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ABSTRACT

This study examines the international fragrance industry acgptdirthe practices of
knowing and repositories and spatialities of knowledge. It is based omatjualdata
from research interviews with industry experts in New York, U&#] Paris, France that
were conducted between 2006 and 2008. The industry serves as an exampje to
sensible practices of knowing. Therewith, the study contributes wetheoping field of
practice-based studies of knowledge within economic geographystidg examines
and documents that knowledge is produced in different learning placatsbutevelops
through the mobility of an emerging fragrance. Fragrancesmstemic objects that are
mobilized in order to gain shape and this affects different picastrs and their ways of
dealing with a scent. The study puts a focus on the epistemid abjeertain learning
places as well as its mobilizations. Furthermore, the studgldeibnnections to the

literatures on cultural-product industries and the geographies of emotion.
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CHAPTER 1

INTRODUCTION

1.1 I ntroduction

Over the last two decades, knowledge, innovation, and creativity desmne
significant objects of inquiry in the geographic study of econoadtvities. The
understanding is that specific locales such as cities, regiodsca@untries benefit
economically from the promotion of knowledge, innovation, and creativity. Ketyd
in particular is often seen as a major contributor to econamsimess. The great interest
in these objects of inquiry is not only characterized by diffediteratures that the
discipline makes use of and contributes to but, vice versa, showsritrégtion that
the sub-discipline of economic geography makes through its spatial pemspect

The study of knowledge within economic geography has undergonehtfi® s
over the last years. First, the traditional conceptualization of letgel in economic
geography recognized knowledge as located in and bounded to particlesr e
locales such as the region (Thrift and Olds, 1996; Amin and Cohendet, 2004).
Economic geography has seen an overwhelming richness of studieésvibstigate
knowledge in specific locales. These studies have been summarizedthmderm
“spatial innovation systems” (Mouleart and Sekia, 2003; Amin and Cohezfai®t).
This is due to the conceptualization of knowledge as a geographicddgrent and
immobile stock or asset. Recently, however, the concept of knowledgédtame

uncoupled from specific geographical scales (Amin and Cohendet, 2004na&ll



2007; Amin and Roberts, 2008a). Over the past few years a contrastmgmerged

that has influenced economic geography: it conceives a diffegistemology of
knowledge (Amin, 2002; Grabher, 2002a; Amin and Cohendet, 2004; Grabher, 2004a,
2004b; Grabher and Ibert, 2006; Ibert, 2007a, 2007b; Amin and Roberts, 2008a, 2008b;
Ibert, 2009). The study of practices has a long legacy indbilssciences (see the
overviews in Gherardi, 2000; Schatzki, 2001; Nicolini et al., 2003; Thrift, 2005;
Gherardi, 2006, 2009). It understands knowledge as a social practice ddatays
evolving and changing within and according to different socio-econoomiexts. The
comment that practices are always in flux — thus, evolving acceimpdéints, transient
effects, and temporary alignments (Nicolini et al.,, 2003a) — imghes they are
situated in specific geographical contexts that are developinghamdjiog over time as

well (Amin, 2002, 2003; Amin and Cohendet, 2004; Ibert, 2007; Vallence, 2007; Amin
and Roberts, 2008a, 2008b; Gertler, 2008).

A second shift in focus is connected with the repositories ansioghere to
examine knowledge (Bathelt and Glickler, 2003). In the past, ecorgeugraphers
have been keen to study private corporations as containers of knowledder @nd
Asheim, 2001; Yeung, 2003; Grabher, 2004a). Knowledge was seen as aofasset
individuals as members of firms. However, the firm has becomeom@yepository for
practiced knowledge. In contrast to this view, the focal relevafi@ firm as a locale
for knowledge eroded to the extent that economic geographerbakilat firms but
with the intention to investigate corporate and inter-organizationaonies,
communities of practice and practitioners, and individual careerorasasting and

additional examples of repositories where knowledge is done (BathelGlickler,



2003; Gherardi, 2006; Amin and Roberts, 2008b; Gertler, 2008). Research on networks
in economic geography has particularly contributed to a temporal dgndmic
understanding of ties, connections, and connectivity (Grabher and Ibert, 2006).

These two re-orientations in research — the focus on pradidasowing and
the understanding and investigation of diverse communities and soci@rketas
temporal loci of knowing practices — have contributed to initially @pgin spatialities
in novel ways that are contrasted by the preceding spatiaf kmowledge in firms and
regions (Vallance, 2007; Amin and Roberts, 2008a). The previous centfaitiscalar
nesting” of knowledge (Amin and Cohendet, 2004: 93; Grabher, 2004b: 306) or a
“territorial mooring” (Amin and Cohendet, 2004: 86) has been juxtapose@ by
topological understanding of space (Latour, 1997; Law and HetherirR266; Amin,
2002). The practice-based view of knowledge argues for a construmttispecific
(topological) spatialities after looking at agency (Amin, 2002;idand Thrift, 2007;
Amin and Roberts, 2008b). However, while knowing in practice challethgespatial
fix of knowledge to specific geographical areas conceptually, thgrgghical contexts
of knowing are not clear. Economic geography has only initially bégstudy how

and where knowledge is performed (Ibert, 2007a, 2007b; Amin and Roberts, 2008a).

1.2 Theme

The dissertation presents outcomes from a study of practidesowfing and

spatialites of knowledge in the international fragrance industrgn&mic geographers

have studied many cultural industries (Scott, 2000a; Grabher, 2002br adv&cott,



2004; Pratt, 2004; Rantisi, 2005; Scott, 2005, 2006b; Power and Hauge, 2008; Watson,
2008; Pratt, 2009; Reimer, 2009). My research provides a detailed acgowhtch |
contribute to the understanding of knowledge in economic geographerk’ awor
cultural industries (Scott, 2000a; Power and Scott, 2004; Pratt acdt,)&d09) based
on empirical material from an industry that has not been examined by gepgraph
Multiple actors contribute to the fragrance industry’s eo@abf the cultural
product of perfume. The study investigates two of the most relewvahistry
participants: the manufacturers of perfumes and the fragrance supphiexsg@poly of
manufacturers (such as Proctor & Gamble, L’'Oreal, Coty, LVMH, Bstge Lauder,
for example; Curtis and Williams, 2001) dominates the global supplyerfumes.
These manufacturers fashion perfumes according to brands (Burr, Z8@8ntention
behind the flexible multiplicityof brands is to supply existing and newly created target
consumer markets with fragranced products. However, the creatarpeffume is a
collective creative process. Numerous companies participate iprdaeiction of a
perfume and contribute their unique tangible or physical matéadiagrance, a bottle)
and intangible or metaphysical immaterials (an image, a wbrghortant components
for the delivery of scents are the suppliers of fragrances. Tiuetwge of the
international community of fragrance suppliers mirrors the onehef ftagrance
manufacturers: a small number of firms dominate the global mékdfingwell &
Associates, 2008). The fragrance suppliers employ perfumers who &enfiaigrances

and are considered the most creative actors within the supply probess a perfume

! The term “flexible multiplicity” implies the coracting of new brands and demission of older brdnyds
the manufacturers of perfume. This is done in otdeeach a wider consumer base and to profit fiteen
popularity of certain brands.



can be characterized as both a material and a marketed and braatigahysical
representation. A fragrance is abstract, elusive, and non-reptesaitan the sense
that communication about it is difficult and a clear objective amalys lacking
(Blackson, 2008; Thrift, 2004). This indicates a need to study the sygnamal material
becoming during the manufacturing process (Mansfield, 2003; Burr, 2008).

The current investigation looks at the manufacturing of perfum@se
fragrance industry produces various fragrant commodities; howekiex, study
recognizes the product variety but narrows the discussion down toxdneple of
perfume. This cultural artifact is the most lucrative productn@nufacturers in the
industry? On the one hand, economic value in most cultural industries develops out of
the promotion of signs and symbols in brands; branding is the developmeraction,
communication, and promotion of these signs and symbols (Baudrillard, 1996, 1998;
Power and Scott, 2004; Power and Hauge, 2008). However, a brandréctabet
brands “operate in a sea of inequivalence” because of their inkantature (Lash,
2008: 7). “Yet every brand is different from every other [and)] bfrand is not different
from another it has no (brand) value” (Lash, 2008: 7). Thus, the ntamgnis urged
to create a brand identity and particular brand equities in ordelocament its

heterogeneity and unique place within the market (Wood, 2000).

2 The study recognizes and, at times, relates tsitiréficance of consumption as a driver of proghrct
but it will mainly look at the manufacturing proses. The fragrance industry and the manufacturing o
perfumes are connected with processes and praaticemnsumption. For a long time, economic
geography was intellectually led by a productivgidoand the connection to consumption has been
neglected (Pratt, 2004; Grabher et al., 2008). Buiftural studies (since the 1970s) as well as new
cultural geographies (since the 1990s) have sanfly contributed to the investigation of consuiapt
and consumers.

