are likely to make others feel as a result. 

When we are angry, our faces become stiff and intimidating, our 

bodies stand upright in a show of strength, and our muscles become 

tense so that we can best defend ourselves against a possible counter-

attack. Similarly, if we are happy, our bodies are loose, relaxed, and 

approachable, evoking a demeanor that others will immediately be 

drawn to. And if we are excited we become aggressively nonthreaten-

ing, remaining flexible and vulnerable yet still ready to spring into 

action should the chance immediately present itself.

Albert Mehrabian, a professor emeritus at UCLA, published  

two separate studies in 1967 that have since come to form the 
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162 Creative Strategy Generation

“7-38-55 rule.” This says that one person’s interpretation of another 

person’s feelings is essentially determined by the following:

 � 7 percent words

 � 38 percent tone of voice

 � 55 percent body language7

Translating this to our discussion, how we receive another per-

son’s verbal message would theoretically be 93 percent determined by 

a combination of both their audio tone and their visual tone. Whether 

or not such exact percentages can be so broadly applied, the key point 

here is that the way in which we interpret a message will be dictated by 

the way we feel about that message. And the way we feel about a mes-

sage will be dictated by the way the communicator of that message feels, 

which ultimately will be reflected in both his audio and visual tone.

So what, then, is the secret to adjusting your tone? Simply put, 

your tone cannot be faked, and it cannot be hidden, neither in music 

nor in strategy. How you feel will be reflected in your story. There 

is absolutely nothing you can do about that. What you can do, how-

ever, is make sure that you feel the same way about your strategy that 

you want others to feel about it. And you can do that by reviewing 

the section in Chapter 1 on Artistry. Make sure that you have found 

your passion in your strategy; if you haven’t, then keep working  

on your strategy until you do.

Whatever you feel, your audience will feel as well. And when 

members of the audience say that you’re passionate about your 

 product or business, you’ll know that you’re setting the right tone.

Energy

If tone is your instrumentation, than energy is your rhythm. The same 

melody played at two different tempos or underscored by two  different 

drumbeats will have completely different emotional impacts, just as 

in the remix example mentioned earlier. In the case of your strategy, 

the rhythm of your story will be set by your energy level.

You may be thinking that I’m going to tell you to always main-

tain a high energy level. Not true. It is true that your energy level will 

be infectious, and if your high energy is a high positive energy, then 

this is certainly the ideal situation. But I have seen plenty of examples 

of negative high energy as well. Such energy can manifest itself in the 
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form of panic, anxiety, overt aggression, or even being overly come-

dic in a situation in which that behavior might not be appropriate.

Every strategy will call for a different approach and a different 

energy level. It will be up to you to find the right balance for your par-

ticular situation. Although high positive energy is usually preferable, 

there may be situations that call for lower energy levels. Such might 

be the case if you are presenting in a more formal or an appropriately 

somber setting, or if you want to convey a feeling of calm, controlled 

professionalism.

The best advice I can give you is to make sure you are passionate 

about your strategy, know what rhythm you want to set, and then be 

constantly aware of how your energy is affecting that rhythm. If any 

of those things are out of alignment, your audience will pick up on it, 

and the effectiveness of your strategic story might be put in jeopardy.

Harmony

In music, harmony is another stylistic element that will help define a 

song’s arrangement and, consequently, how that song will sound and 

feel. Strictly defined, harmony is any combination of musical notes 

played simultaneously, usually in conjunction with the melodies of a 

song. The result is almost always a richer and more powerful sound 

and therefore a richer and more powerful song. But that doesn’t 

always have to be the case.

Without getting too deep into music theory, musical notes are 

nothing more than sound waves traveling at certain frequencies that 

are within the range of our normal hearing. Waves traveling at differ-

ent frequencies will be heard as different pitches. The closer together 

the frequencies are, the harder our ears will have to work in order to 

discern them. So there are ideal spacings between frequencies that 

are more comfortable to our ears than others when two or more dif-

ferent notes are played together. Each unique spacing between fre-

quencies will induce a different musical sound, which will evoke a 

different emotional response. So the key to writing harmony is to 

choose a combination of simultaneously played notes with spacings 

that work together to produce whatever sound or emotion you are 

trying to achieve.

Few hit songs have been successfully produced with one single 

voice and absolutely no other instruments at all. Instead most songs 
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feature different instruments and different voices all collaborating 

together in harmony to produce an overall sound that helps bring the 

song to life.

For your strategy this concept will manifest itself in the form 

of all the other team members with whom you will collaborate to 

implement your plan. In the next chapter, we’ll talk about how you 

will assign specific roles and parts to each of these players in order to 

drive them all toward a common end result. At this point, you need 

to know what kind of accompaniment you’ll need and what types of 

different “instruments” you believe will be required to achieve the 

overall sound and feel of your strategic song.

As with all of our other story elements, these three styles of tone, 

energy, and harmony are inseparable in their mission. All will collec-

tively help to convey your message, and all will affect the impact that 

your story will ultimately have when it is communicated.

THE STORY THAT NEVER ENDS

Writing a book is difficult because you have only one chance to  

tell your story. Once that story is committed to print, it may be  

years before you can update or evolve it based on whatever feed-

back you might receive. The nice thing about your strategic story is  

that you will always have a chance to dynamically evolve it—that is, 

as long as you allow it.

Whenever I enter into a strategic consultancy, I give the same 

disclaimer. I tell my clients that they will love me in the beginning 

of the process, hate me in the middle, and love me again at the end. 

The hate part usually comes right around the time I’m offering feed-

back on a strategic story that a client feels is complete but that I, as 

the audience member, feel needs more work. This is exacerbated 

by the fact that the story usually evolved the way it did because of 

advice that I gave!

The reason this happens is because, just as with a song, you 

never know how a story is going to feel until you hear it. Every story 

has a flow and a dynamic and an impact; all of which will be heav-

ily influenced by the elements we examined throughout this chapter. 

All of the pieces may even come together a little bit differently every 

time you tell your story, and this may continue to happen until you 
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have told it enough times to truly get it right. In short, you need 

to allow yourself the flexibility to let your story continue to evolve.  

I like to say that the process is emotionally iterative, and it really  

is true. There are times you will absolutely hate the process of 

massaging your story. But when you hit the mark and everything  

flows together in just the right way and your story has just the impact 

that you intended, there is no better feeling in the world. (That, by 

the way, is when the client loves me again!)

Once that happens and you have a song that’s ready to be  

performed, it’s time to begin rallying the troops around the parts  

that each of them will play to collectively help bring your song to life. 

In short, it’s time to orchestrate your strategy.
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Finding Your Creativity

You may think that creativity only applies to coming up with inventive, 
new ideas. But there is a big difference between great melodies and great 
songs. So here are some tips to help you find your creativity when you are 
putting all of your strategic ideas together:

 � A piece of art may be unique, but it will only be considered to be 
creative if someone appreciates that uniqueness. To achieve this, 
the artist must find a way to connect to what other people are 
feeling. Your strategic story is no different. Pull yourself away from 
the details and think about the overall purpose of your strategy 
and what you are ultimately trying to achieve. Then think about 
how you can make other people understand that importance by 
connecting it to something that they feel strongly about as well. 
Creativity lives in the  connection between unique and impactful; 
you won’t find it in just one of those alone.

 � There are many creative ways to tell stories—some of which may 
not yet have been conceived. Don’t be afraid to deviate from the 
standard slide presentation that has become the norm for most 
businesses. The use of video, music, props, or other interactive 
forms of media may not be common, but their use can help 
draw your audiences in to your message and leave them with an 
impression that they won’t soon forget.

 � Your strategy not only has to connect to others, it has to connect 
to you as well. Don’t try to put your story together based solely 
on templates or a formula. These can be used as a guide, but, ulti-
mately, every strategy must have its own unique story. Put your 
story together in a way that feels right to you, even if that doesn’t 
follow the exact order that I have suggested here. If your story 
doesn’t flow well for you, it isn’t likely to flow well for anyone else 
either.
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7
ORCHESTRATION

CHAPTER

What You Will Do

 � Assign and guide your resources
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168 Creative Strategy Generation

If arranging is the art of knowing what you want a piece of music  

to sound like, then orchestration is the art of providing directions to 

all of the different instrumentalists so that your desired sound can 

be achieved. For our strategic process, the person who develops the 

strategy will more than likely be the same person who orchestrates 

that strategy. However, the fact that, in music, orchestration is often 

a completely different role certainly speaks to the complexity of the 

task at hand.

Technically speaking, orchestration is defined as the practice of 

writing music for an orchestra, which itself has a fairly strict defini-

tion with regard to the number and types of instruments that it will 

contain. However, the practice of orchestration is not limited to this 

exact configuration of instruments. In fact, the term has come to be 

applied to the practice of writing for whatever instruments the music 

calls for, from large ensembles to small rock bands. More precisely 

than that, orchestration has come to be known (as discussed in the 

previous chapter) as the assigning and writing of musical parts, even 

if some of those parts are not played by a human being. A case in 

point is the practice of computer orchestration where musical parts 

are assigned, written, and then fed into a computer program that 

translates those parts into electronic sounds. This, in fact, is the tech-

nique that I use for much of the music that I compose, since I do not 

have ready access to the New York Philharmonic! So orchestration is 

really about these things:

1. Knowing what the composer’s vision is

2. Choosing what resources will be needed to carry out that 

vision, and assigning roles accordingly

3. Understanding the capabilities and limitations of those 

resources

4. Providing clear directions and guidance so that those 

resources can all work together to achieve the composer’s 

vision

I hope it is clear as to why this analogy applies so perfectly to 

our strategic composition process.

