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Abstract. Forced virtualisation and digitisation — such as the COVID-19 pandemic — significantly affect the quality of the creative process
within the aesthetic situation, depending on the form of participation in visual arts. The visual arts creator, managing the creative process
within the aesthetic situation, must take into account the new optics concerning the components of the aesthetic situation because other-
wise, his work will be incomprehensible or unattainable for the recipients — not due to the low quality of the artwork, but because the art-
work in new virtualised circumstances may change its features. The features of the aesthetic situation vary depending on the optics of the
visual arts creator and the visual arts recipient. This paper focuses on the creator’s perspective. Management in the field of visual arts may
have three dimensions: self-management, managing the aesthetic situation and managing a cultural institution. Each of these dimensions is
characterised by different issues; however, they also have common denominators in the need to consider the metaphysical nature of the
essence of the aesthetic situation. This work aims to analyse changes in the artistically creative process understood as the management of
the aesthetic situation depending on the form in which participation in visual arts takes place: traditionally, i.e. in-person or virtually using
digital methods. Literature analysis and empirical qualitative research in the form of interviews with visual arts creators did allow to answer
the following research questions: 1) How do forced virtualisation and digitisation affect the quality of the creative process in an aesthetic
situation regarding visual arts? 2) Which qualitative parameters of the aesthetic situation are losing and which are gaining quality in con-
nection with the virtualisation of the creative process in an aesthetic situation regarding visual arts? The presented results of empirical re-
search show which of the components of the aesthetic situation are subject to modifications due to the form of participation in visual arts.
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1. Introduction and literature background

One of the more universal and, at the same time, more widely unknown holistic theories in the field of aesthetics
is the theory of the aesthetic situation (Gotaszewska, 1984b; Ingarden, 1981); this theory is successfully used in
the field of management (Szostak, 2021, 2022; Szostak & Sutkowski, 2020). Its universality lies in the simplicity
and inclusiveness of all phenomena occurring in the art creator and recipient areas. The components of the aes-
thetic situation are the creator, the work of art, the recipient (also a critic as a specific type of recipient), the world
of universal values and the natural world. In addition to being aware of the components of this theory, one should
be aware of the mutual relations between them: a work of art is a crucial component of the aesthetic situation;
however, it needs a creator who will include universal values in the artwork in the form of items of the natural
world, as well as a recipient who will read universal values in the elements of the natural world through the pro-
cess of receiving the work. The features of the aesthetic situation vary depending on the optics of the visual arts
creator and the visual arts recipient. Therefore, this paper focuses mainly on the creator’s perspective, considering
the recipient of the visual arts perspective.

The mutual perception of the visual artist as a disordered personality functioning in a messy space is not con-
firmed in the identity of the artists (Szostak, 2022; Szostak & Sutkowski, 2021¢). Moreover, it concerns only the
shallow and easily-visible layer of reality without touching the essence of the organisational side of the creative
process. The creative process is also commonly perceived as a phenomenon on the edge of madness and chance;
however, analysing theories concerning aesthetic and managerial optics allows looking at the creative process as a
phenomenon perfectly suited for investigation based on management theory.

Visual arts management may be considered on three levels: 1) self-management of the visual arts creator (Jones,
2009; Kostera, 2014; Marra, 2019; Sims, 2003; Szostak & Sutkowski, 2021b); 2) management of the aesthetic
situation by the visual arts creator (Béhme, 2021; Szostak, 2021; Szostak & Sutkowski, 2020); 3) visual arts insti-
tution management by a visual arts creator (Morozova et al., 2016; Rius-Ulldemolins & Klein, 2021). Each of
these levels is characterised by different complications; however, they also have common denominators based on
considering the metaphysical nature of the essence of the aesthetic situation (Szostak, 2021). The last level is
mainly described in the literature focusing on how to run an art gallery, a theatre, or organise an art event. There-
fore, this article focuses on the first and second levels mentioned above.

Naturally, a large part of the processes developing in the 21st century is virtualised; part of reality adapts faster to
the digital world, another part slower (Karki & Porras, 2021; Kroner et al., 2021). Visual arts is also an area that
cannot resist the process of virtualisation, although each of the forms of the visual arts (painting, sculpting,
graphics) has a different propensity for digitisation due to its characteristics (Mao & Jiang, 2021; Schwartz, 2020;
Wagner, 2020). Since the turn of 2019/2020, the COVID-19 pandemic has been an essential catalyst for visualisa-
tion and digitisation in virtually all areas of human activity. It was the dominant external factor, from which there
was no turning back, and its strength and a long period of influence were able to break even the most hardened
traditionalists accustomed to traditional forms of participation in arts (Szostak & Sutkowski, 2021¢c, 2021a). In
this case, too, visual arts had to surrender, and perhaps for the first time in the history of humankind, most visual
artists and audiences were forced to participate in their art discipline in a virtualised way — in whole or to a large
extent. Just as each visual arts form reacts differently to virtualisation, the creators and recipients of individual
visual arts forms also react inversely to this process. The reasons for this different reaction are many factors: 1)
the characteristics of the creative process among visual arts forms; 2) characteristics of the perception process
among visual arts forms; 3) the personal preferences of a visual arts creator; 4) personal preferences of the recipi-
ent; 5) having an appropriate infrastructure to participate in visual arts in virtual forms.