3 ‘Manufacturing’ is summarized through two signéfit sets of processes: branding (and marketing)
perfumes as well as composing fragrances througgttiee fragrance formulations (Lash and Urry, 1994;
du Gay and Pryke, 2002a).

*In this context, Burr (2008: xvi) talks about therfume industry as an “one of the most insular,
glamorous, strange, paranoid, idiosyncratic, ioreil, and lucrative of worlds.”
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Brands are positioned and re-positioned, qualified and re-qualified @ulare
basis (Callon et al., 2002). This is a challenge in an increasohgtered market. A
scent is not a word: while the composition can be described inraiadieformula,
verbal communication remains partial and it is often only one wagmksentation.
Scents communicate viscerally. Communication about scents is lewged for
professionals in the industry (not to speak about the final consumeh).liButations
exist in other cultural industries as well. However, the frage industry challenges
traditional approaches toward cultural products that work solelywisual and verbal
context; individual differences in recognizing, characterizimgl, eritiquing a scent are
likely to occur. Second, the perfumer as the composer of a fagiannot simply
mixing ingredients: within the currently fashion- and brand-driverupes industry,
she has to create based upon a brief and within a highly competdanket with other
perfumers. Her trained creativity is increasingly stréaaol through the brand
dominance of manufacturers that are supplied with fragrances. Tbhallenge lies in
the coordination of various materials and, in particular, the creatiarfragrance for a
brand. Professionals spend crucial amounts of time and money to teoardtagrance

to a brand and a brand to a fragrance (cf. Chapter 3 and 5).

1.3 Resear ch interest

The economic geography literature emphasizes visual and yerbhabgnition

and only tangentially addresses the other three senses of towsdtioalf and taste

® The goal of the professionals is that a scentifégn'Hugo Boss’, for instance. See also Burr'§@a:
194/195) discussion of L'Oreal’s “precision engirieg” to create brand unity in ‘Armani’ fragrances.
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(Amin and Roberts, 2008a, 2008b). However, olfactory experiences affaule pen
instinctual, emotional, and associational levels because the prefemcEent evokes
affective reactions (see the discussion of affects in, fornogtaAmin and Thrift, 2007).
The affections that are induced by olfactive materials @margrized in the concept of
sensible knowledge which will be used as a guideline to undergieaxticed
knowledge of creative individuals. Furthermore, perfumes develop ageatitheir
own. There is a certain agency that dwells in fragrancedlas and materialized
fragrances (see Gherardi, 2009; also in Anderson and Wylie, 2009)agénsy is
connected to the materiality and materialization of fragrances; it infanchslrives how
knowledge is practiced. Neither do fragrance formulations remaint sited passive
during their becoming in the manufacturing process nor during their consurhption.
In the following paragraphs | present rationales for investigaineg international
fragrance industry according to practices of knowing and spatialities of &dgeul

First, the epistemology of practice is in its infancy andhaleds, after its
important theoretically-informed introduction into economic geograpmgpirecal
back-ups and proof. The study intends to elaborate on the specifafities industry
under investigation in order to contribute empirical insights to theenaditerature of
knowledge practices in economic geography, organizational repositofigbese
practices, and the spatialities where knowing is done. At the saregit studies the
social relationships of involved practitioners in creating a new cultural prddiectiti

et al., 2003; Gherardi, 2008, 2009).

® For instance, Nicolini et al. (2003b: 22/23) mentithat artifacts “participate actively in the st
carry history, embody social relationships, disitéb power, and provide points of resistance.” Hlen
(1991: 341), the current master perfumer at Hersesaks about “the action of each fragrant substanc
which governs the work rhythm of materials in comte each other and the human creator.

7



In contrast to cognitive and mental accounts of knowledge that bese
traditionally stressed, the example of the fragrance industgmands a
conceptualization of sensible or aesthetic knowledge (Strati, 1999, 2007). In tleist,cont
human geography as well as economic geography has traditicioaihsed on
industries that prioritize practiced and communicated knowledgéstiaatbal or visual.
Cultural industries such as new media, television, art, music, evgrtdesign,
fashion, and furniture have been studied (Grabher, 2001, 2002b; Power and Scott, 2004,
Pratt, 2004; Pratt and Hesmondhalgh, 2005; Grabher and Ibert, 2006; Power and
Hallencreutz, 2007; Pratt, 2008; Watson, 2008; Power and Jansson, 2009; Pratt, 2009).
Literature from disciplines such as organization theory and ecoramtticopology, for
instance, have started to examine that practice-based apmoszhknowledge
juxtapose the cognitive and mental ability and capacity to know setisual and
sensible practices of knowing (Cook and Yanow, 1993; Strati, 1999; Yanow, 2003;
Ewenstein and Whyte, 2007; Strati, 2007; Ewenstein and Whyte, 2009).grhetees
are based on corporeal and bodily performances and experiences of kndvioogs
on practiced knowledge based on a sensible and aesthetic understanitichgstrf/-
specific artifacts and materials is underrepresented, particulartpnomic geography.

This argument is related to questions that underline the speediof the
fragrance industry. A focus on the fragrance industry and the a@othg of
perfumes in particular intertwines, for instance, craft-bdsemnving of the perfumer
with creative and expert knowing such as branding and marketing afaHester and
brand manager (Amin and Roberts, 2008a). The fragrance industry conffiecesndi

forms of knowing in action (Amin and Roberts, 2008a, 2008b): the perfumaraatis



or craftsman composes scents (a form of craft-/task-basedrgewnie brand manager
works on the design and coordination of a brand (creative knowinggotbazed by
symbol analysis and construction, Reich, 1991), for instance. Howevenatseand
means how different forms of knowing in action are practiced disasehow these
different practices relate to each other in this partiani@dustry is far from clear (Amin
and Roberts, 2008a, 2008b). While Amin and Roberts stress the sdicialin
community members through verbal and visual communication, as in thaltgase of
craft/task knowing, the example of the fragrance industry aquessthow members
within different professional communities relate to each otheorder to engage in
social practice (Lave and Wenger, 1991; Cook and Yanow, 1993). “The tyafgaci
effectively and creatively use the knowledge” (Reich, 1991: 182), whsgh i
characteristic for symbol analysts, is challenged becauséheofcomplexities of
knowledge that is not cognitive but sensiblEhus, the investigation of the fragrance
industry according to the practice-based approach to knowledge é&igersda better
understanding of the socio-economic connections in human relationshipsotuatry
that unifies craftwork as well as (post-)modern marketing,rfstance (Sennett, 2008:
289). Nicolini et al. (2003b: 22) argue in this context that “the socieloked by a

practice-based linguistic repertoire is therefore very wdiffe from the refined, clean,

" The fragrance industry creates epistemic objdus juxtapose the higher and lower human senses
(Classen et al., 1994; Knorr Cetina, 2001). Howebesides this focus on the (characteristics of the
sense of smell, what is often neglected is thatmodities articulate through multiple senses. Défer
manifestations of creativity have to be intertwinieth a physical and symbolic good. The investmati

of how this is done helps to unravel how culturedducts are manufactured. The industry challenges
traditional approaches toward emerging goods inisaav and verbal economy. Thus, the fragrance
industry works with very complex components — thiamgible brand and the evanescent fragrance, for
instance — that are intertwined.



aseptic abstractions predicated by functionalist social ssieritiThus, the research
challenges the functionalisms that are current in other industries studieddmaphers.
Second, economic geography has approached the issue of knowledge in it
spatialities within cultural industries only partially. Economéographers investigated
cultural industries and their economic relevance for particulacepldcf. also the
discussion for other cultural industries in Scott, 2000a; Greater Londwbmorty,
2004; Pratt, 2004; Rantisi, 2004; Keegan et al., 2005; Scott, 2005; Cooke angtttiazze
2008; Lorenzen and Frederiksen, 2008). The characterization of creativity
uncertainty in cultural industries, for instance, has led to $igatians that highlight
the significance of geographical proximity for successfuloactMost studies have
described the locally-bounded manifestations of knowledge in partiogkes such as
Paris, Hollywood, or London according to the argument of agglomeration (Scott, 2000a,
2005; Ibert, 2007a; Watson, 2008However, against this characterization and
argumentation of agglomeration (Ibert, 2007a), knowledge is not understaditbaal
affair” (Amin and Cohendet, 2004: 99) but based on flows within and beyopdrate
boundaries. The question of where practiced knowledge takes pidcevtey that
matters is not sufficiently answered. It is far from clednere sensible knowledge is
practiced beyond such macroscopic sites as cities. Thavattgiading of “scent is the
essence of physical presence” (Blackson, 2008: 6) implies that aoe place-based
and close to each other in order to create a perfume; howeverrghiaeat appears

merely suggestive and limited. The spatialities of knowledgekaly lio be much more

8 Economic geographers have tended to focus ondifisgeale and investigated the economic actigitie
in these “bounded regions” or “spatial innovatigstems” that were defined and delineated by the
characterizations of knowledge (Thrift and Olds9@9Mouleart and Sekia, 2003; Amin and Cohendet,
2004).