With this backdrop, let’s step through each of these four basic 

steps so that we can better understand this critical concept of bring-

ing together an “orchestra” to help carry out your strategic plan.
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Orchestration 169

KNOWING THE VISION

Although music composing, arranging, and orchestrating are three 

separate tasks, they are not always three separate roles. In prac-

tice, it is perhaps more typical to have a composer/arranger who 

works with a separate orchestrator or a composer who works with a 

 separate arranger/orchestrator. In either case, because two separate 

people will usually be carrying out these three different activities, the 

 meetings that take place between them will be critical to creating an 

overall musical composition and performance that is in line with the 

composer’s original vision.

Perhaps one of the most common of these relationships can be 

found between composers and orchestrators in the world of musi-

cal theater. Musicals tend to be composed and at least partially 

arranged by one individual and then orchestrated by another. This 

allows the composer to focus on the high demands of writing what 

is the equivalent of a modern-day opera, carefully integrating music 

and action to tell an entertaining story to the audience. This process 

generally requires a lot of upfront research, intense collaboration, 

and multiple rewrites as the story is slowly tested, rehearsed, and 

modified for the limitations of what ultimately will be a relatively 

confined space. With all of this activity, musical theater composers, 

more often than not, will require the help of someone who can then 

take their music and bring it to life through an orchestra or ensem-

ble of some shape and size. Many times, at least part of the arranging 

(as we’ve defined it) has already been completed, or at the very least 

contemplated, by the composer. The structure of the songs has been 

determined, the feel and emotion of the songs has been set, and the 

overall sound of the music has more than likely been envisioned. 

This allows the orchestrator to focus on bringing the three stylistic 

elements of tone, energy, and harmony to life through instrumenta-

tion, rhythm, and collaboration.

When working in this way, it is critical that the orchestrator thor-

oughly understands all of these intricacies that are in the composer’s 

mind. This is usually accomplished through a series of meetings and 

working sessions wherein these individuals will closely collaborate 

to ensure that the original intent of the music is translated into the 

sounds that audiences will ultimately hear. Because you will serve in 

both of these roles for your strategic process, it may be helpful for 
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170 Creative Strategy Generation

you to think about how you as a composer/arranger might prepare 

for such a meeting if someone else was orchestrating your strategy.

The first step is just to take mental note of the things you 

 determined in your arrangement:

 � What do you want your strategy to achieve?

 � What is the overall theme of your strategic story?

 � How do you want your strategy to come across?

 � Whom do you think you’ll need help from?

Make sure the answers to these questions are clear in your mind, 

because these are the things you will need to know when choosing 

the resources that will help make all of this come to life.

CHOOSING RESOURCES

The number-one key contributing success factor for your strategy 

will be the people who will help you implement it. I’ve learned some 

difficult lessons throughout my career about trying to do too many 

things on my own and, believe me, every single time that I have  

collaborated with others, the result was better than when I tried to 

do it all by myself.

Collaboration isn’t always easy, but it is almost always more 

rewarding than doing something by yourself—as long as you seek 

to truly understand the people you’re collaborating with. One of the 

reasons that people may find it difficult to collaborate has to do with 

the fact that it takes time, effort, and emotional fortitude, especially 

in the early stages. The time is in finding the right people to collabo-

rate with; the effort is in working with those people to share your 

vision and to gain a common understanding of how you can best col-

laborate together; the emotional fortitude is in the fact that you have 

to accept some level of disagreement and pushback that you wouldn’t 

have otherwise had to deal with. Given all of this, sometimes you may 

feel that it’s just easier to avoid collaborating altogether.

But that would be a bad choice, for several reasons:

 � Collaboration introduces skills and capabilities that you may 

not possess.

 � Collaboration leads to ideas and perspectives that you might 

not otherwise have been aware of.
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Orchestration 171

 � Collaboration simply gives you more human resources to 

work with. This translates into more time and energy that can 

collectively be dedicated to achieving your objectives.

 � Finally, collaboration can be a lot of fun, providing education, 

camaraderie, and another person or persons with whom to 

celebrate your successes.

Viewed through this lens, there are many more reasons to  

collaborate than not. However, those reasons will quickly diminish if 

you choose the wrong people to collaborate with or if you misjudge 

the contributions that each of those people should make.

In a musical environment, every instrument—and every player, 

for that matter—will bring a certain sound to the finished piece. It is 

the orchestrator’s job to know which sound is associated with each 

instrument and to also know how to combine all of these different 

sounds to achieve the desired overall musical effect. This will involve 

having not only a deep understanding of what each instrument brings 

to the party but also an intimate understanding of the overall objec-

tives that you are trying to achieve so that the right instruments can 

be brought into the mix at any given time. In terms of your strat-

egy, this translates into fully understanding what each collaborative 

function does and what each will contribute to achieving the overall 

objectives of your plan.

Fortunately, companies, like orchestras, are all organized in 

similar ways: there are some fairly standardized functions within 

each organization, and for the most part what those functions do is 

also fairly consistent from company to company. Although this is by 

no means an exhaustive list, I will attempt to outline the most com-

mon of these functions, along with what they will more than likely 

contribute to your overall strategic plan.

Product Management

The product management team, if one exists in your company, will 

more than likely be responsible for running the business of your prod-

ucts. As such, this team is usually responsible for product strategy, 

with a product manager acting as the owner of that strategy. Product 

Management usually exists in bigger, more complex organizations 

that have large numbers of products or product portfolios. The goal 
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172 Creative Strategy Generation

of the product management team is to help companies maintain a 

sharp focus on individual products and portfolios within what is usu-

ally a larger matrixed organization. To do this, product managers are 

typically tasked with running their product as if it were its own mini-

business: utilizing shared resources from other departments to act 

as their product business staff. Note that not all companies have a 

separate product management team. Sometimes the marketing team 

maintains ownership of product strategies. Other times, particularly 

in small to midsized companies, the product business is led directly 

by the general manager or by a similar business unit leader. Whatever 

the structure, when I refer to the product management team, I am 

referring to whichever team owns the product strategy.

Marketing

Marketing generally has two components: an inbound portion 

and an outbound portion. Inbound marketing involves gathering  

information on what is happening in the marketplace, including 

customer, competitor, and industry insights. If it exists as a sepa-

rate function, the inbound marketing team will serve as a critical 

resource to the strategic composer throughout the preparation 

phase. Outbound marketing most often involves the promotion por-

tion of the marketing mix. Many marketing teams, however, have 

some level of responsibility for price and place as well (if prod-

uct is handled by a separate team, as noted earlier). As such, out-

bound marketing teams play key roles in helping determine and  

implement many of the specific actions that will support the Go-to-

Market Plan.

Sales

The sales team is primarily responsible for convincing someone 

to buy your products or to utilize your company’s services. If it is 

Marketing’s job to broadly let prospective customers know a product 

exists, it is the job of Sales to follow up with these prospects (often 

called “leads”) on an individual basis and turn them into paying cus-

tomers. From the standpoint of the strategic process, the sales team 

will usually represent a company’s front line. As such, members of 

this team will typically provide critical inputs throughout the stra-

tegic process as to which actions can feasibly be taken to achieve a 
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Orchestration 173

desired strategic result, based on their vast experience of what may 

or may not have worked in the past.

NOTE: The traditional model of Sales and Marketing is changing. 

The model that many of us are familiar with is that the marketing 

team is responsible for mass-messaging to large numbers of people, 

mostly through some form of advertising or promotion, and the sales 

team is responsible for one-on-one follow-up and interaction with 

customers who are attracted to those promotions. Today,  people are 

communicating differently. With the advent of social media and the 

Internet, the line between mass messaging and personal interaction 

is becoming blurrier by the day. That’s not to say that both func-

tions aren’t still required, but it does mean that, in some instances, 

Sales and Marketing are more and more becoming less and less two 

separate entities.

Operations

Traditionally, the operations team is responsible for manufacturing 

your product. But this team can take many forms, depending on what 

type of product or service you are trying to bring to market. If it is a 

manufactured product, this team will consist of your manufacturing 

plants, as well as your supply chain and logistical functions. If your 

product is a service, your operations team will consist of the people 

who are actually responsible for providing whatever service you are 

offering. In addition to the obvious implementation aspects of this 

function, your operations team can also provide key inputs to your 

strategy regarding any additional investments that may be required to 

support existing capabilities or resources. One of the most important 

considerations when working with Operations is to ensure that the 

functional goals and objectives of this team are firmly aligned with 

your strategic goals and objectives. Oftentimes, operations teams will 

be concerned with supplying a product or service at the lowest pos-

sible cost. The key word here is possible, implying that there is a limit 

to how low that cost should actually be. For example, will the cost be 

limited only by the technical specifications of a product, or are there 

other considerations, such as service, support, delivery, quality, cus-

tomization, or breadth of portfolio that will need to be strategically 

maintained? These are some of the alignment issues that typically have 

to be sorted out between the strategy owner and the operations team.
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174 Creative Strategy Generation

Engineering

Engineering can have many facets. I have seen this term applied to 

research, development, technical support, field engineering, applica-

tions engineering, industrial engineering, and any number of other 

technical disciplines. Many of these roles may even fall into one of the 

other functional categories that I am presenting in this section. From 

the standpoint of our strategic process, my definition of Engineering 

is the team that takes a product idea and turns it into something that 

can be sold to a customer. As such, this team will have a lot to say 

about what can and cannot be feasibly developed, as well as how 

much money will be required to produce and maintain your product. 

Engineering will also be instrumental in carrying out your product 

action plan, in that the product management team will define the big 

picture of what you want to achieve (turning their product roadmaps 

into product requirements), while the engineering team will define 

the specific technical specifications for a product that will meet those 

requirements.