This paper aims to analyse changes in the creative process among the aesthetic situation depending on the form in
which the aesthetic situation regarding visual arts takes place: 1) traditional in-person or 2) virtual with digital
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techniques. In order to structure the considerations, the subsequent research questions were formulated: 1) How
do forced virtualisation and digitisation affect the quality of the creative process in an aesthetic situation regarding
visual arts? 2) Which qualitative parameters of the aesthetic situation are losing and which are gaining quality in
connection with the virtualisation of the creative process in an aesthetic situation regarding visual arts?

The research methods used in this work are critical review and qualitative analysis of the literature and qualitative
research in the form of interviews with visual arts creators. The methodological strategy is based on an interdisci-
plinary and multi-paradigm approach, taking into account the achievements in the field of aesthetics and man-
agement. The critical review of the literature concerned two areas of aesthetics and management. As a supplement
to the cognitive gaps in key-importance themes, the literature in philosophy, psychology, sociology and pedagogy
was also analysed to a limited extent. The primary languages of the analysed publications were English and
Polish; critical German publications were also analysed. Qualitative analysis of the literature was based primarily
on monographs with an established position in the field of aesthetics (Dahlhaus, 2007; Gotaszewska, 1967, 1984a,
1984b, 1986, 2001, 2005; Ingarden, 1981; Levinson, 2003; Ossowski, 1949; Wilkoszewska, 2007), management
(Drucker, 2006b, 2006a, 2009; Griffin, 2005; Kotler & Keller, 2016; Kozminski, 2005; Kozminski & Piotrowski,
1999; Mintzberg, 2012; Porter, 1980) and aesthetics of management (Biehl-Missal, 2011; Guillet de Monthoux,
2004; Kostera, 2014, 2019; Kostera & Wozniak, 2022; Linstead & Hopfl, 2000; Minahan, 2020; Strati, 1999), as
well as on the analysis of the results of research published in the form of scientific articles, which were made pos-
sible by scientific research EBSCO, Google Scholar, JSTOR, Mendeley, Scopus and Web of Science databases.

Considerations regarding managerial issues in the artist’s activity can be placed on self-organisation and self-
management, where self-awareness and the ability to reflect are essential. This self-management, which from the
title of M. Kostera’s monograph may be called “occupy management”, is a response, on the one hand, to the ero-
sion of the role of the nation-state, and on the other hand, to the growing power of corporations that take over an
increasing range of everyday spheres. Among all these, there is a modern man who is better and better equipped
with the knowledge and skills to organise his own life without institutional support (Kostera, 2014). Nevertheless,
on the other hand, we also see that the existing guarantees of the good of humanity — in the form of technological
progress, democracy and science — are no longer valid. In each area mentioned above, we notice negative sides,
e.g., heartlessness, populism or using progress results for selfish purposes. Referring to selected classic manage-
ment functions, M. Kostera recognises the principal axes of self-management (Kostera, 2019): 1) as the keys to
planning (3I: imagination, inspiration, intuition); 2) as the keys to organising (3S: structure, space, synchronicity);
3) as keys to motivate (3L: leadership, learning, love); 4) as keys to control (3E: ethos, ethics, ecology).

The optimal explanation of the visual artist’s organisational optics will be analysing the aesthetic situation with its
components and their relations (Gotaszewska, 1984b; Szostak, 2020; Szostak & Sutkowski, 2020). According to
the theory of the aesthetic situation, the artist’s organisational activities take place on three levels: 1) the world of
values (artistry), 2) works of art (creativity), 3) the natural world (virtuosity) (Szostak, 2022). Managing by a vis-
ual artist at the level of the world of values (managing artistry) can be compared to strategic management. It is
responsible for defining the organisation's vision, mission and strategic goal(s). Decisions at this level determine
the further direction of the processes. Artists tend to be focused on specific values exploring them over long peri-
ods of creativity, or they change the subject of their creative interests depending on various internal and external
factors. The chosen strategies for achieving the goals may be permanent or changeable — adapted to the circum-
stances. Managing at the level of a work of art, i.e. managing creativity, can be compared to tactical management.
The defined goals and strategies are translated into directional decisions regarding the creative process, ending
with the creation of the work, taking into account the process of receiving the work by the recipient. It should be
remembered that the artist’s intention is not to create the work itself but to use the created work to influence the
recipient in a planned manner through the values to which the work relates. This fact is not without significance
for the process of reception of the work, which depends on many factors discussed earlier. Natural-world man-
agement, i.e. virtuosity management, is an analogy for managing operational activities. Decisions regarding the
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choice of the content and form of the work, the use of a specific material (sculptural, colours, structures, musical
scales, gestures, language) and its processing techniques. The vast majority of the literature about every field of
art and most of the didactic process concern this management level. It is understandable because this level is the
most tangible, visible and modelable, and the effects of this modelling are measurable.