10



complex and only partially bound to singular learning places t(l2&07a, 2007b).
Thus, in contrast, the practice-based approach conceives the argirptade (Ibert,
2007a). That is to say it looks at economic action through a geografgmnsalmaps
creative actions, and conceptualizes spatialities thereupon [BatkeGlickler, 2003;
Amin and Roberts, 2008a). This approach enables the separate discuggiographic
space and economic activities, it highlights the mobility of objeutsl the temporal
creation of spatialities (Thrift, 2004, 2005). Furthermore, a focus iscmmlly-
constructed sites that zoom in and out of urban areas and understan|@#aces
with different reach and depth (Amin, 2002; Amin and Cohendet, 2004; Ibert, 2007a).
Third, the manufacturing and amalgamation of the material and eniadat
components is performed across corporate boundaries. The upper argumentatain hints
the challenges of collaboration in buyer-supplier links becaus@eoimateriality of
fragrances. The fragrance industry is characterizedhighadegree of division of labor
within and between firms where the boundaries of the industry areepblen The
industry integrates diverse firms that are also active in o#estors. Mass
manufacturers and their fragrance suppliers face an innumeraldentrof niche
manufacturers; this is typical for many cultural-product indest(Scott, 1996, 2000a;
Pratt, 2009). However, with the focus on the significance of uncertb@dguse of the
overall characteristics of the development of a fragrance, tloéigas of knowing how
interaction takes place and the related spatialities of knowledgetion are hardly
understood (Ibert, 2007a). In this context, a specific challengeni¢he globalizing
processes that are initiated by the activities of internaticc@hpanies. The

manufacturers of fragranced goods increase their involvement igieg@narkets that

11



show higher revenues and quickly increasing profit rates in coropatestraditional
markets in North America and Western Europe. This corporate glatiatzyoes along
with a globalization of brands, olfaction, and beauty (Peiss, Z080jhe same time,
the globalization of brands and branding leads to an increasing homaigenira
consumer habits at least in regions and cities that are mneected with lifestyles of
industrialized countries; the Internet plays a crucial role his ttontext. These
characterizations position the creation and coordination of the ialatand
metaphysical components in a cultural product between the cornarstina@
homogenized global branded product and a localized idiosyncratic prodesitieB
guestions regarding the challenges in terms of the coherendee ahaterial and
metaphysical components across space and over time ittis petanswered what this
actually means for the involved professionals and professional comesuantd their

successful production during the internationalization of perfumes.

14 Structur e of the dissertation

The dissertation consists of six chapters. Chapter 2 focuses dis¢barse of
knowledge in economic geography. | characterize the transitiondrogsource-based
understanding of knowledge towards the performative view that concepsualiz
practices of knowing. Chapter 2 connects the discussion of culturaliedustith the

view of practices of knowing through the conceptualization of senkiide/ledge in

° In this form of neo-colonization, Western multioagls formulate, communicate, introduce, and
transfer new concepts of beauty in the form of miate but also media onto developing markets.
Different understandings characterize the individtensumer markets: Le Norcy (1988: 223/224), for
instance, describes how perfume is understoodcadlectible in Japan while the puritanical heritage
parts of South America and the US lead to an utaledsg of perfume as a chauvinistic accessory.

12



order to depict the complexities in creating cultural productsh&urtore, it discusses
the impacts on the spatialities of knowledge that result frosnepistemological shift.
Thus, Chapter 2 embeds the focus on the fragrance industry within thretited
discourse in economic geography. Chapter 3 investigates general ehstiastof the
fragrance industry. A historical perspective on the industry isepted, perfumes as
cultural artifacts are approached, and an investigation of the igosgicant actors and
processes is presented. Chapter 4 lays out the methodological apfireaphains the
methodological layout of the study and characterizes the collecfidthe empirical
material. Chapter 5 discusses the empirical findings. | covesrédaalth of the industry
by looking at practices within and between the manufacturer of rpegfuand the
fragrance supplier. In order to examine typical practices of krgpwimd the created
spatialities of knowledge | follow the emerging epistemic obghaing its creative
development. | characterize significant learning places of thendeeag object in
order to claim that practices are both accomplished at partisitds but also through
the mobility and mobilization of the epistemic object. Finally, Chapts a summary
of the findings and critically mentions the shortcomings and prospefctghe

dissertation.

13



CHAPTER 2

SPATIALIZING KNOWLEDGE PRACTICES

21 I ntroduction

Economic geographers have been investigating the significamze a
characteristics of knowledge in the economy for a while. Thisastes paralleled by
research in related disciplines that focus on socio-economicuctstngs that
developed towards conceptualizations and discourses about a knowledge economy,
knowledge-based society, knowledge-intensive economy, and knowledge worketo nam
a few examples only (Bell, 1973; Drucker, 1993; Leadbeater, 1999;lippFét al.,
2006). Overall, these concepts indicate change in how capitalisks viout also for the
significance of knowledge in economic and societal terms. Krigelan economic
terms is usually understood as a proxy to remain creative andative{Gertler, 2008).

This chapter reviews the theoretical discussion of knowledgecanomic
geography. It characterizes the traditional view, as wellhascurrently developing
view, of practices of knowing. In order to make sense of the coontdgtowledge, a
recent epistemological shift has re-conceptualized knowledge gtihrpuactices of
knowing (Amin and Cohendet, 2004; Ibert, 2007a, 2007b; Amin and Roberts, 2008a,
2008b; Gertler, 2008). Furthermore, the chapter delineates and ditigzentypical
spatialities that are related to knowledge conceptualizationsardswthe end of
Chapter 2 | focus on the example of cultural industries and cufitodlicts in order to

explain how to approach a cultural industry such as the international fragranceyindust
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| stress that it is central to understand the internationalafinag industry according to
how sensible knowledge is practiced (Lave and Wenger, 1991; Strati, 2003,
Ewenstein and Whyte, 2007; Strati, 2007; Ewenstein and Whyte, 20@gusbions in
economic geography have started to focus on knowledge in culturalriedubtt this
focus remains still in its infancy (Scott, 2000; Power and Scott, 2BO%er and
Jansson, 2008; Watson, 2008). However, more empirical research of dollusdties
according to the epistemology of practice and how knowing in actlkwas tplace is

particularly needed (Amin and Roberts, 2008a).

2.2 The discussion of knowledge and practices of knowing in economic

geography

2.2.1 Introduction

Knowledge plays a central role in the discussion of the developraf
economic activity in current economies of the Western world.afonquestion is how
and where knowledge can be conceptualized in order to investigatkeita industries
with high degrees of creative activities (exceptions are Gral#¥2a; Amin and
Roberts, 2008a, 2008b; Lorenzen and Frederiksen, 2008; Power and Jansson, 2008;
Watson, 2008). In this discussion, | examine and explore the “black barowsiedge”
(David and Foray, 2003: 25). | distinguish between two major approabhesre
currently en voguein economic geography and beyond: a stock- and resource-based

understanding of knowledge and a process-based conceptualization of knowledge.
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Until very recently, economic geographers have conceptualized krgavéeda
stock. This understanding has been developed and transferred from msondere
the conceptualization of knowledge as a stock forms the mainstneam(Dolfsma,
2008). Accordingly, as some economic geographers point out, knowledagainby/
agglomerated in specific cities or regions. However, in the geestde the discussion
has shifted to understand knowledge as something that is done: knowiracisepr
Geographers have initially mapped and spatialized knowledge dangoto this
distinction. However, the understanding of practices of knowing tleapeformed in

specific spatialities lacks further empirical evidence.

2.2.2 The mainstream conceptualization of knowledge and its criticism

Historically, the discussion in geography has been led by an tenudirsy of
knowledge according to four preconceptions that are propagated by orthodox
economists (Nicolini et al., 2003; Amin and Cohendet, 2004; Amin and Rcbedih:;
Dolfsma, 2008). First, knowledge is understood as a stock or assegdhiés from an
accumulation of information through a linear process. According to ites, the
knower and the known are split and there is no link between knowledge amwl acti
Knowledge is a reconfiguration, more advanced form, or product ofmiatoyn that
stems from processing data (Amin and Cohendet, 2004: 18). The proctsbasge
occur in a linear fashion. Second, knowledge is a possession. Knowdeaiggerstood
as having been “formed in the minds of individuals or encapsulated moukiaes of

groups” (Amin and Cohendet, 2004: 30) and, therefore, “people are seen és8sposs
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knowledge” (ibid.). Thus, knowledge develops out of and feeds into a mental tcontex
Third, all knowledge can be codified. The transfer and exchange of knowigldgs

to and questions the forms in which knowledge travels. This aspashésent with the
view that knowledge exists in different forms. Knowledge is categdrinto different
groups such as explicit versus tacit as well as individuausersllective knowledge.
These categories of knowledge are, however, convertible. With thectonuhat the
transformation of tacit knowledge into codified knowledge is possiinees the belief
that knowledge is easily and efficiently transportable. Orthodox edoniveory and
knowledge management appreciate the feature that knowledge is ldedifizobile,
storable, tradable, and that it can receive a monetary valum(mmizable; Amin and
Cohendet, 2004; Dolfsma, 2008). Amin and Cohendet (ibid.) differentiate between three
different steps of conversion: creating models, creating langaagesreating messages.
The processes of codification depend heavily on the knowledge part sigipissed to

be transformed, but also on the knowing agent who interacts in thesprdderefore,
codification processes would allow that only parts of the tacit eatfirknowledge
could be codified. Finally, related to the third characterizatiothas knowledge is
limited to individuals, Amin and Cohendet (ibid.) point out that accordirgctmomic
theory, individuals are most often seen as the entities that are able to know.