Service

Service involves any function that provides support for a product after 

it has been made available to customers. This can include Customer 

Service, Field Service, Technical Support, or even any number of 

contracted repair centers or other service providers. Service teams 

will usually be involved in the implementation of your strategy, and 

because of that they must be perfectly aligned with whatever mes-

sage you want the marketplace to receive about your product. Service 

teams will also be able to contribute valuable information about any 

service-related investments that may be needed to support your plan.

Support (Internal)

No strategic plan will be successful without drawing upon the 

 expertise of internal support functions. The main purpose of internal 

support teams, from the standpoint of our strategic process, will be 

to provide key expertise that the strategy owner might not otherwise 

possess. In this way, these functions will act as consultants for your 

plan but will also be instrumental in implementing your plan from the 

standpoint of both supporting whatever unexpected situations might 
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Orchestration 175

arise, as well as helping you track the success of your plan. These are 

the most common internal support functions that you will draw upon:

 � Finance. Provides guidance on your company’s overall fidu-

ciary responsibilities and objectives, as well as key informa-

tion on how all of the financial aspects of your plan (revenue, 

costs, expenses, investments) will come together to achieve 

your objectives

 � Human Resources (HR). Provides guidance related to the 

human skills and capabilities that exist in your company and 

what, if any, additional skills, training, or personnel might be 

required to implement your plan

 � Legal. Provides guidance on compliance issues, patent issues, 

and any other legal implications that could affect your plan, 

as well as ongoing support for any unexpected legal issues 

that might arise throughout your implementation stage

Information Technology

The information technology (IT) team primarily manages the tech-

nology that is used to run a company’s business. Traditionally, this 

function has focused on the systems that served as part of a  company’s 

internal technology infrastructure. With the explosion of technology 

that has occurred in recent years, however, this  infrastructure has 

expanded into all of the systems, devices, and software that drive 

every employee’s job function, as well as many of the systems, pro-

grams, or apps that are used by a company’s external customers. All 

of these are considered products—some internal, and some external. 

Therefore, it is not uncommon for people in IT departments to serve 

in one (or more) of the following four roles:

 � Internal Product Management. If they are developing a 

strategy for a technology used by internal employees

 � Engineering. If they are developing a product that will be 

used by external customers

 � Service. If they are providing support for a technology used 

by external customers

 � Support. If they are providing support for a technology used 

by internal employees
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176 Creative Strategy Generation

Because of these complexities, it is not uncommon for IT 

departments to be both very large and also to be split by, at the very 

least, an internal and an external component in order to perform any 

or all of the above roles.

Remember, every musical composition needs to have a certain sound. 

The composer has a vision of what this sound needs to be based on 

the overall feeling that the song needs to convey—which itself is 

based on the inspiration, the genre, the idea, and the arrangement 

for that song. The orchestrator’s job, then, is to choose the right mix 

of instruments to achieve that sound.

Now that we know what each instrument in our strategic 

orchestra does, we need to know how to balance those instruments 

in order to achieve the sound we’re looking for. To do this, we need 

to consider not only which functions to draw from but also how to 

position those functions with respect to one another.

Assigning Roles

When choosing the parts that my strategic orchestra will play, I like 

to assign each team to one of the following four roles (listed in order 

of strategic influence):

 � Leaders. These are the people who will help to lead and 

 oversee the strategy.

 � Drivers. These are the people who will mainly be responsible 

for implementing the strategy in the marketplace.

 � Supporters. These are the people who will provide critical 

deliverables to the strategy.

 � Accentuators. These are the people who will enhance the 

effectiveness of the strategic implementation.

These four roles—which make up my LADS model (Leaders, 

Accentuators, Drivers, Supporters)—may also be accompanied by a 

singular owner role that will be occupied by the person who owns the 

strategy from beginning to end. This strategy owner might be a prod-

uct manager, a general manager, or even a CEO, but this role will always 

be held by an individual rather than a team or function. The owner is 

the person who is ultimately responsible for both developing and car-

rying out the strategy, so, in most cases, it is probably going to be you!
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Orchestration 177

The role that each team or function will perform should be 

aligned with the overall intent of the strategy. Going back to our stra-

tegic melodies, if, for example, you are pursuing a market-focused 

strategy with new products in new markets, the role assignments 

might look like this:

 � Leaders. Product Management

 � Drivers. Sales, Marketing

 � Supporters. Operations, Engineering

 � Accentuators. Service, Support

A strategy based on maintaining a cost leadership position with 

existing products in existing markets, on the other hand, might look 

something like this:

 � Leaders. Product Management

 � Drivers. Operations, Engineering

 � Supporters. Sales, Marketing

 � Accentuators. Service, Support

This is really just a type of responsibility assignment matrix, not 

unlike the commonly used RACI analysis (Responsible, Accountable, 

Consulted, Informed), or the expanded RASCI (which adds Support) or 

CAIRO (which adds Omitted) models.1 The LADS model that I am 

proposing is more applicable to teams, and so it is a very effective 

way to guide how each function will contribute to the overall imple-

mentation of your strategy.

The only reason for assigning roles in this way is so you can have 

a clear idea of what you, as the strategy owner, will need from each 

team as you work toward your production phase. This will also help 

define how you should interact with each one (and how they should 

interact with each other) as the strategic implementation unfolds.  

In my experience, this is a critical step in ensuring that each team 

works together harmoniously toward a common end goal.

Once you have determined what instruments your orchestra 

will consist of and what roles each will play, it’s helpful to draw a 

quick map so that everyone will always remain aligned as the strategy 

is being implemented. To do this, I like to think again in terms of a 

standard orchestra layout, where usually the conductor is front and 

center, the high strings (the drivers of the melody) are to the left, the 
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178 Creative Strategy Generation

low strings (the supporters of the melody) are to the right, and the 

woodwinds, brass, and percussion (the accentuators of the melody) 

are down the middle. This layout varies slightly from orchestra to 

orchestra, but usually the idea is to have melody to the left, backbone 

to the right, and highlights down the middle.

Without being overly literal, I like to use this same basic guide 

to lay out the map of my strategic team, adding the role of leaders 

directly in front of, and as a virtual extension of, the conductor or 

owner. To do this, I follow the template shown in Figure 7.1.

It may seem odd to lay out your strategic team in the form of an 

orchestra, but let me give you one truly compelling reason to consider 

this approach. The reason that an orchestra is laid out in a semicircle 

is so that all of the players can see one another while still remaining 

focused on the overall vision and direction that is being communi-

cated by the conductor. So each section has its own role, but each 

role must also rely on all of the other roles, as well as the conductor, 

in order to come together to create music. If you have ever heard an 

orchestra (or any other musical group) that is out of alignment, you’ll 

recall that it is an absolute catastrophe to listen to. In rock music, 

there is perhaps no greater compliment than to say that a band sounds 

“tight.” Roughly translated, you’re saying that the band is completely 

F I G U R E  7.1

Strategic Orchestra Map
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aligned, all working together toward a common goal. And even if that 

goal is not your particular cup of tea, you’ll still acknowledge that they 

sound great together.

If you work for a large company, you’ve probably heard of  

(or experienced) organizational silos—usually within a negative con-

text. This is when individual functions become more concerned with 

serving their own goals and objectives over those of the company as a 

whole. In reality, if a company tried to operate without any silos at all, it 

may lack form, structure, or functional purpose. But if organizational 

silos become too strong, they can prevent internal departments from 

all working together toward a common overall vision. Laying out 

your strategic implementation team in the shape of an orchestra, if 

only symbolically, may be the first step toward striking just the right 

balance between these two extremes.

Taking this one step further, once you’ve assigned your strategic 

roles, you can begin to draw your map by filling in the team names 

and physically arranging them with respect to the other teams with 

whom they will most closely need to work. Applying the roles that 

we might establish for a differentiated new product strategy, we can 

arrange our map as shown in Figure 7.2.

This is just one of many possible configurations. It will be  

your job as the strategic orchestrator to choose your orchestra,  

F I G U R E  7.2

Strategic Orchestra Map Example
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assign their roles, and lay them out according to the needs of your 

particular strategic plan. Doing so will help clear the path for a cohe-

sive strategic implementation team that has only one thing in mind: 

working together to achieve the vision, goals, and objectives of your 

strategic plan.

UNDERSTANDING YOUR RESOURCES

Now that you’ve chosen your resources and laid them out accord-

ing to your strategy, it is important that you take some time to fully 

understand the true capabilities of those resources before you go 

about the task of orchestrating your plan.

When writing for an orchestra, the orchestrator must deeply 

understand the range of each instrument that he or she is writing 

for. Every instrument has a certain range of notes that it can play, 

which may also vary somewhat based on the level of skill that each 

individual player has. This means that all of the instruments must 

work together to produce the full range of notes and sounds that will 

be required by any given piece of music. Knowing how and when to 

combine these different parts will be one of the keys to an orchestra-

tor’s success.

In addition to note range, the orchestrator must also be keenly 

aware of how each instrument is capable of being played. For example, 

a player’s hands can only move so swiftly from one note to another 

on any given instrument, and each instrument has different capabili-

ties in this regard. This has to do not only with the agility with which 

a player can manipulate the instrument but also with the physical 

spacing of notes on some instruments versus others. So all of these 

elements must be carefully considered.

I remember my first attempt at writing for a string quartet.  