In this context, the creator plays the role of a manager of the aesthetic situation because of the content of the mes-
sage (the choice of values and their location in the elements of the natural world) and its form (applied schemes,
styles or formal solutions) will depend on him. For this purpose, the creator has three streams of influence at his
disposal: virtuosity, artistry and creativity. A conscious creator manages these streams in a controlled manner —
both at the stage of building his competencies in this area and, above all, at the stage of using them in the creative
process. Not every work requires highly virtuosic solutions: the creators often refer to brutalist solutions (e.g.
rough sculptural material) to draw the recipient’s attention to specific issues in this way. Not every work requires
many sophisticated references to the world of values — often, the simplicity of the message is sometimes more
powerful. In the same way, creativity does not have to be characteristic of every work — not always an innovative
form will be more understandable than traditional solutions.

The visual arts creator, as the manager of the aesthetic situation — through designing the work — also determines
the process of its reception. Nevertheless, of course, in each form of visual arts, the creator has a different influ-
ence on the reception process. After completing the work, the creator within the visual arts separates himself from
it and cannot influence the reception process: the recipient can shape the circumstances of contemplation (time,
length of exposure, contexts) at his own discretion. Based on that, the visual arts creator does not fully influence
the reception process because the reception process depends on many factors independent of the creator, includ-
ing, first of all, the level of the recipient’s activity.

In addition to the analysis of the results of secondary research published in the literature on the subject, primary
qualitative research was carried out from the perspective of the visual arts creator (as understood by the manager
of the aesthetic situation) in terms of the aesthetic situation taking place in a traditional and virtual form. The re-
search was carried out in structured face-to-face interviews with the creators of the visual arts. What constitutes
the essence of art, i.e. the creator’s contact with the work and the work with the recipient, was taken by the deadly
SARS-CoV-2 virus into the brackets of threats to health and life (Demianczuk, 2022). This ubiquitous and irre-
versible change served as the primary context for showing the specificity and mechanisms of managing an aes-
thetic situation from the creator’s perspective.

2. Materials and methods

To explain the changes in the nature of the creative process depending on the form of presentation of the work
(traditional/in-person or digital/virtual) from the visual arts creator’s perspective, the method of exploratory re-
search was used in the study. The qualitative research was conducted in the form of structured in-depth formal
interviews with key informants engaged in visual arts actively. The choice of such a methodology seems to be the
most appropriate for the pilot nature of the study. Furthermore, the research sample selection was justified by the
availability of people engaged in creative activity in visual arts from different countries and cultures and their
openness to participation in such research. The study examined representatives of all visual arts forms: painting,
drawing, photography, sculpture, ceramics, architecture, comics, design, and fashion.

Twelve visual artists were asked to participate in the study. Respondents came from the following countries:, Po-
land, Turkey, Ukraine, and Vietnam. The interviews were conducted in a personal or virtual form over five
months, from April to August 2022. Most of the research sample came from Poland (75.0%), one person from
Turkey, Ukraine and Vietnam (8,3% each). Most of the respondents were men (75.0%). Due to the pilot nature of
this study, no efforts were made to achieve a balance in terms of gender, age, or the length of the artistic experi-
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ence of the participants. Therefore, the influence of these elements on the research results was fully realised, but
the results were analysed to obtain at least a general picture of the examined problems. Content analysis was per-
formed using NVivo software.

Interviews with Polish respondents were conducted in Polish, and interviews with non-Polish respondents were
conducted in English, recording their responses. Then they were written to standardise the analysis and inference
process, and the answers obtained from the English-language interviews were translated into Polish. Description
of the research sample — in terms of: 1) gender, 2) year of birth, 3) year of commencement of artistic activity
(number of years of artistic activity), 4) determining whether the artistic activity is performed as primary, addi-
tional or one of many forms of professional activity, 5) artistic education, 6) non-artistic education and 7) declared
nationality — is presented in Table 1Error! Reference source not found..

Table 1. Research sample description

Artistic activity as
Birth | Yearsofart | primary, additional or _— . Beyond-artistic . .
Code | Sex year | experience | one of many forms of Artistic education education Nationality
professional activities
Doctor of Visual Arts,
VIAO1L M | 1983 25 primary painting, MA in Art lack Poland
History
VIAO2 K | 1964 30 one of many Doctor of Visual Arts, MA in Polish Language Poland
painting Studies
VIA03 | M | 1983 25 | primary Doctor of Visual Arts, | ;o Poland
painting
ViAo | K | 1999 3 primary MA in Visual Arts, lack Vietnam
painting
Bachelor in
VIA05 M | 2000 10 additional lack Management (in Turkey
progress)
VIA06 M 1990 18 additional lack MSc Poland
VIAQ7 K 1976 26 one of many Doctor of Visual Arts MSc Poland
VIAO8 M | 1985 22 one of many Doctor of Visual Arts postgradu_ate studies in Poland
Blockchain
VIAQ09 M | 1995 2 additional lack MSc in Cybersecurity | Ukraine
VIA10 M | 1985 18 one of many Doctor of Visual Arts lack Poland
VIA1l M | 1984 14 additional Doctor of Visual Arts lack Poland
VIAL2 | M | 1995 6 additional lack MA in Physical Poland
Education