These four major descriptions of knowledge have been criticizedrddhadnal
approach to knowledge neglects the specific cognitive featuremacdiganisms of the
receiving agent such as memory, pattern recognition, perceptiorgoamaunicative
skills that are, elsewhere, highlighted as important. This unddistaimplies that the

creation of knowledge through information depends on context. Not only ispghea
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matter of critical concern, but also the characteristics ottimsidered organizational
agents (= both the emitter and recipient of knowledge) are r¢ldwahat regard, there
is no simplistic logic and connection between information and knowledgk beyond
that, data and wisdom/belief; David and Foray, 2003). The concepts af dat
information, knowledge, and wisdom/belief are all loaded with ambigqnty need
interpretation; when it comes to its transfer, information cowdise diverging
understandings of different agents. A “differentiated feedback gsboshere data,
information, knowledge, and wisdom/meta-knowledge mix and mingle is depedent
the capabilities of actors and not a characteristic of knowlédigen and Cohendet,
2004: 30). Furthermore, knowledge as a possession is criticized as omggroné the
story how to make sense of knowledge (one epistemology; Orlikowski, 2002).

A second epistemology is presented as equally important. Thells®-ca
“epistemology of practice” (Amin and Cohendet, 2004: 30; see furtheussi®n
below) intends to answer questions about how knowledge evolves on individual and
organizational levels, how it is acquired, saved, remembered, mathtéorgotten, and
thus how changes in the stock take place. This is done through tremepagfical shift
that understands knowledge as practiced. Old considerations that knowdegderc
example, easily be outsourced, bought at arm’s length on maokedscertain market
price, stored, and, once again, fetched, are criticized. Knowledigpéndent on social
relations and changes of agents.

Finally, knowledge creation and exchange is increasingly understadasal
process. With the expanded comprehension of knowledge as a collectalegpsocess,

different repositories and units of shared, common, or organizational ldgevigpen
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up. The collectivity of knowledge is, as the authors show, often explahdbe
example of routines. Cohen et al. (1996: 683; in Amin and Cohendet, 2004: 26)
describes a routine as “an executable capability for repeatéorrpance in some
context that has been learned by an organization in response dveepgessures”.
Routines enable firms to generate collective action, and functiancagnitive device
(i.,e. they economize on the restricted information processing andiomeaiaking
capacity of agents). They are context-dependent and variable thelganight change

through actions or external change in the future.

2.2.3 Traditional spatializations of knowledge

Since the early 1980s, economic geographers have struggled tanexpla
economic restructuring which has led to globalization on the one hand and
regionalization of the other hand (Storper, 1997). The latter aspac¢tegional world”
(Storper, 1997) has created a plethora of ideas to deliver a neterstanding of the
economic success of localities that this literature investigatedasuBloute 128, Silicon
Valley, or the Third Italy. Concepts such as new industriatepandustrial districts,
learning regions, clusters, and the like indicate the substaesiahnmch efforts along
these lines. The traditional literature on knowledge contributes hedwilthe
explanation of regional development based on agglomeration-specificeatrgpetal
processes (Maskell and Malmberg, 1999; Gertler, 2003). Knowledge hasl @da
important role to approach and grasp localized economic action (Maskéladmiberg,

1999; Gertler, 2003; Morgan, 2004; Gertler, 2008). Ibert (2007a) charastéhize
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approach as based on the “argument of agglomeration” (also ian¢ell 2007). The
focus on knowledge reflects the growing interest of scholars taaiexplconomic
growth through innovation in certain places, how to make this threwstainable for
the future, and how to imitate some of the parameters that, presymedate to this
growth. Bathelt (2007: 1290) describes knowledge as the main reason for the
“establishment, growth and reproduction of industry clusters.” Thus, whites of the
concepts emphasize regional development as an outcome of the wakghybjects
are manufactured and produced, or — in another discourse — that tgrésiof strong
or weak ties are connected with particular geographical scaéss discussion in
Grabher, 2004b), current ideas focus on the understanding of knowledgedrfaitees
economic prosperity for cultural industries. In the following, | lyiehtroduce the
currently dominant conceptualizations of how to make sense of knowle@gemnomic
geography.

Knowledge used to be organized into different categories. The negsiehtly
cited example of such a categorization is the differentiatiowdsst tacit knowledge
and codified knowledg¥ Economic geography has often ‘glorified’ tacit knowledge
because of its economic potentiality. Furthermore, beneficiattefteave often been
understood as inherent; according to certain economic geographersithgpatial and
organizational logics in terms of local stickiness and immobititgates ‘simple
geographies’ on a geographically-defined, mostly regional .leM@torically, the

argument has been that tacit knowledge is difficult to commtenmther than through

10 Codified knowledge is knowledge that can be cadexts, pictures, or videos — therewith, it isya
to move codified knowledge. Tacit knowledge is hamdcommunicate because, as Michel Polanyi
famously phrased, ‘we know more than we can t&hus, this knowledge can hardly be communicated
through certain materials but demands that othdiviguals are co-present in order to grasp knowdedg
that becomes visible in action (for instance, rdinbicycle or making a flute; Cook and Yanow, 1993
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direct interaction (Morgan, 2004; Storper and Venables, 2004; Vall2006&). Tacit
knowledge therefore requires spatial proximity for its production dissemination
(Morgan, 2004). Gertler (2003: 85) underscores how “spatial proximittyeikey to
effective production and transmission/sharing of tacit knowledge,reéimséorces the
importance of innovative clusters, districts, and regions.” Thus, |owdlstrial
development benefits from the successful implementation of closgéted policies
that encourage interaction-based learning and the exchange éhtaeledge (Gertler,
2003; see recent Special Issues on clusteRegional Studies 2008 [Vol. 42, No. 6]
andEuropean Planning Studiés 2009 [Vol. 17, No. 11]; Bathelt, 2007).

One consequence of this spatial stickiness of knowledge is tnas fure
encouraged and tend to locate in spatial clusters or agglomeratiortemo both tap
into and contribute to knowledge pools that emerge through interactiore [Becations
are often cities or metropolitan areas where highly-valueettfa-face contacts between
a diversity of economic actors are most feasible (Bathell.et2004; Cooke and
Piccaluga, 2004; Morgan, 2004; Storper and Venables, 2004). Thus, locations develop
through their centripetal forces as major ecologies where mbbiean capital in-
migrates.

A related school of thought in economic geography distinguishes among
different forms of knowledge in their spatialities. Differentnfigr of knowledge exist
such as analytic, synthetic, and symbolic types of knowledge créasbeim et al.,
2008; Gertler, 2008). The goal of this distinction is the explanatiofidiffierent
geographies of innovation for different industrial sectors, cladsifi® different types

of ‘knowledge base™ (Asheim et al., 2008: 1043; see also GertlgrAzheim, 2005;
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Moodysson et al., 2008). Some knowledge flows take place in a regettialy, others
across distance. “Analytical knowledge predominates in those industhiere new
scientific knowledge is highly important” (Gertler, 2008: 9). Thisdkof knowledge
includes sectors that are governed by scientific laws and methddstional processes
such as in biotechnology. In contrast, “synthetic knowledge (...) doesinatlustrial
settings where innovation takes place mainly through the applicationowel
combinations of existing knowledge” (Gertler, ibidDhis type of knowledge is
significant in industries that involve industrial engineering whilreelopment instead
of research is at the forefront of economic actiofinally, “symbolic knowledge is
distinguished by its strongly aesthetic, affective, and semiatiare” (Gertler, 2008:
10). This kind of knowledge is characteristic for cultural industaesl service
industries where the value lies in the production of signs and synmstésad of the
physical production of a thing.