I wrote the entire piece digitally, using the sounds of violins, cellos, 

and violas but without having any practical knowledge of whether or 

not these actual instruments could ever really play what I was writ-

ing. Later, when I asked members of a real string quartet if they could 

realistically perform the piece, they informed me, as nicely as they 

could, that it would be absolutely impossible to play! It wasn’t until  

I dutifully learned all of the ranges and capabilities for the instru-

ments for which I was writing that I could produce a piece of music 

that could actually be played.
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Orchestration 181

The point is that you absolutely have to understand the ranges 

of the teams that you are leading through the strategic process if you 

want to have any chance of orchestrating a plan that can be effec-

tively implemented. The best way to do that is to talk to them, meet 

with them, communicate with them, and bring them in on your plan. 

For very large teams, this can be done through the team leaders. For 

smaller teams, you may be able to manage this knowledge transfer 

yourself. Whatever the case, this is a critical step that absolutely can-

not be overlooked, because if you give directions to a team that they 

either can’t follow or can’t perform, they won’t always come back to 

correct you. More often than not, they just won’t do whatever it is 

that you’re asking them to do.

So what happens if your plan requires capabilities that your 

team simply doesn’t possess? This is when you have to invest.

Unfortunately I have seen many strategic plans that simply don’t 

consider whether or not a company possesses the capabilities needed 

to execute it. Companies have great ideas and high aspirations, but 

they don’t always want to admit when they aren’t capable of doing 

something.

I remember working with a company that was deep into the 

implementation stage of a strategy to provide electronic devices for a 

specific industrial application. This company sold mechanical com-

ponents in this particular market; in fact, it was one of the share 

leaders in this space. Being intimately familiar with this market, they 

rightly identified a need for electronic devices that would be used in 

conjunction with some of their mechanical products. As it turned 

out, other electronic device manufacturers had all but ignored this 

market, leaving an open opportunity for somebody else to provide a 

solution to a very real market problem. All the stars were aligned, so 

this company forged ahead with its strategic plan.

On paper everything looked perfect. The company had planned 

to outsource much of the development and manufacturing of the 

product, keeping ongoing fixed costs low. The market share pro-

jections were fabulous, the margins looked very attractive, and the 

expected return on investment was nearly double what the company 

was getting from any of its other investments. And none of this was 

smoke and mirrors. This company had done its homework and really 

had a good plan on its hands. Throughout the process, strategic plan-

ners and implementers did everything right. They had a great story, 
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182 Creative Strategy Generation

had assembled all the right people, and they were able to rally their 

teams collectively around their common strategic goal. The product 

was developed on time, released to the marketplace, and outpaced all 

projections in a very short period of time.

But, unfortunately, they weren’t able to brag about all of this 

success. The reason is that, several years into the implementation, 

something had gone terribly wrong. A quality problem with the sup-

plier had, almost overnight, caused mass quantities of these electronic 

devices to fail. The problem with the product itself was bad enough, 

but this issue was also starting to affect the leading share position the 

company had with its mechanical products.

In the end, it was decided to kill the electronic device product 

and shut the line down. But that’s not the part of the story I’m try-

ing to tell. The important part of this particular story had to do with 

the root cause of the problem. Way back in the strategic planning  

process, through all of the celebration of this hidden gem of an 

opportunity that they had found, people missed something. They 

failed to consider their own capabilities. They knew that they could 

neither develop nor manufacture electronic devices without a lot of 

investment. So they rightly decided to outsource these capabilities. 

This, as it turns out, was a good decision and helped to keep upfront 

investment costs low. What wasn’t such a good decision, however, 

was the failure to recognize the need for a sustainable infrastructure 

to support and service the product after it was released. Had they 

factored this into their strategy, the additional ongoing expenses 

would likely have resulted in an unprofitable plan or at best a lon-

ger payback period than they were willing to accept. They knew the  

market, they understood the need, but they failed to understand 

their own capabilities. Therefore, the strategy failed as well.

This particular story helps to outline a critical point. Yes,  

sometimes companies actively mislead themselves about the true 

investment that will be required to fully implement a plan with an 

otherwise attractive return. But many times companies just over-

look their own weaknesses. It’s difficult for any of us to admit that 

we might not be able to accomplish something with the capabilities 

that we currently possess, particularly when we’re excited about the 

end goal. And, believe me, I’m the first person to say that anything is  

possible. But you’ll never hear me say that anything is possible for 

free. That just wouldn’t be realistic.
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Now is the time for you, as the strategic composer and orchestra-

tor, to take a good, hard look at your own internal resources—be they 

people, systems, knowledge, or infrastructure—and compare your 

capabilities to whatever will truly be required to meet your strategic 

objectives. If there is a gap, you can take one of two directions: you 

can account for the investment or you can change your strategy. That’s 

it. But now is the time to make that choice.

When everything lines up and the strategy still makes sense, 

now you’re ready to start providing direction to the orchestra.

PROVIDING DIRECTION

Returning to the music analogy, once all of the instruments have 

been chosen and the capabilities are well understood, the final step 

in the orchestration process will be to provide directions for each of 

the instruments in the form of a notated musical score. This score 

will typically include a written part or parts for each instrument 

type, with every musical direction meticulously notated, from notes 

to rhythms, to volume changes, and sometimes right down to the  

expression with which each note should be played. In this way,  

the score takes a composer’s structured song and ensures that just 

about any group of instrumentalists can put that song into action 

exactly as the orchestrator intended. This level of detail is typical for 

classical music, musical theater, or any style of music that is intended 

to be played the same way by multiple different instrumentalists at 

multiple different times.

Other styles of music, on the other hand, tend to be much more 

dynamic. Orchestrations for jazz or rock music, for example, may be 

less specific than for other genres, and in some cases may not even  

be written out at all. These musical performances rely much more 

heavily on the individual skills of each musician, as well as the 

dynamic interplay between them. So orchestration in these situations 

often happens in real time as the performance evolves. Sometimes 

the entire compositional process is a collective one, with more than 

one performer developing not only the orchestrations but also the 

melodies and songs themselves. In these cases, the formal notation of 

each and every orchestration may be unnecessary because the same 

resources will be composing, arranging, and orchestrating all at the 

same time.
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In business I find that the majority of situations will call for an 

approach that is somewhere in the middle of these two extremes. 

What this means is that as you begin to turn your strategies into 

actions, it will be up to the teams who are helping to implement the 

plan to also help design the specific actions that will ultimately drive 

that plan. Not only is this evolution encouraged, it is required. In 

most large organizations, once the strategy goes into the implemen-

tation stage, strategy owners simply cannot manage every aspect of 

continuously adjusting and readjusting every single action by them-

selves. If they try, they will almost certainly sacrifice the company’s 

ability to act and react quickly in the marketplace.

One of the mistakes that I often see strategists make is that 

they feel they need to single-handedly develop not only their high-

level strategies but also the more granular tactics that go along with 

those strategies. The whole point of developing the Go-to-Market 

Plan is to provide high-level strategic direction for each of the mar-

keting mix elements. Doing so will allow you to provide crisp and 

well- communicated guidance for almost any action that will be taken 

while still allowing your action plans to evolve over time as market 

and competitive conditions change. Remember, you have to think like 

a chess player. Every single move is not going to be strictly mapped 

out. Instead, your strategy should allow for any number of different 

moves to be chosen as situations present themselves. The faster you 

can adapt, the more effective your overall strategy will be. Calling 

upon your team to help dynamically develop your tactics will allow 

for this level of strategic agility.

Following this model will provide you with these key benefits:

 � You will gain access to ground-level skills and expertise that 

you yourself may not possess.

 � Your team will buy in on your strategy because they will feel 

like they have some part in creating it.

 � The company decision makers and stakeholders will have 

more confidence in your strategy once they see that your team 

also supports it.

 � The entire team will feel they have collective ownership of the 

strategy, which also means they will take accountability for 

making sure the strategic results are achieved.
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Orchestration 185

Against this backdrop, your role in the orchestration process will 

be to both understand and enable resources by providing whatever high-

level direction they may need in order to help carry out your strategy. 

To do this, your role must begin to shift from orchestrator to orchestra 

conductor as your strategy moves into the implementation stage.

Bringing our analogy full circle, let’s explore what some of these 

strategic orchestrations, or actions, might look like in relation to the 

high-level guidance that was provided in your Go-to-Market Plan:

 � Product actions. Specific features, function, aesthetics, pack-

aging, manuals, service, support, versions, releases, and so on, 

including the timing and availability of each

 � Pricing actions. Specific pricing, timing, variations, competi-

tive positions, bundling, discounts, rebates, pricing promotions, 

and so on

 � Promotion actions. Specific messages, campaigns, mediums 

(radio, television, billboard, print ads, social media, viral videos), 

branding, and so on

 � Place actions. Specific geographies, partners, methodologies 

(online, telephone, physical distribution, retail), exclusivity, 

programs, and so on

There are many more actions that could be conceived, but these 

categories should provide some idea as to the types of actions that 

your orchestra will help you not only carry out but also create. And 

this will be made possible by the context provided in your strate-

gic melodies and Go-to-Market Plan, supported by the guidance you 

will continue to provide as you conduct the orchestra throughout the 

implementation phase.

Depending on the type of strategy you are putting together, you 

may or may not decide to put these actions to paper. Again, this deci-

sion will be based on how much flexibility you want to give your team, 

which will likely be based on factors such as how big that team is, how 

dynamic your strategy needs to be, and how quickly your team needs 

to be able to move. As mentioned earlier, you can choose to notate 

every action up front, as in classical music, or you can allow team 

members to dynamically develop their own actions around the frame-

work of a higher-level plan, as in jazz music. My personal preference 

is to work somewhere in between these two extremes.

D
ow

nloaded by [ B
ank for A

griculture and A
gricultural C

ooperatives 202.94.73.131] at [12/20/15]. C
opyright ©

 M
cG

raw
-H

ill G
lobal E

ducation H
oldings, L

L
C

. N
ot to be redistributed or m

odified in any w
ay w

ithout perm
ission.