Source: own elaboration

Inference regarding the results of the secondary and primary research was mainly based on the synthesis of the results and was carried out
with awareness, rigour, systematics, pluralism and methodological triangulation. The methods used in the qualitative research were repro-
ducible according to the canon and can be repeated to verify or expand the conclusions.
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3. Results and discussion

The analysis of the impact of the limitations resulting from the COVID-19 pandemic on the creative process from
the perspective of the visual arts creator is as follows™ (questions from part A). The following aspects had a nega-
tive impact rather: no public live performances of one’s work (question 9, rating: -0.25); limitation of in-person
contact with own team/group members (12, -0.42); limiting in-person contact with other creators of visual arts
(13, -0.42); limiting in-person contacts with creators of other art disciplines (14, -0.33); limitation of in-person
contact with people in general (15, -0.42). The pandemic limitations slightly impacted visual arts creators' moods
(20, -0.08) and mental states (21, -0.08). Note that “restrictions have been replaced by very intense, even exces-
sive, online contact” [VIA02], which may indicate that in traditional circumstances, the creator had more oppor-
tunities to regulate contact’s qualities; when switching to virtual mode, the freedom of communication was so
facilitated that their excessive number simply interfered with the implementation of basic classes. The visual arts
creators found the following positive effects of limitations: transferring their artistic activities to virtual reality
(10, 0.33); the possibility for recipients to participate in visual arts following their personal preferences in the
form of shaping the time and duration of participation or regulating the parameters of the artwork (11, 0.25); more
time to relax (16, 0.75), development of the artistic knowledge (17, 0.83), development of the artistic skills (18,
1.00), as well as the level of their creativity (19, 0.92). As for the issues related to goals and their implementation,
the assessment is moderately positive: the impact of pandemic restrictions on setting one’s own life goals (22,
0.33) and their implementation (23, 0.25), own artistic goals (24, 0.42) and their implementation (25, 0.25). Un-
derstanding human nature as manifested by acting under constrained conditions has also been assessed moderate-
ly positively under pandemic constraints (26, 0.50). In summary, the creative process determined by the limita-
tions resulting from the COVID-19 pandemic was assessed by the creators of visual arts on the border of neutrali-
ty and moderate positivity (0.21); details are presented in Figure 1.

Assessment by visual artists of the impact of restrictions caused by the COVID-19 pandemic on visual arts in
general (i.e., with creators, audiences, institutions, and sponsors) is on the verge of moderately negative and neu-
tral (responses to questions from part B, general rate: -0.18). The limitations had a moderately negative impact on
the following issues: limiting the in-person contact with members of one’s creative group (30, -0.50), limiting the
in-person contact with other creators of visual arts (31, -0.50) and creators of other art disciplines (32, -0.33). On
the other hand, the lack of public performances of own work in-person (27, -0.08) and the possibility of the audi-
ence participating in visual arts following their personal preferences as to the time of participation, duration of par-
ticipation or regulation of the parameters of the work were considered neutral (29, 0.00). Only the transfer of artistic
creativity to virtual reality was rated moderately positively (28, 0.33). The results are presented in Figure 2.

Changes in the creative attitude of visual artists following the transition from traditional to digital methods of
artistic activities (questions from part C) were assessed negatively. Overall, it can be said that with the transition
from traditional to digital methods of artistic activities, the creators of visual arts lose only 5% of their creative
potential. After the transition from traditional to digital methods of artistic activity, all the analysed parameters of
the creative attitude lose their quality, and the loss varies between individual parameters. By ranking the aspects
from the most losing quality, we get the following list: contact with the audience (46, -15%), inspiration to create
(44, -7%), external motivation to start creative activity (38, -5%), external motivation to continuation and
termination of creative activity (40, -5%), opportunities to delve into topics bothering society (48, -5%), creativity
(42, -4%), internal motivation to start creative activity (34, -2%) . Only the intrinsic motivation to continue and

T Five-point Likert scale: -2 = very negative influence, -1 = rather a negative influence, 0 = neutral influence, +1 = rather a positive influ-
ence, +2 = very positive influence.
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end creative activity does not change with the transition from traditional to digital methods of artistic activities in

the field of visual arts. The results are presented in Figure 3.

-1,00

9. No public live performances of your art

10. Transferring your artistic performances to virtual reality
11. Possibility to participate in your art in accordance with the...

12. Limiting your real contacts with your team/group members
13. Limiting your real contacts with the artists of YOUR artistic...
14. Limiting your real contacts with artists/creators of OTHER...

15. Limiting your real contacts with people (generally)

16. More time to relax
17. More time to develop artistic knowledge (reading,...

18. More time to develop/practice artistic skills

19. Level of your creativity

20. Your humour/mood

21. Your mental state

22. Setting your life goals

23. Realization of your life goals

24. Setting your artistic goals

25. Realization of your artistic goals
26. A better understanding of human nature by acting in...
(A) How would you rate the impact of the pandemic...