A more critical approach to the narrow focus on local econonméslee tacit
versus codified knowledge characteristics therein is the noddkelcal buzz and global
pipelines” (Bathelt et al., 2004; Owen-Smith and Powell, 2004; Ba2@07; Gertler,
2008); this view is related to the “local node — global network ggabyr of innovation”
(Asheim et al., 2008: 1041; see also Asheim and Gertler, 2005; GanteLevitte,
2005). The idea of a local buzz versus a global pipeline impliesotlosving: while

local buzz in characterized by a “thick Web [sic!] of inforimat knowledge and

1 wsynthesis’ refers to the designing or constromtiof something in order to attain functional gbdals
(Moodysson et al., 2008: 1043). “Analysis’ reféosthe understanding and explanation of featurabef
(natural) world” (Moodysson et al., 2008: 1043).
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inspiration that circulate between the actors of a clusterth@®a 2007: 129d¥, global
pipelines allow connections beyond the boundaries of a region and loweskhefr
lock-ins" (Bathelt et al., 2004; Bathelt, 2007). In contrast to local buzz, tteFnek
connections are associated with higher degrees or risk aedainty since aspects of
trust and mutual correspondence are comparatively weaker. Smggh-and Powell
(2004: 5-6) distinguish channels from pipelines. Channels “diffuselyirapdrfectly
direct transfers between nodes, facilitating information spillovéaad other
externalities) that benefit both loosely connected and centrallyitignesl
organizations,” while pipelines are “closed conduits, characterizgd |Idgal
arrangements (e.g., nondisclosure agreements and exclusive righgsledeto ensure
that only the specific parties to a given connection benefit tremnformation that is
exchanged” (p. 6). The richness in mechanical anaf§giatibrates the “local buzz and
global pipelines™-approach to knowledge in clusters between, aslBg&b@7) states,
export-based models and traditional cluster-based approaches to regiornagment!
The general debate about local and regional economic development that is

connected to the knowledge debate is closely related to the riptpxdebate” in
economic geography. Economic geographers have characterizecrdifferms of

proximity and ascribed varying social characteristics to tlweseepts (cf. Gertler,

12 Bathelt (2007) explains the aspects of the “imgmuce and quality of a cluster’s buzz” (p. 1290%sth
characteristics are mutually supportive: the capnee of specialized firms in the same region ith
ability of face-to-face interaction; sameness as da technical traditions, day-to-day routines, and
problem-solving activities; diversity of relationph and contacts within a cluster; and the integtien

of local buzz and the use of it. However, like otliecent concepts in economic geography, the
measurement and operationalization of the concéfpwoal buzz and global pipelines is described as
fairly difficult.

13 Grabher (1993) introduced the idea of a lock-ie¢onomic geography in order to show the reliarice o
network ties in the Ruhr area that led to strudtuddficulties once the area was affected by
deindustrialization.

14 Bathelt (2007) integrates a number of ideas amteyuts that are taken from other contexts such as
roots (pp. 1291 and 1292) and pipelines, leakytfancand sprinklers (p. 1293).
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2008; Ibert, 2009). While the idea of geographical or physical proxiantyrs learning
through corporate links in propinquity, relational or organizational proximiegrates
“long-distance communication and collaboration” into the picture &viak, 2007: 799).
The differentiation has been introduced to economic geography in trdsgparate
characteristics of knowledge creation and learning that takee plgoroximity versus
those across distance. However, the point of this discussion is te kelawledge
creation and exchange that is based on interaction to the geogaptuept of
proximity: of central concern is the question how close do actorstbhdwe in order to
exchange knowledge effectively and to be or remain innovative (ctlislieassion in
Bathelt and Gliickler, 2003; Gertler, 2008; Rychen and Zimmermann>20b8rt,
2009). Some economic geographers focus on the spatialization accardiiffgtent
proximity-characteristics. However, the following debate gpxises the centrality of
space by the emphasis and identification of practices thatayeably, necessarily

examined before they are spatialized and spatialities are qualified.

2.2.4 The epistemology of practice

While the major view on knowledge is still on spatial proximityirofolved
actors in economic geography, a critical approach has developederelifschool of
thought questions not only the association between tacit knowledgeealotah scale

but also that of a categorization and related spatializatidim@i/ledge (Amin, 2002;

15 Rychen and Zimmermann (2008: 768) present a ratitaral account of the traditional cluster-contep
when they stress that “clusters should be considasecoordination structures [that are] less caimstd

by space and time” and “local advantages of gedgcapproximity must be weighed against the global
constraints and opportunities underpinning thegrerance of the firms involved.”
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Amin and Cohendet, 2004; Ibert, 2007b; Gertler, 2008). Representatives afdai
seek a more expansive understanding that recognizes the variedlitigzatof
knowledge in their “territorially unbound network formation” (Vallan@®07: 798).
Accordingly, a shift in geographic research on these spatialtiapparent. The term
spatialities is, for instance, described in Amin’s (2002) anabfsgdobalization. Amin
(2002: 389) understands “spatiality in nonlinear, nonscalar terms, aesadmaccept
geographies and temporalities as they are produced through practiceslations of
different spatial stretch and duration” (see also Amin, 2003; AminTdmdt, 2004,
Barnes, 2004; Amin and Thrift, 20091 will discuss below that the epistemological
shift has introduced literatures from proximate social sciences to ecogeagraphy.

A competing epistemology to study knowledge that investigates kdge/lend
learning with a specific attention to their contextual naturedea®loped in the last
decade. Different literatures such as economic sociology, ecormmthicopology, and
organizational studies become of significant influence for econosugrgphy. The
new epistemology radiates into and employs approaches from saurglasas situated
learning theory, activity theory, actor-network theory, and workptaedies (Cook and
Brown, 1999; Gherardi, 2000; Law and Hetherington, 2000; Allen, 2002; Amin, 2002;

Gertler, 2003, Nicolini et al., 2003; Amin and Cohendet, 2004; Gherardi, 2006

16 Amin (2002: 389) adds his Actor Network Theoryeinhied conceptualization of space and place that
is “a topological sense of space and place, a sehsgeographies constituted through the folds,
undulations, and overlaps that natural and sociattizes normally assume, without any a priori
assumption of geographies of relations nestedriitdgal or geometric space.” In the same vein,iAm
and Cohendet (2004: 93) argue for a tracing of agtsrbased on knowing practices that are transuscal
and non-linear.
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and Roberts, 2008a, 2008b; Gertler, 2008). Economic sociology and economic
anthropology play an important role (Lave and Wenger, 1991; Wenger, 1998).

In order to understand knowledge, research focuses on the spsoific
processes of ‘how knowledge happens.’ These processes are comasekvedving that
is understood as a social practice (Amin and Cohendet, 2004; Ibert, 2008iraand
Roberts, 2008a, 2008b). Thus, | will discuss the terms ‘practice’ and ‘knowing’ .below

First, discussions of the history of the term practice agsgmted in Schatzki
(2001), Nicolini et al. (2003a, 2003b), and Amin and Roberts (2008b), for instance.
‘Practice’ has a long legacy within different schools of thouGiherardi (2000, 2009;
also in Nicolini et al., 2003a; Bjgrkeng et al., 2009), for exampléndigsshes between
a phenomenological approach, a Marxist approach, and a Wittgenstgnueoach (see
Schatzki, 2001; Nicolini et al., 2003; Gherardi, 2006, 2009). A unified pratiezeyt
or practice-based approach does not exist. In contrast to this @aetelopment of
practice-based studies and practice theories in the plural pédes (Gherardi, 2008;
Bjagrkeng et al., 2009; Gherardi, 2009). Academic work in the interdisaiglarea of
investigating practices is of particular relevance also for econgeagraphy.

Gherardi (2009) differentiates between theories of action and theories of@racti
in order to examine and elaborate on the individual idiosyncraciég divb theoretical
approaches. Theories of action focus on intentionality of actotsntib&e actions
meaningful’® In accordance with Amin and Cohendet’s (2004) description of routines,

this contrasts the openness and non-intentionality of practices. Oathibe hand,

Y This is significant in the detailed and sympathetiscussion of the social-anthropology-of-learning
approach to knowledge in Amin and Cohendet (2004).

18 Miettinen and Virrkunen (2005) discuss in theirdst of epistemic objects the relevance of routiaes
socially and organizationally stabilized ways dfiat.