186 Creative Strategy Generation

To capture this I like to produce what I call a strategic score. This 

is a high-level summary of each action (orchestration) as it relates to 

each Go-to-Market Plan element, the time frame (tempo) for complet-

ing each element, and the functions (instruments) that will ultimately 

be responsible for performing each action. For an example of what this 

strategic score might look like, see Figure 7.3.

Keep in mind that this particular tool is meant only to provide 

the key actions that will be required by your strategy. This allows 

F I G U R E  7.3

The Strategic Score
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Orchestration 187

team members to also develop their own actions along the way, as 

long as those actions are in line with the strategic intent of your plan. 

In music, this is referred to as improvisation, or the act of creat-

ing music spontaneously, while still working within a given set of 

boundaries. This technique often results in some of the most unique, 

inventive, and successful music ever performed, and it is highly rec-

ommended for at least some portion of your strategic composition 

as well.

In the end, it will be up to you, as the strategic orchestrator, 

to communicate your score to the teams. And if everything goes 

as planned, it will be up to you, as the strategy owner, to conduct 

your orchestra through the final phase of your strategic process as 

well. Your strategy will be nothing more than a dream until you turn 

it into a performance. It’s time, now, to put your strategy into full 

production.
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188 Creative Strategy Generation

Finding Your Creativity

Orchestrating the same piece of music in different ways will produce very 
different results. The same can be said of your strategic orchestrations. 
Here, then, are some tips to help you find your creativity as you prepare 
to orchestrate your strategy:

 � When orchestrating a piece of music, a good orchestrator  
will only utilize those instruments that will add value to the over-
all sound, style, and message that he or she is trying to communi-
cate. Why, then, should it be any different for corporate strategies? 
Don’t feel as though every function in your company needs to be 
involved in the execution of every strategy you compose. Doing 
so may lead to overlapping team members all competing for the 
same parts. Creative strategic orchestration can be most effec-
tively achieved by streamlining your ensemble to fit the purpose 
of your plan.

 � The typical departmental roles that I’ve described in this chapter 
may be the de facto standard for most organizations, but they 
aren’t the only options that exist. Stringed instruments that are 
plucked instead of strummed or bowed take on a more percus-
sive quality, thereby changing their traditional roles. Similarly, 
when keyboards were invented that could effectively mimic other 
instruments by way of digital sampling, entirely new creative pos-
sibilities were opened up to composers and orchestrators alike. 
Challenging the traditional roles of standard company functions 
might just have a similar effect.

 � Always see the orchestration of your strategy as part of the  
creative process. It’s not enough to have ideas; you’ll also need to 
execute those ideas in a meaningful and impactful way. Toward 
that end, the more you choose to collaborate with the targeted 
teams and functions that can help you achieve your vision, goals, 
and objectives, the better chance you’ll have of being able to 
implement your strategy in an exciting new way. Draw upon 
those teams as you orchestrate your strategy, and they will help 
you forge your creative path.
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8
PRODUCTION

CHAPTER

What You Will Do

 � Implement your strategy
 � Measure the results

D
ow

nloaded by [ B
ank for A

griculture and A
gricultural C

ooperatives 202.94.73.131] at [12/20/15]. C
opyright ©

 M
cG

raw
-H

ill G
lobal E

ducation H
oldings, L

L
C

. N
ot to be redistributed or m

odified in any w
ay w

ithout perm
ission.



190 Creative Strategy Generation

A producer is perhaps one of the most misunderstood roles in the 

entertainment industry, which is interesting because this is the only 

industry I know of that actually uses this term. I think the confusion 

stems from the tendency to associate a producer with “someone who 

produces something.” In fact, that’s not exactly how the term, as we 

know it today, is usually applied. What a producer actually does is to 

ensure that a production takes place. In very broad terms, the person 

in that role is responsible for taking an idea for a production, ensur-

ing that financing is available, lining up resources, managing sched-

ules and budgets, overseeing all aspects of the actual production, and 

having the final say when creative decisions have to be made along 

the way. If you believe that, as the owner of your strategy, you will 

have similar responsibilities when your plan goes into production, 

then you are definitely in the right frame of mind!

Different industries within the entertainment business each have 

slightly different definitions of what a producer does, ranging from hav-

ing mostly financial and business responsibilities to overseeing more 

of the creative decisions. There are also different levels of producers 

that might focus on slightly different aspects of a given production. An 

executive producer, for example, might deal with more of the business-

related issues, whereas other types of producers (associate producers, 

supervising producers, line producers, co-producers, and so on) might 

handle other, perhaps more creative parts of the production.

All of these producer roles, in one way or another, are consid-

ered to be general managers over one or more aspects of a produc-

tion. In this way, the role of a producer will encompass some level of 

leadership, business, and creative/visionary responsibilities.

It should come as no surprise that the implementation of your 

strategy will be the equivalent of your strategic production—that is, 

you will be taking a creative vision and turning it into a reality. It 

should also come as no surprise that your role at this point in the 

process will be much like that of a producer. As such, you will be 

overseeing all aspects of your strategic production, ensuring that all 

of the different implementation pieces come together in line with 

your original vision.

As the process shifts from orchestration to production, there 

are three main steps that you will have to take in order to bring your 

idea to life:
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1. You need to convince investors and stakeholders that your 

strategic plan is worth pursuing. For this, you’ll need to know 

who those stakeholders are, and you’ll need to persuade them 

to commit their hard-earned time, money, and resources to 

your plan.

2. You need to perform. To do this, just like the conductor of an 

orchestra, you will need to take the stage, inspire your team, 

and passionately lead the implementation of your strategy.

3. You need to track and measure the results and make adjust-

ments as necessary. This will require a firm understanding 

of your overall objectives, a keen eye on the performance of 

your plan, and acceptance of a level of accountability that 

reaches beyond any official position that you may have within 

your company.

With this agreed, let’s explore each of these three areas more 

closely as we work toward bringing our strategic composition to life. 

In summary, they are:

1. Convincing investors

2. Performing

3. Measuring results

CONVINCING INVESTORS

If you’ve made it this far in the process, you should have a strategy 

that both you and your future implementation teams truly believe in. 

Your challenge now will be to convince your strategic stakeholders to 

believe in it too.

You may be in a position to finance your strategy yourself. But 

more often than not, the ability to implement your plan will be con-

tingent upon your company or some outside investors supporting 

and financing your plan. This could come in the form of a one-time 

investment, such as a bank loan or an angel investor or, as in the 

case of larger companies, in the form of a general commitment of 

both money and resources over a long period of time. In this latter 

(and more common) case, getting buy-in on your strategic plan does 

not mean that every subsequent business case related to your plan 

will automatically be accepted. There is a much higher probability, 
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192 Creative Strategy Generation

however, that these future business cases will be funded if they are 

tied back to a fully supported strategy.

In Chapter 6 we examined how to put together your strategic 

story, which culminates in how much the plan will cost and what 

will come as a result. Your investors will likely think of this in terms 

of what is commonly called a return on investment, or ROI. There 

are several different ways to analyze what kind of return any given 

investment will yield. The official calculation looks at how much 

money you make as a percentage of how much you invest. But this 

is not the only way in which returns can be analyzed. For example, 

you can look at how long the investment will take to pay itself back, 

how much money a company will net out of the investment over 

any given period of time, or how a given investment compares to 

other investments that could otherwise have been made with the 

same amount of cash. Although it is unlikely that your investors will  

be thinking in these detailed terms at this stage of the game, they are 

definitely going to be interested in how much they have to give versus 

how much they will ultimately get. And this is the stage where you’ll  

need to translate your strategic story into an actual strategic presen-

tation to help bring it all together for them.

In Part 3 of this book, I provide a compilation of tools that will 

help you master the strategic process that I’ve outlined. Among those 

tools is a guideline for your strategic presentation that will allow your 

story to be told effectively, succinctly, and with the impact required 

to persuade investors to believe in your plan. As you are presenting 

this story to your potential investors, I urge you to keep the follow-

ing key points in mind, based on some of the most common mis-

steps that I have witnessed during this stage. Most of these tips apply 

to people working in large, publicly traded companies, although the 

lessons can be applied to smaller companies and private investment 

arrangements as well:

1. Remember that the financial resources you seek do not always 

belong to the decision makers. Your executives are there to 

represent the interests of the true owners of the company: 

its shareholders. As such, your executives do not have an 

obligation to provide you with funding. Instead, their obliga-

tion is to ensure that the shareholders’ money is wisely spent. 

If your strategy does not get executive support, it is up to 
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you to understand the reason and then work to identify a 

strategy that is more in line with shareholder interests, as  

represented by your executives. Remember, your sharehold-

ers’ money isn’t owed to you; it is up to you to earn the right  

to invest it, and it is up to your executives to retain the right 

to decide who does. Even if you are a small business manager 

applying for a loan, that money does not belong to the loan 

officer. That person is a representative, and it is incumbent 

upon you to fully understand whatever interests they are 

representing.

2. Once you have been given the authority to invest your share-

holders’ money, you need to act as if it is personally yours. 

The reason your executives act as if they own the company’s 

money is because they have been entrusted with taking per-

sonal accountability for how that money is handled, and if they 

fail in that task, they will not be entrusted with it again. You 

need to adopt the same line of thinking for your strategy. If  

you were running a small business (as I currently am), every 

financial decision you make could put your company out of 

business. If you spend your money unwisely, you will not be 

able to pay your employees. That’s a fact. There is no bailout 

plan. The only bailout is to create a better strategy. No matter 

the size of your company, taking that same level of accountabil-

ity and ownership over whatever money is entrusted to you will 

be critical to the success of your strategy.