0,00 1,00 2,00

-0,25
0,33
0,25
-0,42
-0,42
-0,33
0,42
0,75
0,83
1,00
0,92
0,08
-0,08
0,33
0,25
0,42
0,25
0,50
0,21

Figure 1. Assessment of the COVID-19 pandemic impact on visual artists

Source: own elaboration

-1,00

27. No public performances of your art in-person
28. Transferring your artistic creation to virtual reality

29. Possibility to participate in one's own field of art according...

30. Limiting real contacts with members of your own team/group
31. Limiting real contacts with artists of the same profession

32. Limiting real contacts with artists (creators) of other...
(B) How would you rate the impact of the pandemic on YOUR...

0,00 1,00

'

-0,08
0,33
0,00
0,50
0,50
-0,33
-0,18 mmm—

Figure 2. The impact of restrictions caused by the COVID-19 pandemic on the discipline of visual arts in the opinion of creators

Source: own elaboration
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-16% -14% -12% -10% -8% -6% -4% -2% 0%
34. Internal motivation to start a creative activity -2%
36. Internal motivation to continue and finish a creative activity 0%

38. External motivation to start a creative activity -5%

40. External motivation to continue and end creative activity -5%

42. Your creativity -4%
44, Your inspiration to create 7%
46. Your contact with the audience -15%
48. Your apportunities to delve into topics that bother society -5%
(C) APPROACH to specific features/properties of YOUR ART -5% I

Figure 3. Changes in the creative attitude of visual artists following the transition from traditional to digital methods of artistic activities

Source: own elaboration

The creators of visual arts referred to their predictions of the situation in the field of visual arts after lifting the
restrictions of the COVID-19 pandemic (questions from part D). They concluded with moderate certainty that
public events in in-person would be simultaneously broadcast virtually (50, 0.50), literary arts will fall into two
subcategories: those specialising in traditional live activities and those operating virtually (51, 0.33), and that
sooner or later everything will return to the pre-pandemic state (49, 0.25). A graphic presentation of the results is
shown in Figure 4.

0,00 0,50 1,00
49, Sooner or later, everything will return to the pre-pandemic state 0,25
50. Real-time public performances will be virtually broadcast in parallel 0,50
51. My art field will be divided into two subcategories: traditional /in- 033

person and virtual/digital

Figure 4. The future of visual arts concerning in-person and digital methods of artistic activities as assessed by artists

Source: own elaboration

The assessment of the reception process in visual arts in the context of traditional and virtual forms of participa-
tion in the eyes of the creators of the visual art (questions from part E) looks negative concerning digital and vir-
tual forms and, thus, definitely unambiguously positive concerning traditional live forms. The strength of differ-
ences in all aspects was assessed as moderate to the disadvantage of virtual forms, i.e. in terms of: customer satis-
faction (53, -0.75), customer satisfaction (54, -0.67), customer involvement (55, -0.67) ), the possibility of experi-
encing the state of catharsis by recipients (56, -1.08), contact of recipients with the work itself (57, -0.75), contact
of recipients with the creator/performer of art (58, -1.00). Only the possibility of attracting more recipients was
assessed moderately in favour of virtual forms (52, 0.25). A valuable commentary on this group of questions will
be the following statement: “Although direct contact is the most important thing for a creator, the visual arts re-
cipients have a good opinion of virtual forms of presentation that allow for a wider reach. According to the crea-
tor, the work itself is lost in this perception, but I do not know if it disturbs the recipient” [VIA02]. The synthetic
results of this group of questions are presented in Figure 5.
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-1,50 -1,00 0,50 0,00 0,50
52. Which form of participation is conducive to attracting more audiences to your art? 0,25
0,75
54. Which form of participation helps satisfy your art's audience better? -0,67
0,67
56. Which form of participation allows the audience of your art to experience catharsis... -1,08
-0,75
58. What form of participation allows the audience to better contact the... -1,00

-0,67

Figure 5. The process of reception in visual arts in the context of traditional and virtual forms of participation in the assessment of artists

Source: own elaboration

Two (17%) of the creators of visual arts stated that they did not see any differences in their creative process from
the traditional and virtual forms of the aesthetic situation [VIA02, VIAOS8] (question 59): “Creating a painting re-
quires solitude — there is no difference between later virtual or in-person presentation” [VIA02]. However, the
vast majority of respondents (83%) emphasised the differences between both forms concerning:

e acontact with the artwork, experiencing the creative process: “A work that will be presented virtually
requires a different rent conceptualisation than that presented in-person. | try to add extra possibilities
to work being presented virtually that cannot be used in a traditional presentation” [VIA07];

e experiencing aesthetic experiences, creative fulfilment: virtual forms are treated as “a compromise, a
transitional state, [method of obtaining] financial support and scholarships” [VIAO1];

e contact with creative matter [VIA03];

e contact of the recipient with the work: “The mood and contact of the recipient with the work in-
person are most important” [VIA11];

e the possibilities of conveying emotions: “More emotions can be conveyed in-person” [VIA12];

e treating activities in traditional forms as fundamental, which is reinforced by virtual activities, e.g. as
a form of promotion [VIA10];

o virtual activity is more convenient [VIAOQ5].