26



theories of practice understand distributed agency among humans @idimans
where action is not intentional but “being performed through aar&tef connections-
in-action, as life-world and dwelling” (Gherardi, 2009: 115). Thus, pacis
understood as “embodied, materially mediated arrays of human yaatenttrally
organized around shared practical understandihgthere the term ‘embodied’
integrates the human body as a mediator (Schatzki, 200%:Gherardi defines a
practice “as a mode, relatively stable in time and sociabtognized, of ordering
heterogeneous items into a coherent set” (Gherardi, 2006: 34). Seatpriour major
elements of practices: the qualitative and holistic aspectpodctice (i.e. how a set of
activities acquires meaning; the attribution of meaningfulness)reiationship with
temporality (i.e. the continuous repetition over tifjeits social recognition (i.e. the
institutional setting where practices take place), and its eeingpde of ordering the
world (i.e. ordering of human and non-human relations; Gherardi, 2006: 34+89). T
investigation of practices in this context is closely relate@rt ethnomethodological
understanding of reality (see Garfinkel, 1967; Bergmann, 2000; Gherardi, 2009).
Second, knowing is understood as a conscious activity (Gherardi, 2008, 2009).
The terms ‘practice of knowing,” ‘knowing in action,” and ‘knowinggractice’ are
equivalents since knowledge can only be studied though the understandinggf doin

(Amin and Roberts, 2008a; Gherardi, 2009). “Practice iso@os that connects

9 Lounsbury and Crumley (2007: 995) distinguish lestwthe two terms of “activity” and “practice” in
the following way: “activity involves acts that amenerally devoid of deeper social meaning or
reflection, such as pounding a nail, while practisech as professional carpentry, provides orddr an
meaning to a set of otherwise banal activities.”

2 gchatzki (2001: 2) discusses that there is nopoaetice theory; rather, practice theorists arekingr

in different research areas to study differentldeof practice,” i.e. “the total nexus of intercmcted
human practices.” In addition, he stresses theifgignce of non-human artifacts, hybrids, and reltur
objects that mediate practices as embodied aetviti

2L Actually, to practicemeans to perform a social order but, similarlychange and continuously re-
establish this order (Bjgrkeng et al., 2009).
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‘knowing’ with ‘doing™ (Gherardi, 2008: 517); it is recognizable thrbugsearch on
what humans and non-humans do in action and practical accomplishmesiin{Nit
al.,, 2003a). Theories of practice understand knowing through actihigs are
distributed between different entities of humans and non-humans. Glstrasdies: “to
know is to be able to participate with the requisite competentteeicomplex web of
relationships among people, material artefacts [sic!] anditees” (Gherardi, 2009:
118; see also Gherardi, 2008: 517). The inclusion of agency by non-humans implies that
activities alternate and are in flux on a regular basis basethe co-evolutionary
agency of non-humans. This emphasis situates the investigation atewaat post-
social/post-humanist studies (Knorr Cetina, 1999; Gherardi, 2009) haligérges the
aspect of intentionality in theories of action and studies of routinesugh the
signification of materiality (Miettinen and Virrkunen, 2005; Gherardi, 2009)eneral,
knowing is conceived as only partially mental and cognitive but based ohmaciace
that depends on the relevant industry context (Lave and Wenger, 199ardsh2000;
Nicolini et al., 2003f? Knowing is characterized as a practice of knowledgeableracti
and purposeful intervention (lbert, 2007a, 2009). Knowledgeable action can be
understood as “recurrent processes governed by specific seiaftigteferences and
prescriptions” (Knorr Cetina, 2001: 175); the term ‘knowing’ implies g@hething
happens and what happens is meaningful in a particular (social) cdrtiexdtecoming
of a practice — i.e. the making of it by practitioners andarebers — is investigated by
Bjagrkeng et al. (2009) who suggest that the mechanisms of authoring bhesnda

negotiating competencies, and adapting materiality are eddentilae recognition of a

% The related concept of sensible knowledge thptdésented below actually highlights these aspeuts a
connects them to the point that knowing is alspoogal (Strati, 2009).
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practice. Thus, a practice of knowing (differentiated from dlepfpractices) is based
on the collective recognition of knowledgeability of how and what involved
practitioners do right or wrong (Bjarkeng et al., 2009). Thus, the afpEcprocesses
recur implies that a knowledge practice has to be understood adutiostlized
knowledge and practicing as institutionalizing process” (Gherardi, 2008: 518).
Nicolini et al. (2003b) summarize and idealize four paths toyghelpractice of
knowing namely according to a cultural interpretive framework, steaahing, cultural
and historical activity theory, and the sociology of translatioadter network theory);
Gherardi (2008: 522) provides a description of the historical develophetreams of
practice-based studies. This dissertation is particularly sympa to the first and
second approach. A number of similarities of practice-based stadeedisted in
Nicolini et al. (2003b: 21-25) such as the use of a dynamic and piloassd
vocabulary to stress that developments are in the process of hgcamivell as the
involvement of materials and the situatedness of all practiceth We diverse
approaches to examine how knowing is practiced, Amin and Roberts 2033 the
variety of the term according to the different socialitiepuactices of knowing. The
authors argue for a careful terminology and speak for the pariites of research on
knowing in action per industry and participating members. Thdgrdiitiate between
task/craft-based, professional, epistemic/creative, and virtualikgoag four types of
practices of knowing. They differ according to the used and produtaaledge, the
nature of social interaction, the kind of innovation, and the organizatignahdc of
interaction. Amin and Roberts (2008a) point out that different practtdsowing

mingle in the process of meeting specific objectives. This study underlines this
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Thus, rather than focusing on knowledge as a representationalispttonce
resource, or mode/form, a pragmatist or performative view on knowl&ggises on
social processes of knowing (Gherardi, 2009). Knowledge is conceptliakizmobile,
flexible, and always changing within various organizational fofgrewn and Duguid,
1991; Wenger, 1998; Gherardi, 2000; Nicolini et al., 2003; Styhre, 2003; Gherardi,
2006; Ibert, 2007a; Yanow, 2004; Amin and Roberts, 2008). With the examination of
knowing as a practice, the concept of knowledge is not completelgctedy The re-
conceptualization and interaction of knowledge and practices of knowingar@pp
suitable because instead of abolishing the term “knowledgedds aimensions of
change to it. Gherardi (2000: 218/219) argues that knowledge is “fidoribg situated
practices of knowledge production and reproduction, using the technologies of
representation and mobilization.” lbert (2009) mentions three chastice of
knowledge according to a practice-based understanding: knowledgemsapia (it is
‘true’ when it is effective for practical purposes), incommenserdébeéw knowledge
might contest and delegitimize existing knowledge), and situatetna and space
(thus, based on practical action at a specific moment in a ispleaélity). The two
concepts of knowledge and knowing perform a “generative dance” sméither
concept can exist without the other (Orlikowski, 2002; Amin and Cohendet, 2004).
Therefore, it is legitimate to study practices of knowing ¢&he specific spatialities of
knowledge that are created accordingly. Based upon these elalmrdtidefine a
practice of knowing as

‘a practice of knowing is an institutionalized accomplishmerinofviedgeable
action between competent practitioners that includes material olgemttaats.’
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2.2.5 Practicing sensible knowledge

The literature on knowledge in economic geography has focused a@tificsp
set of industries. Geographers studied industries such as biotechnb&rgyng,
nanotechnology, and professional services, for example (Mattsson, 26G62007b;
Faulconbridge, 2008; Hall, 2008; Jones, 2008; Faulconbridge and Hall, 2009; Ibert,
2009). Particular foci of these studies reveal the interest to appiia@owledge’ from
different directions; for instance, foci of research are théepsmnalization and the
interaction of professionals in order to understand the emergericewiedgeability
(Hall, 2008; Faulconbridge and Hall, 2009); the development of different lohds
communities amongst the industry participants (Amin and Roberts, 20@8Hers
2008); and, more generally, the manifestation of networks and theticuber
organizing logics (Grabher, 2001, 2002; Grabher and Ibert, 2006). A minottitye s
studies follows the epistemology of performed knowledge. Howevespbeficity of
the above studies lies in how knowledge is done: companies that offesgooial
services such as law firms and consultancies as well as firrthe finance industry
differ in terms of the qualities of practiced knowledge from caltundustries. Practices
in these industries tend to be ratiocinative with verbal communicétian is
comparatively straightforward (Strati, 2007).Cultural industries tend to be less
ratiocinative but based on what is introduced as ‘sensible knowledgsV.beesearch

on these industries is lacking but promising in order to investigateidual and

3 Strati (2007: 62) refers to two contrasting sét&mowledge’ and conceptions of ‘the world:’ “sébie
knowledge is directed towards ‘sensible’ worlds (it iy a form of knowing — and acting — profoundly
diverse from the knowledge gathered and producedigfin the logical and ratiocinative cognitive fagul
directed towards ‘intelligible’ worlds.”
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collective action. While economic geography has benefitted ftontributions and
insights of practices from the literature in other social sciences (Cookaarav, 1993;
Strati, 1999; Yanow, 2003), the sub-discipline can, vice versa, bring alspatia
perspective to the table to uncover the spatialities of wherenaistiperformed, how
action differs, and why it matters to integrate places fieatwn in the discussion (Hall,
2007; Faulconbridge, 2008; Ibert, 206%).