3. Perhaps most important, your company is investing in both 

your strategy and you—and usually in fairly equal parts. Your 

executives or investors want to know that you believe in your 

idea before they will ever think of taking a chance on it. To 

measure this, they will be analyzing your level of personal 

accountability, observing your passion, and gauging whether 

or not you’ve done all of your homework and truly under-

stand your customers, competitors, and company. Then they 

will be judging your ability to personally lead your strategy, 

keep the implementation team motivated, drive through 

any barriers, and remain truly accountable for achieving the  

results. The shareholders have entrusted their money to 

the executives, and now the executives are entrusting that 
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money to you. If you don’t show your investors that you’re 

unconditionally ready to take on that challenge, their money 

will never change hands, mostly because they don’t believe 

that the customers’ money will change hands in return.

What all of this equates to is one pure and simple rule: you need 

to lead your strategy. You are the general; if you are truly willing to take  

on that role and all of the responsibilities and accountabilities that go 

along with it, then your strategy will be green-lighted. Only then will 

you be ready to perform.

PERFORMING

Chances are, you as the strategy owner will also be the one leading 

the strategic implementation team. More than likely, most of that 

team will not work directly for you. Such is the dilemma of anyone 

who owns a strategic plan. This includes business managers, general 

managers, and even CEOs.

There is a common misconception that just because a person 

sits at the top of an organization, she or he will have no trouble get-

ting things done. This couldn’t be farther from the truth. In fact, it 

might arguably be more difficult to prompt people into action from 

that position because employees may automatically assume they are 

being told what to do, which is in fact exactly the opposite of what 

people generally want. And it is exactly the opposite of what organi-

zational leaders should want to do.

Telling employees what to do rarely results in anything posi-

tive. Think about your own experiences in this regard. Have you ever 

been directed to do something that you didn’t fully understand or 

embrace? Chances are, you did it reluctantly and only to the abso-

lute bare-minimum requirement, or you found a way not to do it at 

all. Neither of these reactions will help a company grow. Instead, a 

true leader needs to inspire people into action, and this can be done 

regardless of structural hierarchies. The idea is to have people work 

not for a person, but for a shared vision. This is the type of environ-

ment that great leaders will strive to create.

Your strategic team will want this same type of inspiration  

from you. In addition to being inspired, they’ll also want to know 

what role they play in the bigger picture, they’ll want to be informed 

along the way, and they’ll want to be held truly accountable for 
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Production 195

their actions. This will require four things from you as the owner of  

the strategy:

□ Inspiration

□ Role clarity

□ Communication

□ Empowerment

If you can master these four things, you’ll be able to lead your 

team into action. So let’s explore each one in a bit more detail.

First: inspiration. I’ve dedicated an entire chapter just to that 

subject. If your strategy is inspired, then you will be able to translate 

that inspiration to your team as well.

Inspiration—Check

□� Inspiration

□ Role clarity

□ Communication

□ Empowerment

Next: role clarity. This is why you spent so much time orches-

trating your strategic score. Again, I’ve dedicated an entire chapter 

just to preparing you for this requirement. If you’ve completed this 

step, you will be able to bring clarity to your implementation team.

Role clarity—Check

□� Inspiration

□� Role clarity

□ Communication

□ Empowerment

Next: communication. This will involve sharing the final stra-

tegic presentation with the implementation team, as well as updat-

ing this team with the results of your strategy as it is being carried 

out. Remember that your plan will be constantly moving, constantly 

evolving, and constantly changing. This will require a high frequency 

of communication from you, the strategic owner, as the plan evolves.

To help with this, you might wish to select representatives from 

your strategic team who can act as conduits between you and each 

of their respective functions. These individuals do not necessarily 
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196 Creative Strategy Generation

have to be the organizational leaders of their functions; instead, they 

can simply serve as the functional go-to leaders for the purposes of 

implementing your strategy.

Almost every orchestra utilizes principal players or prin-

cipals to help drive the performance of each individual section of  

instrumentalists. Some orchestras feature as many as 100 individ-

ual musicians. With these numbers, the conductor can only effec-

tively lead those individuals with the help of these principals who,  

among other tasks, assist the conductor in communicating between 

and among the respective instrumental groups. An orchestra really 

is not unlike a company, which is why I like this particular analogy 

so much.

Your strategic principals can help you manage an evolving strat-

egy. After you identify who your principals are, you need to meet 

with them regularly, solicit their feedback, give them responsibility 

over creating and leading actions that will evolve from your strat-

egy, and utilize their leadership skills to communicate any changes 

in your plan back to the teams who will be tasked with implement-

ing those changes. Orchestras perform together week after week. But 

they never stop meeting and rehearsing between performances to 

ensure that their programs continue to evolve. Your strategy is just as 

dynamic. Never stop evolving it, and never stop letting people know 

that you did.

Communication—Check

□� Inspiration

□� Role clarity

□� Communication

□ Empowerment

The last item is going to take a little more examination, which I 

believe can best be accomplished through a story.

After moving into a new home, I needed to buy window treat-

ments. So I measured my windows, went down to a local home 

improvement store, picked out the blinds that I wanted to purchase, 

and went to place the order. I wanted a turnkey solution and was told, 

by a very polite store associate, that this was certainly an option but 

that such an arrangement would require that they come out to mea-

sure my windows before placing the order.

D
ow

nloaded by [ B
ank for A

griculture and A
gricultural C

ooperatives 202.94.73.131] at [12/20/15]. C
opyright ©

 M
cG

raw
-H

ill G
lobal E

ducation H
oldings, L

L
C

. N
ot to be redistributed or m

odified in any w
ay w

ithout perm
ission.



Production 197

“How long will that take?” I inquired. “A couple of weeks at most” 

was the reply. So I signed up and waited for the call, even though I 

already had my measurements in hand.

Weeks went by. No call. So I called the store back to see what 

was going on. That’s when someone told me that the store had been 

having some problems with the installation company. When I signed 

up for this, the store and the installer appeared to be one and the 

same. But now that there was a problem, the installer was apparently a 

completely separate entity. Still, with fast follow-up assured, I gave all 

parties involved the benefit of the doubt and decided to continue on.

More weeks went by, with more installation problems and more 

phone calls to and from any number of different people at the store 

who really couldn’t help me. The installation company simply was 

not doing the job I needed it to do, and all of the different associ-

ates, supervisors, and managers that I was dealing with at the store 

apparently couldn’t do a thing about it. The reason, I was told, was 

because the choosing of installers was handled at a different level in 

the company. So the decisions that directly affected my buying expe-

rience were too far removed from the people who were supposed to 

be tasked with solving my problems.

Needless to say, with each call or visit back to the store, I was 

growing more frustrated, and, although I’m ashamed to admit it, I 

thought that screaming at someone might just make me feel better. 

But picking on any of the people with whom I was dealing would con-

stitute nothing short of bullying on my part, because there was really 

nothing that any of these individuals could do to help me with my 

issues. They all worked for a company that apparently said all of the 

right things in its strategy—providing a great customer experience, 

providing excellent service, and so on. But none of these employees 

had actually been empowered to fully carry out that strategy. And so 

the strategy could not possibly be implemented—at least not in this 

particular situation.

On the way home from one of my more frustrating visits,  

I stopped by a local Chinese restaurant for a meal with my family.  

My son ordered the Chicken Lo Mein, and part way through the meal 

he said that it tasted a little funny. Unfortunately, when you live in an 

environment where service providers aren’t empowered to solve your 

problems, you eventually become conditioned to stop complaining 

altogether.  Fresh off our window treatment fiasco, both my wife and 
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198 Creative Strategy Generation

my son had this exact initial reaction to the Chicken Lo Mein: “Just 

forget about it,” they both said. But I had a lot of scores to settle that 

day, and I wasn’t about to let this one pass. So I called the waiter over 

and politely told him what was going on. The plate was half eaten, 

mind you (my son has a healthy appetite, even for “funky” chicken, it 

seems). No matter. Without a question, without so much as a sniff of 

the plate, the waiter whisked the dish away and asked if he could get 

my son something else. Then within two minutes the manager came 

over and took the entire item off our bill.

This waiter was empowered to take the food back without any 

questions asked, and the manager backed it up without a thought. 

Smaller companies may have an easier time doing this because the 

chief decision maker is always close at hand. But what happens when 

that Chinese restaurant becomes a chain and the decision maker  

for that chain isn’t always immediately accessible? The key will be for 

that decision maker to inspire his or her employees around the over-

all strategy of the company, ensure that everyone knows what part 

they can and should play in implementing the strategy, clearly com-

municate the strategy so that the employees can effectively carry it 

out, and empower each employee to take actions that will align with 

the overall strategic intent.

Check, Check, Check, and Check

□� Inspiration

□� Role clarity

□� Communication

□� Empowerment

This is how to successfully perform: four simple items that must 

be lived, not just spoken. If you do that, your team will perform, not 

for you, but for a strategy that they all truly believe in and want to 

carry out. This is the only way you will be able to achieve your stra-

tegic results.

One final thing about performing: there will always be a need for 

someone, at some point in time, to make the final call. Returning to 

our music analogy, one of the key roles of a record producer is to keep 

the band members from wanting to hurt one another as the album 

is being recorded! Creative people have creative differences, many of 

which are based on ego, personal preference, or one’s own experiences. 
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It is the producer’s job to reconcile all of these opinions and make the 

final creative call as to which direction to take. If you want to do this 

effectively, it will be important to clearly know your vision, stay firmly 

connected with your customers’ needs, keep the big picture of your 

strategy constantly at the top of your mind, listen to feedback with an 

open mind, process all of that information almost instantaneously, and 

know when to step in to make the final call. In essence, the strategic 

producer will always have the final creative say. So when you are in the 

producer’s role don’t be afraid to step in when that final say is needed. 