Three (25%) visual artists see no differences in their creative process, knowing that the work will (or is) presented
traditionally or virtually [VIAO01, VIAQO7, VIA08] (question 60). Most visual arts creators, however, notice differ-
ences in their creative process: “I shape the visual message a bit differently — but it is not fully conscious — | know
that stronger and simpler messages work better on the Internet, so I choose intuitive ones for presentation there”
[VIAO02]. “If T have to do a job on the Internet, I must have a separate idea for it” [VIA11]. Certain doubts are also
raised by the fact that there is no influence on the fate of one’s work presented virtually: “Live transmissions are
worse compared to traditional activities — they are unpredictable compared to in-person performances, and yet
they are archived, for example, on YouTube forever; no one seems to be removing YouTube live streaming ser-
vices” [VIA10]. All visual artists unanimously confirmed that the COVID-19 pandemic had intensified their art
discipline’s digitisation and virtualisation process, but the beginning of that process started earlier (question 61).

Conclusions

The cited research results show how, in practice, the visual arts creator manages the creative process within an
aesthetic situation. He has to consider many factors that together shape the quality of the aesthetic situation. As
apparently ephemeral and seemingly impossible to grasp by scientific models, the creative process can be — with
the help of an appropriate conceptual apparatus taken from aesthetics — broken down into many analytical compo-
nents, the single definition of which is not so difficult. Of course, it is essential how the parameters of the aesthet-
ic situation’s quality are determined to be able to conclude based on the obtained results. The methodology pre-
sented and used in the above study can be successfully replicated in further research on the analysed problem.
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The context of the limitations resulting from the COVID-19 pandemic, which firmly determined the aesthetic sit-
uation, served only as a pretext for the dynamisation of phenomena in the studied area. Even without factors as
vital as the pandemic, the visual arts creator in the creative process must consider the same parameters that syn-
thetically allow him to manage an aesthetic situation from his perspective in a conscious manner. The manage-
ment factor is essential in fruitful artistic activity due to the achievements in organisational methods that can be
successfully used to manage the natural world and the aesthetic situation. By applying management models, of
course, along with the necessary adjustments to the metaphysical world, we can expect an improvement in the
effectiveness of the creative process through its deeper understanding and analytical approach.

The omnipresent changes also affect the visual arts world, the essence of which seems to be unchanged. Forced
virtualisation and digitisation — such as the recent COVID-19 pandemic — significantly affect the quality of the
creative process within the aesthetic situation, depending on the form of participation in visual arts. Managing the
creative process within the aesthetic situation, the visual arts creator must consider the factors mentioned above
because otherwise, his creativity will be incomprehensible. The presented research results show the components
of the aesthetic situation being subject to modifications due to the form of participation in art. Therefore, visual
arts creators — consciously managing the creative process within the aesthetic situation — should appropriately
modify the scale of virtuosity, artistry and creativity so that their message is consistent with their assumption, tak-
ing into account the form of participation in art.

Forced virtualisation and digitisation significantly affect the quality of the reception process because each visual
arts form, using a different scope of senses, reacts differently to digitisation and virtualisation. Therefore,
knowledge about this phenomenon should accompany the creators of visual arts. As a conscious manager of the
aesthetic situation, the visual arts creator will be able to manage the parameters of virtuosity, artistry and creativi-
ty more effectively as part of own work, depending on the manner of participation (in-person or virtually).

The following groups should be interested in the research results: 1) visual arts creators to develop or structure
their perception of the creative process; 2) visual arts managers to develop or structure their perception of the
complex nature of the creative process; 3) visual arts institutions’ managers to develop or structure their percep-
tion of the complex nature of the creative process of visual artists involved in the institutions they manage. The
limitations of the research may be the following: 1) the relatively small size of the research sample and random-
ness of research participants do not allow for profound generalisation of results; 2) the research took place in the
middle of the COVID-19 pandemic when the conclusions could be affected by day-to-day struggling. Among per-
spectives of the research can be mentioned: 1) large-scale research could be undertaken based on the methodology
prepared for this study; 2) more focused research could be undertaken based on the methodology prepared for this
study (visual arts creators from different countries, regions, cultures, divided by age, gender or the length of expe-
rience).

References

Biehl-Missal, B. (2011). Wirtschaftsdsthetik. Wie Unternehmen die Kunst als Inspiration und Werkzeug nutzen. Gabler Verlag.

Bohme, G. (2021). A matter of taste? On the significance of aesthetic judgement for morality. Senses and Society, 16(3), 351-355.
https://doi.org/10.1080/17458927.2021.1874145

Dahlhaus, C. (2007). Estetyka muzyki. Wydawnictwa Uniwersytetu Warszawskiego.
Demianczuk, J. (2022). Ostatni seans? Polityka, 22(3365), 14-16.

Drucker, P. F. (2006a). The Effective Executive. HarperCollins.

19


http://jssidoi.org/jesi/
http://doi.org/10.9770/jesi.2022.10.2(1)

ENTREPRENEURSHIP AND SUSTAINABILITY ISSUES
ISSN 2345-0282 (online) http://jssidoi.org/jesi/

2022 VVolume 10 Number 2 (December)
http://doi.org/10.9770/jesi.2022.10.2(1)

Drucker, P. F. (2006b). The Practice of Management. HarperCollins.