Cultural-product industries are characterized by high degre@®diict novelty
that challenges existing formulas of how to run manufacturmggsses. While skill-
and habitus-based tasks correspond with the development of ‘best praiticas
Cetina, 2001; Gertler, 200) the uncertain invention of cultural products demands a
recurring reconsideration of existing practices. The differeotiadf charismatic and
idealistic activities and a typology with four groupings of knowim@ction (Amin and
Roberts, 2006; 2008a) provides a valid litmus test for the manufactoficgltural
products. Craft/task-based knowing as well as creative/expert kgoand the
constitution of related professional communities characterize raltyral product-
industries and the fragrance industry as well (see also Scott,. ITBI®&)fragrance
industry and the example of perfumes will be approached in greatsl e the
following chapter. However, | will contextualize the exampléhat point in the light of
the previous theoretical discussion about knowledge in order to discuseajbe
challenges of practices of knowing. Fragrances are conceptli@#&epistemic objects

that are

4 Therefore, the potential contribution of econorgieography to practice-based studies lies in the
documentation that space, place, and mobility dgtuaatter for practices and the understandinga# h
and why practices work (Gherardi, 2009).

% |n sociology, the term ‘habitus’ goes back to RieBourdieu who denotes that reality as an outcisme
reflexively created by and affecting how actiotalking place.
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“objects of knowledge (...) in terms of a lack in completeness of beingatted t

away much of the wholeness, solidity, and the thing-like chardetgritave in

our everyday conception [that] appear to have the capacity to unfofthitede.

They are more like open drawers filled with folders extendingfimitiely into

the depth of a dark closet” (Knorr Cetina, 2001: 181).
The fragrance industry creates cultural products as epistengict®bpat juxtapose the
higher and lower human senses (Classen et al., 1994; Classen, 1998 CHKitioar
2001).A characterization of cultural products and cultural product-industries will
be discussed at the example of the fragrance industry below. Thus, an object
remains always partial, incomplete, and provisional — depending on thpoundvand
viewer — and has a changing ontology (Knorr Cetina, 2001; Ibert, 200easkmn and
Whyte, 2009). This is a valid description of a thing that is flexdlold unfolding during
the process of its becoming; in addition, it holds its incompletearegg$lexibility also
during the latter stage of consumptfdiThe conceptualization of an epistemic object is
beneficial in order to abstract a fragrance from its situatedies move and integrate it
into the theoretical discourse for investigation.

However, at this point | discuss the concept of sensible knowledgeijthsw
practiced, and how sensible knowledge can be envisioned geograpittedly, 1999,

2007). Thus, in order to understand the becoming of a perfume as a culturat,ghaduc

concept of sensible or aesthetic knowledge is introduced. In partic8trati’s

% Knorr Cetina (2001: 182) adds that “the definifgu@cteristic of an epistemic object is this chaggi
unfolding character — or its lack of ‘object-ivitghd completeness of being and its nonidentity tsif
[where the] unfolding ontology of objects foregrdsnthe temporal structure, and, to put it into the
original Freudian terms, the Nachtraglichkeit irfiniive existence of knowledge things (their post-
hocness), which is difficult to combine with ouregyday notion of an object.” According to Knorr
Cetina, an object remains always partial — dependimthe viewpoint and viewer — and has a changing
ontology.

?"In contrast to technical objects that reach atpoirclosure (i.e. the point where the epistemigecb
stops to unfold and becomes stable and definediyme remains to be an epistemic object also during
its consumption (Ewenstein and Whyte, 2009).
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contributions (1999, 2003, 2005, 2006, 2007) are useful (see also Ewenstein and Whyte,
2007, 2009; Lave and Wenger, 1991; Nicolini et al., 2003). Sensible knowledge is not a
category or form of knowledd® furthermore, approaching sensible knowledge is not
restricted to (particular) cultural products or sets of indusbidsserves as a way of
reading and understanding the characteristics and requiresfentsrk in industrial
settings (Strati, 2007). Sensible knowledge is knowledge that is petceidged,
produced, and reproduced through the senses (Strati, 2007: 62; cf. the alsafissi
perception for human geography in Rodaway, 1994, for example). Thus, the human
senses, sensuality, and sensation receive a renewed and parétiance for the
manufacturing of a cultural product (Rodaway, 1994; Howes, 2003). §tralifies
sensible knowledge through three arguments (Strati, 2007: 62-64):. Brstible
knowledge develops out of the “intimate, personal and corporeal relattbntive
experience of the world:” it is not about the immediate sensdtrongh an object, but

the integration of the experience within the universe of all pabpeesent experiences.
Second, sensible knowledge emphasizes that non-human materials ‘tolch kias

not about a uni-linear affection in one direction (from the producerh® thing’
through her action) but about the interaction and a ‘talk’ with sensatgrials. Third,
sensible knowledge highlights the individual comprehension that differsebet
individuals. This identification of a significant epistemologicab&yincracy qualifies

both the concept of sensible knowledge and the challenge to work on the proditiction
cultural products. To summarize, sensible knowledge stresses thetangeorof

sentience, emotion, and affect/affectivity for action (see @lsok and Yanow, 1993;

2 However, similarities to the concept of symbolimkvledge, which can be understood as a category of
knowledge, exist (Gertler, 2008).
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Nicolini et al., 2003; Yanow, 2003; Amin and Thrift, 2004, 2007; Burnett and Hutton,
2007; Gherardi et al., 2007; Kerner and Pressman, 2007). Sensible knowledge
“generates dialectical relations with action and close relatatis the emotions of
organizational actors” (Strati, 2007: 62). The sensitive understanditing eforld and

the judgments of it are based on the “body’s thought” and not onljotheal and
cerebral faculties of the mind (Strati, 2007: 64). Thus, sensible kdgalenplies the
‘reading of the Other on a sensual in contrast to a mere digdctiogical, and
cerebral level (Strati, 2007).

The ideas of situatedness and corporeality stand in the centsensible
knowledge. Activities such as knowing and learning are situatednwilie whole
human body that is affected by materials through sensual atioru(Lave and Wenger,
1991; Ewenstein and Whyte, 2007; Gherardi, 2008; Ewenstein and Whyte, 2009).
Corporeality implies that sensible knowledge is not uniform betwedimiduals and
between the situations where it emerges and changes (Lawwemger, 1991). This
distinction characterizes how manufacturers and consumers apptoachl products
during their becoming. The following brief passage conceptualizes h@appmach
situatedness and corporeality in sensible knowledge. In essent&pthspects hint to
the conceptualization of sensible action — aesthetic knowledge “=@®he ability to
develop a professional ‘vision’ in the broad sense” (Gherardi, 2008: 521) — and
sensibility through passion. Amin and Thrift (2007: 147) stress passianf@ce that
mobilizes and sustains “drive in contemporary capitalism.” The aithrace the
concept of passion and stress the significance of the work oftB&pinoza and Gilles

Deleuze, for instance (Amin and Thrift, 2002, 2007). Essential compookptssion
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are, first, that it drives people’s engagement with the wortshrek human imagination
and emotion always exist together with rational decisions and, that cities serve as
examples of places of passions through their movement, differenttiptitiess, and
intensities of life (Amin and Thrift, 2002). Passion emerges outcagnitive
unconscious processes and develops at an instinctual level (Amin arg 2008). |
will come back to the concept of passion further below when | desttréoperfumer as
a passionate and sensible practitioner (both artist and craftsvhang passion is an
individual driving force for engagement. However, | mention passidhigtpoint to
emphasize the non-rational and instinctual relation to a speggierience of a cultural
product. The first characteristic that Amin and Thrift (2007) hidttlig relevant for the
understanding of sensible knowledge during the processes of manufacturaig. S
(2005) states that sensible knowledge demands action since itesede active
“(conscious or otherwise) participation of whoever is involved in magagis
designing” (2005: 920). Thus, passion is a motor to engage in practitesenmsible
knowledge. Thus, the previous definition of a practice of knowing can dgraexied
with the demands to conceptualize knowledge that is sensibleeatitetaic within the
fragrance industry. For this reason, | define a practice of sensible knowing:

‘a practice of sensible knowing is an institutionalized accoimpient of
knowledgeable action that is fueled by recognition that is pedeijudged,

produced, and reproduced through the senses between competent practitioners

and material objects as actants.’

The research questions of this study target, first, the pracetseanufacturing
and, second, the ways and means by which the manufacturers arel énableate

cultural products through sensible knowledge or, actually, sensible knowldidgeabi
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First, since cultural-product industries do not work according todleetalent and the
creative genius (Bilton, 2007; Boden, 1994), creativity has to be investiget a
collective engagement (Santagata, 2004; Bilton, 2007). The focus tpuestions
regarding how work is done in industries where sensible knowledderelated
practices of knowing are central. Sensible knowledge is (justHikecategory of tacit
knowledge) hard to express verbally, specifically in the contéxthe presented
example of the fragrance industry (Strati, 2007). Furthermonsilde knowledge is
ambiguous and not objective; it is geographically uneven and “weoretude that the
meaning associated with symbolic knowledge varies widely betwkees” (Gertler,
2008: 10; see also Scott, 1996, 2000a; Power and Hauge, 2008). The preserdéd idea
sensible knowledge and how it is practiced demands significamadtiten of the
manufacturers of perfumes with internal and external suppliersrder to create
perfume as a coherent cultural product. Perfumes come in an mestiseeral form;
they are not an entity in a cognitive form that can be andlyticaown (Lash and Urry,
1994; Allen, 2002).