Your investors expect it, your team will expect it, and your strategy is 

sure to require that level of involvement at one point or another.

Now your performance is under way. Everyone is excited, every-

one is engaged, and before long, your performance will take on a  

life of its own—so much so, in fact, that you might even begin to lose 

sight of why you were performing in the first place. If this sounds 

inconceivable, just think about how many things your company cur-

rently does because that’s “just the way you do them.” Long-term plans 

tend to suffer from long-term amnesia, which is why you must stay 

constantly focused on why you developed your plan in the first place. 

And you do this by constantly, consistently, and diligently measuring 

your results against your original, sometimes evolving objectives.

MEASURING RESULTS

One of the key roles you will have as a strategic producer is to mea-

sure the success of your plan as it is being implemented. Assuming 

that you are following your own strategic score and are working with 

your principals, each of whom will help to lead her or his respec-

tive section of the orchestra, it will now be your job to conduct this 

orchestra by both keeping everyone focused on the score and driving 

the score with both leadership and feedback.

The role of strategic conductor, then, is the next hat you will 

need to wear in the strategic implementation process.

Conductors lead their teams by standing front and center, where 

all members of the orchestra can see them, and using their batons as 

a beacon upon which all members of the orchestra can keep their 

eyes focused. This provides necessary direction and helps join every-

one together around the pursuit of a common goal. In business, your 

baton will be the profit and loss statement (P&L).
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200 Creative Strategy Generation

In my experience, the P&L (also called the income statement) is 

the financial tool that all business managers feel they should know; 

consequently, far too few ever admit if they don’t know it, which 

is why I want to review it within the context of our process. At its 

core, the P&L is an extremely simple tool. To understand what it’s all 

about, picture yourself running a small business, selling something 

like pencils. You know that you have to buy the pencils for a certain 

cost. And you want to sell the pencils for a price that will allow you 

to make some type of profit. Easy enough. So:

Price - Cost = Profit

If you multiply your unit price by the number of units you sell, 

you get the total dollars that you will be taking in as a result of selling 

your pencils. This becomes your revenue. If you do the same thing 

with your costs, you call this your cost of goods sold (COGS). The dif-

ference between these two things is usually referred to as your gross 

profit. So now you have:

Revenue - COGS = Gross Profit

Your gross profit can be expressed either in terms of absolute 

dollars or as a percentage of your revenue, in which case it is usually 

referred to as a gross margin. Either way, this number does not yet 

represent what you will actually put in your pocket because, more 

than likely, there are still other expenses that need to be incurred in 

order to run your business. Perhaps you have travel expenses, mar-

keting expenses, costs associated with running a small office, or the 

cost of other employees that you’ve hired. All of these expenses must 

be factored in before you can determine the true profit that your 

business will make. Typically these expenses are not directly related 

to the cost of the product you are selling, and therefore they are typi-

cally referred to as operating expenses.

Subtracting these expenses will now give you what is referred 

to as your operating income or operating profit, which can also be 

expressed either as an absolute dollar amount or as a percentage of 

your revenues (in which case it would typically be referred to as your 

operating margin). So now our formulas become:

Revenue - COGS = Gross Profit

Gross Profit - Operating Expenses = Operating Income
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If we put this into tabular form, it looks something like Table 8.1.

Of course, if everything were this simple, nobody would ever 

have to admit that they don’t fully understand the P&L! Unfortunately, 

most businesses are a lot more complex than our initial example 

would imply, and so the P&Ls for those businesses tend to be some-

what more complicated as well.

What you need to know is that the P&L will always boil down to 

these same five basic elements: revenue, cost of goods, gross profit, oper-

ating expenses, and operating income. The problem is that the more 

things you want to track, the more convoluted each of these line items 

will become. For example, there are many different ways to look at rev-

enue. You can track gross sales, discounts, rebates, returns, or any other 

number of other revenue-related intricacies that might apply to your 

particular business. At the end of it all will be the net dollar amount that 

your company will collect from the sale of its products, often referred to 

as net sales or net revenues. But your P&L may show quite a few different 

revenue-related line items before you get down to that number.

Similarly, your cost of goods can be broken down into any num-

ber of different categories. For starters, you can track your variable 

costs separately from your fixed costs. Variable costs are defined 

as any cost that varies in proportion to the amount you sell, while 

fixed costs generally do not vary in direct proportion with how much 

you sell. You can also break down your product costs based on how 

they are being incurred. For example, if you are manufacturing your 

own product, you might want to track your labor, materials, and any 

related manufacturing overhead costs all as separate line items—the 

idea being that you may wish to understand and therefore manage 

each of these costs separately.

Operating expenses also have many different categories that can 

be tracked, many of which must be allocated across multiple product 

T A B L E  8.1

Simplified P&L
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202 Creative Strategy Generation

lines, making this section of the P&L much more applicable at a busi-

ness unit level than at a product line level.

There are many other complexities that can be discussed in 

relation to the P&L, including the different terminologies that can be 

used to express any one of these five line items, as well as the many 

other types of margins that can be calculated using any of the numer-

ous subcategories that typically occur between these five lines. Then 

there is the discussion about which costs should be counted as part of 

your COGS or which should be counted toward operating expenses. 

There is also the discussion around interest and taxes, which are 

accounted for after operating income, resulting in a company’s net 

income or net profit. And, if we want to get really complicated, we can 

talk about earnings before interest and taxes, or EBIT for short (which 

is typically the same as operating income except that it may include 

some amount of nonoperating earnings as well), or earnings before 

interest, taxes, depreciation, and amortization, or EBITDA for short 

(which requires that you understand how certain assets have been 

depreciated or how certain expenses have been amortized within the 

P&L so that they can be removed and separately analyzed). This lat-

ter discussion will also require a firm understanding of how the P&L 

works together with another commonly used financial tool: the bal-

ance sheet, which keeps track of the actual assets and liabilities that 

a company has at any given time.

Although a deep discussion of these important complexities is 

outside of the context of this book, it is important that you learn 

as much as possible about all of the financial tools that are avail-

able to help you track the performance of your strategy. To assist 

you with this task, I have provided several excellent references 

in the back of this book, and I also encourage you to consult with  

whatever accounting and financial resources are available to you 

within your company or business, many of whom should also be a 

part of your strategic implementation team.

Even with all of these nuances, and the many more that I am 

not covering here, the P&L is generally a simple tool to both use and 

understand, as long as you are reading it vertically (that is, top to 

bottom). Used in this way, the P&L will help you gauge the relative 

short-term health of your business, meaning that a positive net profit 

in any given period should, at some point in the future, translate into 

cash for your business.
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With that said, this is really only a small part of what a P&L is 

used for. More often than not, the P&L is used not only as an indica-

tor of the current performance of your business but also as a tool to 

track that performance against some known baseline. That baseline 

can be in the form of a previous performance period, or a forecast 

that was completed for the current period you are measuring. In 

either scenario, in order to use the P&L in this way, you will need to 

know how to read the P&L both vertically and horizontally as well.

When I talk about reading the P&L horizontally, I am sim-

ply referring to adding two extra columns: one for your base-

line and one for the variance between the baseline and the actual 

results. Essentially you need to compare your actual performance 

to some reference point in order to determine whether or not your 

objectives are being met. I have worked in businesses in which a  

10 percent operating margin was considered to be world-class per-

formance, whereas others would have been escorting people out 

the door with those numbers. The truth is, you can only gauge your  

company’s performance based on your own expectations. That 

applies whether you are comparing to your own internal forecast, your  

business case, your strategic plan, your previous performance,  

your competitors’ performance, or, as is most often the case, a com-

bination of all these reference points. The idea here is that the abso-

lute value of your performance is only relevant when looked at in 

comparison to the absolute value that you projected or that you pre-

viously achieved.

Table 8.2 is an example of what this horizontal P&L might look 

like using an internal forecast as the baseline comparison. To illus-

trate how to use this form of the P&L, we’ll need to look at a quick 

example.

T A B L E  8.2

Simplified P&L with Baseline Comparison
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204 Creative Strategy Generation

Let’s say that your revenues for any given period are below your 

forecast—that is, A2 − A1 is a negative number. Let’s also say that  

your COGS for that same period is above your forecast—that is, B2 − 

B1 is a positive number. So your sales were lower and your costs were 

higher than anticipated. To understand what may have happened in this 

case, you need to expand the revenue lines to see how many units were 

actually sold versus how many you thought you would sell. You can 

then derive the price to see if your price was higher or lower than you 

anticipated. Finally, you can derive your cost per unit using the same 

math. Once you have this information, you will have more clues as to 

what may have happened. These are just a few of the possible scenarios:

1. You raised your prices based on higher costs, and as a result 

you sold less.

2. You sold a different mix of products than you anticipated.

3. You sold to a different mix of customers than you anticipated.

By itself, a P&L will not tell you which, if any, of these sce-

narios actually occurred. What it will give you, however, are indica-

tors that will help you narrow down the most probable causes. This,  

in turn, will allow you to target the specific metrics that can be used 

to validate the actual root cause of whatever variance you are see-

ing, thereby allowing you to take the necessary corrective actions (or 

build on your key successes).

The good news is that each business will, after some period of 

time, begin to show repeating patterns; that will allow you, in the role 

of the strategy owner, to identify the most likely causes of most any 

variance almost at a glance. This is where the magic of understanding 

the P&L horizontally will really come into play.

Using this information, you can keep your strategic team 

aligned by involving them in both the planning and tracking process. 