Drucker, P. F. (2009). Sztuka zarzqdzania wediug Petera Druckera. Harvard Business Review Polska.
Gotaszewska, M. (1967). Odbiorca sztuki jako krytyk. Wydawnictwo Literackie.

Gotaszewska, M. (1984a). Estetyka rzeczywistosci. Instytut Wydawniczy PAX.

Gotaszewska, M. (1984b). Zarys estetyki. PWN.

Gotaszewska, M. (1986). Kim jest artysta? Wydawnictwa Szkolne i Pedagogiczne.

Gotaszewska, M. (2001). Estetyka wspotczesnosci. Wydawnictwo Uniwersytetu Jagiellonskiego.
Gotaszewska, M. (2005). Estetyka mozliwosci. Wydawnictwo Uniwersytetu Jagiellonskiego.

Griffin, R. W. (2005). Podstawy zarzqdzania organizacjami. Wydawnictwo Naukowe PWN.

Guillet de Monthoux, P. (2004). The Art Firm: Aesthetic Management and Metaphysical Marketing. Stanford University Press.
Ingarden, R. (1981). Wykiady i dyskusje z estetyki. Panstwowe Wydawnictwo Naukowe.

Jones, S. R. (2009). Constructing identities at the intersections: An autoethnographic exploration of multiple dimensions of identity.
Journal of College Student Development, 50(3), 287-304. https://doi.org/10.1353/csd.0.0070

Karki, B. R., & Porras, J. (2021). Digitalization for sustainable maintenance services: A systematic literature review. Digital Business, 1(2),
100011. https://doi.org/10.1016/j.digbus.2021.100011

Kostera, M. (2014). Occupy management! Inspirations and ideas for self-organization and self-management. Routledge.
https://doi.org/10.4324/9780203795033

Kostera, M. (2019). Organize Ourselves! Inspirations and Ideas for Self-Organization and Self-Management. Mayfly Books.
https://ruj.uj.edu.pl/xmlui/bitstream/handle/item/72058/kostera_organize_ourselves_2019.pdf?sequence=1&isAllowed=y

Kostera, M., & Wozniak, C. (2022). Aesthetics, Organization, and Humanistic Management. Routledge.
Kotler, P., & Keller, K. L. (2016). Marketing Mangement. In Pearson Edition Limited.

Kozminski, A. K. (2005). Zarzqdzanie w warunkach niepewnosci. Podrecznik dla zaawansowanych. PWN.
KozZzminski, A. K., & Piotrowski, W. (1999). Zarzqdzanie. Teoria i praktyka. Wydawnictwo Naukowe PWN.

Kroner, S., Christ, A., & Penthin, M. (2021). Digitalization in aesthetics, arts and cultural education—a scoping review. Zeitschrift Fur
Erziehungswissenschaft, 24(1), 9-39. https://doi.org/10.1007/s11618-021-00989-7

Levinson, J. (2003). The Oxford Hanbook of Aesthetics. Oxford University Press.

Linstead, S., & Hopfl, H. J. (2000). The Aesthetics of Organization. SAGE Publications. https://uk.sagepub.com/en-gb/eur/the-aesthetics-
of-organization/book205791#preview

Mao, T., & Jiang, X. (2021). The Use of Digital Media Art Using Ul and Visual Sensing Image Technology. Journal of Sensors, 2021.
https://doi.org/10.1155/2021/9280945

Marra, C. (2019). The Relationship Between Large Ensemble Participation and the Social Identity of High-Performing Secondary Band,
Orchestra, and Choir Students. PhD dissetation https://deepblue.lib.umich.edu/bitstream/2027.42/149923/1/cmarra_1.pdf

Minahan, S. (2020). Aesthetic Turn in  Management. Routledge. https://www.routledge.com/The-Aesthetic-Turn-in-
Management/Minahan/p/book/9781138620797

Mintzberg, H. (2012). Zarzqdzanie. Wolters Kluwer Polska.
Morozova, O., Nozdrenko, E., Zhukovskaya, L., & Kostylev, S. (2016). Management and art-management: Dimensions of conceptual

interaction. Economic Annals-XXI, 158(3-4), 61-65. https://doi.org/10.21003/ea.VV158-14

20


http://jssidoi.org/jesi/
http://doi.org/10.9770/jesi.2022.10.2(1)

ENTREPRENEURSHIP AND SUSTAINABILITY ISSUES
ISSN 2345-0282 (online) http://jssidoi.org/jesi/

2022 VVolume 10 Number 2 (December)
http://doi.org/10.9770/jesi.2022.10.2(1)

Ossowski, S. (1949). U podstaw estetyki. Spotdzielnia Wydawniczo-Oswiatowa Czytelnik.

Porter, M. E. (1980). Competitive strategy: Techniques for analyzing industries and companies. In New York.

Rius-Ulldemolins, J., & Klein, R. (2021). From artistic direction to cultural management: governance and management of Barcelona’s
artistic institutions in the twenty-first century. International Journal of Public Sector Management, 34(1), 33-49.
https://doi.org/10.1108/1JPSM-03-2020-0082

Schwartz, L. (2020). Advocating for digital projects in the arts: UC San Diego Visual Arts and Architecture Digital Collections. Art
Libraries Journal, 45(2), 61-67. https://doi.org/10.1017/alj.2020.4

Sims, D. (2003). Between the millstones: A narrative account of the vulnerability of middle managers’ storying. Human Relations, 56(10),
1195-1211. https://doi.org/10.1177/00187267035610002

Strati, A. (1999). Organization and Aesthetics. SAGE Publications Ltd. https://sk.sagepub.com/books/organization-and-aesthetics
Szostak, M. (2020). Creativity and Artistry in Organ Music. The Organ, 391, 24-31. https://depot.ceon.pl/handle/123456789/19170

Szostak, M. (2021). Artistry, Management, and Creativity: Links and Common Denominators. Discourses on Culture, 16(1), 23-54.
https://doi.org/10.36145/DoC2021.08

Szostak, M. (2022). Contextual inspiration and motive in persuasive creativity: lessons from artistic improvisation. Discourses on Culture,
17(1), 101-131. https://doi.org/10.36145/D0C2022.05

Szostak, M., & Sutkowski, £.. (2020). Manager as an artist: Creative endeavour in crossing the borders of art and organizational discourse.
Creativity Studies, 13(2), 351-368. https://doi.org/10.3846/cs.2020.11373

Szostak, M., & Sutkowski, L. (2021a). Identity crisis of artists during the COVID-19 pandemic and shift towards entrepreneurship.
Entrepreneurial Business and Economics Review, 9(3), 87-102. https://doi.org/doi.org/10.15678/EBER.2021.090306

Szostak, M., & Sutkowski, L. (2021b). The Challenges in Identification of Artists-Managers: Consequences for creativity. Creativity
Studies, 14(1), 112-124. https://doi.org/10.3846/cs.2021.13822

Szostak, M., & Sulkowski, £.. (2021c¢). The Identity and Self-Perception of Artists-Managers. Problems and Perspectives in Management,
19(1), 372-386. https://doi.org/10.21511/ppm.19(1).2021.32

Wagner, K. (2020). Randomness and recommendations — exploring the web platform of the artist Ivar Arosenius and other digital
collections of art. Museum and Society, 18(2), 243-257. https://doi.org/10.29311/mas.v18i2.3252

Wilkoszewska, K. (2007). Wizje i re-wizje. Wielka ksigga estetyki w Polsce. Towarzystwo Autorow i Wydawcow Prac Naukowych
UNIVERSITAS.

Acknowledgements

The author wants to thank all interviewees who take part in the research during the COVID-19 pandemic. No conflicts of
interest were declared.

Funding: Suported by subsidy of the Ministry of Science and Higher Education, Poland

Data Availability Statement: More information and data can be obtained from the author on a reasonable request.

21


http://jssidoi.org/jesi/
http://doi.org/10.9770/jesi.2022.10.2(1)

ENTREPRENEURSHIP AND SUSTAINABILITY ISSUES
ISSN 2345-0282 (online) http://jssidoi.org/jesi/

2022 VVolume 10 Number 2 (December)
http://doi.org/10.9770/jesi.2022.10.2(1)

Michal SZOSTAK is an Associate Professor at the University of Social Sciences (Poland). Since 2004, he has been prac-
tising business (on managerial and director positions) in capital groups in an international environment (in the commercial
and industrial sector), cooperating with corporations from the USA, Canada, EU and South Korea. He has experience in the
field of financial and organisational optimisation of business processes and entire enterprises, preparation and service of mer-
gers, divisions, separation of organised parts of enterprises and acquisition activities of capital companies, personal and pri-
vate economic activities, as well as the implementation and maintenance of quality management systems. As an Associate
Professor at the University of Social Sciences in Warsaw and an Assistant Professor at Collegium Civitas, he conducts inter-
disciplinary research at the interface between management and art (international publications), as well as teaching activities
for English and Polish-language MBA, Master’s and Bachelor’s programs in the field of international finance, corporate fi-
nance, financial analysis, financial accounting, management accounting, project management, strategic financial decisions,
visual arts marketing, self-presentation, business presentations, business ethics and CSR. He also conducts teaching activities
in the field of management at universities in the Czech Republic, Lithuania and Slovakia. In addition, he obtained a doctorate
in musical arts, specialising in organ performance at the Fryderyk Chopin University of Music in Warsaw, recorded several
CDs, and has been publishing in renowned British, Canadian, and American periodicals. As a musician-instrumentalist, he
conducts lively international concert activity, performing several dozen recitals annually in Europe, the Americas, Africa and
Asia.

ORCID ID: https://orcid.org/0000-0002-7774-2964

Make your research more visible, join the Twitter account of ENTREPRENEURSHIP AND SUSTAINABILITY ISSUES:
@Entrepr69728810

Copyright © 2022 by author(s) and Vsl Entrepreneurship and Sustainability Center
This work is licensed under the Creative Commons Attribution International License (CC BY).
http://creativecommons.org/licenses/by/4.0/

22


http://jssidoi.org/jesi/
http://doi.org/10.9770/jesi.2022.10.2(1)
https://orcid.org/0000-0002-7774-2964
http://creativecommons.org/licenses/by/4.0/