Your strategic principals will then feel some level of accountability in 

helping to forecast the business performance, and they will feel equal 

levels of accountability for achieving the results that they themselves 

helped to forecast. In this way, there is no greater tool to help drive 

teams toward common strategic objectives than the P&L.

I mentioned earlier that the P&L, by itself, rarely tells the entire 

story of what’s happening within a business. It will give you ready 

clues as to where you need to dig deeper, but you will still require 
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another level of key metrics that can help you to measure your per-

formance against a set of fairly specific strategic objectives.

Enter the balanced scorecard.

The concept of the balanced scorecard was first brought to light 

in two Harvard Business Review articles written between 1992 and 

1993 by Robert S. Kaplan and his associate David P. Norton. This was 

followed by a book by the same authors, written in 1996, entitled The 

Balanced Scorecard: Translating Strategy into Action—which is an 

appropriate reference for this stage of our process.

In its simplest form, the balanced scorecard encourages compa-

nies to measure their business performance using metrics that align  

with their strategies. That sounds simple enough. The twist, however, is 

that these metrics do not all have to be financially based. In fact, the basic 

design calls for measurements in each of four main categories as follows:

 � Financial

 � Customer

 � Internal business process

 � Learning and growth1

The idea is to take your strategic vision and resulting strategic 

objectives and tie these objectives to a manageable number of mea-

surements that can be used to solidify your plan, track the effective-

ness of your strategy, communicate the results back to your team, 

and drive your teams into action based on whatever results you are 

getting. The possibilities for measurements within each of these cat-

egories are nearly endless, and there are other categories that can and  

have been conceived since. The point is to have some set of tools  

and metrics that you can use to both further understand the underly-

ing performance trends of your business and track the effectiveness 

of your strategy over the long term,

It is worth noting that this balanced scorecard concept, along 

with almost all of the previously established tools, processes, and 

frameworks that I have referenced throughout this book, continue to 

be evolved, refocused, and reapplied according to what works, what 

doesn’t, and what each individual company needs. This, in my opin-

ion, is just as it should be. One concept builds from another. One 

thought serves as the foundation for the next. This is as it is in busi-

ness, just as it is in music, just as it is in life.
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I believe this is quite possibly the most important lesson that 

you can take away from the entire strategic process that I have pre-

sented to you. Rather than try to follow every step exactly the way 

that I have written it, you can use my thoughts to inspire your own, 

just as I have used the thoughts of many others before me to inspire 

mine. The strategic process is a creative one, and creative processes 

will always continue to evolve.

Once your strategy goes into production, you will continue 

upon a nearly endless cycle of preparing, planning, producing, and 

measuring, using the past, present, and future to forge a path that 

can only be built upon Analysis, Recollection, Intuition, and Artistry. 

The steps will get you to this stage; your proficiencies will keep the 

cycle going, growing, and alive.

Figure 8.1 captures the strategic life cycle that you will continue 

to draw from and build upon throughout the production stage.

As your strategy is being implemented, it is important that  

you continue to measure your results against your plan and that you 

continue to reenvision your plan based on what you achieve and 

F I G U R E  8.1

The Strategic Life Cycle
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what you learn. This will lead to other strategies that address evolv-

ing business needs before they become urgent and evolving market 

needs before they are addressed by someone else. The best musical 

artists in the world are constantly reinventing themselves in response 

to their audience’s likes, preferences, and needs. Their strategies are 

always evolving, and their fame and fortune are continuously sus-

tainable as a result. Compare that to the countless number of one-hit 

wonders, who put out one good song before fading into obscurity. 

Those careers are usually short-lived, which is the same fate your 

business will suffer if you do not look after your strategic life cycle.

ENDGAME

At this point in our analogy, we’ve taken a feeling, translated it into 

a melody, arranged the melody into a song, orchestrated the song to 

achieve maximum impact, and then produced that song into some-

thing that is recorded, performed, and rewarded. So here’s my mea-

surement of whether or not a song has met its objectives:

When music reaches me the way the composer or songwriter 

intended it to, I get chills. That’s the ultimate measurement for me. 

Once that happens, I want to keep feeling that way over and over 

again. I’ll listen to the song many times; I’ll buy an overpriced ticket 

to go see the song performed live; and I’ll even shell out $60 for a 

concert T-shirt that probably cost no more than a few dollars to pro-

duce. Chills are a powerful reaction; they indicate that something 

has touched me beyond my rational mind. If one of my songs has 

accomplished that for someone else, there can be no better measure-

ment of success.

When your strategy hits the mark, it will inspire those same 

chills. And those chills will translate into financial results, customer 

results, process results, and even learning results. Because when you 

hit the mark, everything else follows.

That’s what I want you, your teams, and your customers to feel. 

Yes, your strategy should cause physical chills because it was that 

good. That’s what will separate a strategic plan from a strategic com-

position, and that’s what will separate the science from the art.

And when it all comes together, you’ll know you’ve experienced 

the true art of creative strategy generation.

D
ow

nloaded by [ B
ank for A

griculture and A
gricultural C

ooperatives 202.94.73.131] at [12/20/15]. C
opyright ©

 M
cG

raw
-H

ill G
lobal E

ducation H
oldings, L

L
C

. N
ot to be redistributed or m

odified in any w
ay w

ithout perm
ission.
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Finding Your Creativity

You’ve written the songs, you’ve decided who will play what parts,  
and you’ve laid out how those parts should be played. Is there really any 
room for creativity during the production stage? Absolutely! Here are 
some tips to help you find yours:

 � When musicians enter the studio to record a new track, the 
same song played 50 different times can literally sound 50 dif-
ferent ways, even though all the same notes are being played. 
The difference between the good and bad takes is in how 
connected the musicians felt to what they were playing, and  
how connected they felt to one another while they were playing 
it. It is the producer’s job to pick up on those connections and, 
if possible, inspire them to happen. As the strategic producer, 
you can do this by drawing upon your Artistry, where passion 
and expression join together to help you create something that’s 
unique, exciting, and impactful.

 � There is a creative energy that happens when people get together 
to brainstorm ideas and seek out positive solutions to challeng-
ing situations. If the results of your strategy are not meeting 
expectations, brainstorming will go much farther toward solving 
the problem than finger pointing. Every finger of blame that you 
point represents a missed collaborative connection and, with it, 
a missed potential creative solution. Instead of reaching out your 
finger to point at people, reach it out to connect with them.

 � The band KISS wrote some great songs. But where they really dif-
ferentiated themselves was in their performance. KISS concerts 
were unlike anything anyone had ever seen. Why? Because the 
band members expressed themselves in a way that nobody had 
done before them. Through that expression, they were able to 
connect with their audiences and give people something they 
needed and couldn’t get from anywhere else. This helped make 
KISS one of the most successful rock bands in history. The point 
is: you don’t have to execute your strategy like everyone else. 
Companies won’t always do business the way they’re doing it 
today. Someone will come along and redefine it—and that some-
one could very well be you.
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Now that we have stepped through the Creative Strategy Generation 

process using music composition as the analogy, I think it is impor-

tant to reinforce a few key points. The idea behind composing great 

strategies is to utilize a creative process rather than an academic or 

imitative one. In Part 1 of this book, I introduced you to the four pro-

ficiencies (Analysis, Recollection, Intuition, and Artistry) that you 

must build in order to generate creative strategies. In Part 2, I showed 

you how to use those proficiencies to compose strategies using a cre-

ative process similar to that of writing music. And although music 

happens to be my passion, and one that many people can relate to, it 

is by no means the only creative process that can be metaphorically 

explored.

The mnemonic ARIA that I used to capture the four strategic 

proficiencies actually has a very interesting subtext that applies to 

nearly any creative endeavor. In music, the term aria is typically 

defined as a “solo song with instrumental accompaniment.”1 Now 

that we have stepped through the entire process, it is easy to see how 

this term so perfectly encapsulates the role that your proficiencies 

should play. Analysis, Recollection, Intuition, and Artistry are solo 

skills that you need to possess in order to compose and lead a creative 

strategic plan. As you apply your process, however, accompaniment 

9
CODA

CHAPTER
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210 Creative Strategy Generation

will also be required in order to bring those skills to life. In this way, 

your creative process will involve bringing more and more resources 

together around your proficiencies to help you produce a unique and 

special output. This can involve bringing in outside insights, tools, 

training, people, or any other type of collaborative resources that can 

help you grow your ideas into full-fledged works of art. A solo with 

accompaniment: I can’t think of a better way to describe the entire 

strategic process.

The idea, then, isn’t to write your strategies exactly the way  

I write songs. That’s just one way to look at it. Part 2 of this book 

is simply a metaphor for applying your own collaborative creative 

process to the solo proficiencies that you developed and explored in  

Part 1. No matter the creative analogy, the seven steps will always be 

the same:

1. Preparation. Your training, skills, research, and observation

2. Inspiration. What you hope to achieve and what is driving you

3. Genre. Your target audience

4. Ideation. The core of what you want to express

5. Arrangement. Building a story to help you express your ideas

6. Orchestration. Bringing together resources to help you tell 

your story

7. Production. Producing a final work of art

Whether you are a composer, an artist, a screenwriter, a theatri-

cal producer, or a business strategist, these are the same seven steps 

that will be required to produce your creative work of art. And make 

no mistake about it: the very best business strategies are indeed cre-

ative works of art.

Feel free to find your own metaphor based on whatever creative 

endeavor you happen to be passionate about. Then use that meta-

phor to help you generate your own creative strategy by applying the 

same steps. Whatever analogy you choose, you need to find your pas-

sion not only in the end result but also in the entire process from 

concept to delivery. When you do that, you’ll be composing timeless 

strategies that other people will be writing about for years to come. 

That’s when you’ll have found the key to creative strategy generation.
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