In this context, a major point for discussion is the question how cultural products
such as a perfume are aestheticized. Perfumes face thalgdratlenge that a smell is,
as Synnott (1991: 440) and Ellena (in Burr, 2008: 34) explain, not aesthiself?°
Smell is a social construction (Corbin, 1986; Synnott, 1991; Classdn £9%4) and

perfumes arenadeaesthetic. This is done through the interaction of different raégeri

# Ellena (1991: 335) points out that “there is natipalar aesthetically ranked sequence established
odours: the noble character of a raw material,vélee it represents when the perfume composer finds
analogies with more costly odours, is of no interel®w ‘to use an odour best’ is the determiningtda

the result of an exchange, of tegmpathyfelt between the ‘object’, the fragrant substarmed the
‘subject’, the perfume composer.” Burr (2008: 34kcribes the interaction between Jean-Claude Ellena
with his daughter Céline (also a perfumer) whereites him that “there [are] no good and bad odours
but just work of the perfumer.
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and materialities that are integrated in a perfume. Final comsumeeognize an
aesthetic cultural product holistically. It is about the productiosoofiething that is a
“holistic aesthetic” (Kerner and Pressman, 2007: 98) that helpgatecuniqueness in
contrast to other products on a market. Manufacturers of aesthetic fgradeicin fact,
connecting and relating aesthetic and cognitive-intellectyacts in a cultural product.
Furthermore, the aspect of cognition is connected with the argument ofansdityi

A point for discussion is how to connect intentionality and coincidente wi
each other in aesthetic production. Kerner and Pressman (2007: 105-10)ifgxem
at the case of Barneys New Y3tkBarneys is an upscale retail store in Midtown New
York City that was aesthetically reengineered and setciomdrast to competitors on a
holistic basis. Reengineering and re-branding took place in generatva@mdon a
micro-geographical level on the specific site. Against tead of the time, Barneys
decided to display rather less than more merchandise; the omtakaiase in the store
was designed to represent an important part of the brand’s aratactnamely the
signification of openness and purity. At the same time, the atairdeveloped some
kind of functional value for consumers: “people are voyeurs and anadpstaircase
allowed for incredible people watching” (Kerner and Pressman, 2007: 107).
Accordingly, people remained longer within the store with a peséffect on sales and
the general attitude towards Barneys. The staircase asaahbelongs to the aesthetic
interior of the store and creates a specific atmospherea(seeWilson, 2009). The

crucial question is around the point if the staircase wasgedawith the intention to

39 Barneys New York is one of the flagship store8afneys, which is a luxury products retail chaiatth
belongs to Istithmar World Capital; it holds flagsistores in the major retail locations and cifieshe
US (Wilson, 2009).
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create the specific atmosphere and understanding (= intentioofatigsign; practice of
brandscaping) or if the social practice of looking-while-walkivegs an emergent effect
that dwelled in the staircase and emerged out of it (= non-iomatity of design;
dwelling in materials). This differentiation is important inder to understand the
accountability of planning versus the openness of aesthetic creatomscription of
meaning by the consumer. Postrel argues for the relevance of la@adutyentions that
aesthetics are more about showing than telling and delightingriaacting (Postrel,
2003: 6). Consumption might be analyzed cognitively afterwards butonipf
consumption of aesthetic products is immediate, perceptual, and emetitbral, non-
intentional. Thus, these arguments speak for aesthetic coincidenke serise that
effects of planning dwell within materials, materializationad aheir spatialities.
However, it is far from clear where intention starts and cdarmge ends. The example
of Barneys New York’s staircase highlights the point tleaistble knowledge emerges
out of intention and coincidence in various mixes and connects the sgnstidhe
body with an exterior atmosphere. This holds true for the casefafmpeas we will see.
To finalize the discussion of how a cultural product such as arperfis
aestheticized, | briefly refer to the concept of indexicaligt twas introduced by the
ethnomethodologist Garfinkel (1967; see the presentation in Gherardi, 200&I%19;
in Gherardi, 2006). Gherardi summarizes Garfinkel's ideas tidividuals confer
meaning on the social world through the three features of indeyjaaitexivity, and
accountability of situated practices. The characteristiaad#xicality are particularly
relevant. “The indexicality of social actions means that acttr not usually have

problems in understanding each other, largely because comprehenscomsteant and
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contingent achievement which depends on their interpretive workeré@d, 2008:
519)3! Thus, the work of practitioners on the manufacturing of cultural prodsicts
based on recurring corrections, negotiations, and sense-making through the
interpretation of work in the work environment. The materiality, psoéeslization of
practitioners, and locality of involved agents makes the manufactdisegrsive and
necessitates and enables interpretations and negotiations. Astlincofsthese aspects

follows below.

2.2.6 Repositories of practices of knowing

The units of analysis where sensible knowing is practiced shidted in
accordance with the above shift in focus: not individuals or -cleafigete
organizations but “socially distributed activity systems” (Anma £ohendet, 2004: 30;
Amin and Roberts, 2008a; Gertler, 2008) are the repositories thatl soentists
increasingly investigate. In general, the viewpoint has shifted tihhenfocus on firms as
containers of knowing practices towards a characterization of kigomiactices in
networks (Grabher, 2004j.Thus, firms are dis-integrated into “circulatory networks”
(Amin, 2002: 394). Those networks develop at the crossroads of differer kmag

and organizational repositories such as firms, projects, and individusgrs (Amin

31 Gherardi (2008: 519) continues to stress that éwstdnding situated practices therefore requires
understanding of how individuals successfully us#ekical behaviours and expressions whose meanings
are constantly negotiated and renegotiated indhiese of interaction.”

%2 The work on knowledge and the knowledge econommyritiutes to the agenda to open up the ‘black
box’ of the firm (cf. Taylor and Asheim, 2001).
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and Roberts, 2006; Grabher and Ibert, 2006; Arthur, 2008). Multiple organizational
repositories where knowing takes place exist (Nicolini et al., 2503).

The recent focus in economic geography has stressed the relegfnce
communal bonds for knowing (Grabher and Ibert, 2006; Amin and Roberts, 2008a,
2008b; Gertler, 2008). The term community has received (renewedfian (Amin
and Roberts, 2008a, 2008b; Gertler, 2008). Economic geographers indyeatidyg
specific professions and communities where knowledge and knowing are drased
participation, negotiation, and reproduction (Nicolini et al., 2003; Bablecdge, 2008;

Hall, 2008). Thus, the so-called social-anthropology-of-learning apprto knowledge
which understands knowledge as practiced focuses on the genediamge, and
transmission of knowledge through social practices in working comrasirfltave and
Wenger, 1991; Amin and Cohendet, 2004; Amin and Roberts, 2008a, 2008c).
Communities are constructs that exist on an internal and irganiaational level (in
functional groups and corporate departments as well as between psaf@gsions
beyond one firm). Two forms of communities are often distinguishpdstesic
communities and communities of practice (CoP; Brown and Duguid, 19@hg&V,
1998; Knorr Cetina, 1999; Brown and Duguid, 2001; Amin and Cohendet, 2004; Amin
and Roberts, 2008a; Gertler, 2008). Epistemic communities “comprogesgsavho
work on a mutually recognized subset of knowledge issues, and who\arihkeast

accept some commonly procedural authority as essential to tleessuof their

¥ Since knowledge becomes visible in practice andoisonly located in organizations with defined
boundaries, the already balkanized (internal) stires of the firm becomes even more permeable. The
narrow focus on firms for the investigation of kredge is criticized because organizational features
(such as hierarchies which create closeness/eddsrah limit inter-organizational interaction; othe
organizational forms such as collaboration in jei@htures or projects, on the other side, are proatic
because of their temporality (Grabher, 2002a).
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collective building activities” (Amin and Cohendet, 2004: 75). Commuratiggactice

are oriented to enhance individual competencies rather than commonirgdhks

epistemic communities. The dimensions of joint enterprise, mutualgemgat (=

establish norms and relationships of its members), and sharetbirepér language,
routines, artifacts, and stories; Amin and Roberts, 2006; Wenger, 1898&)rdral. CoP
cover the “social interactive dimensions of situated learning” (Aamid Roberts, 2006:
2; Wenger, 1998). The focus on communities puts a view on (inter-)organaa
cultures and learning- and knowing-in-doing. Social interaction andncwmrcation

grounds knowledge in knowing and de-mystifies the stocks of knowfédge.

Most recently, a sympathetic critique of the CoP-literatunallenges the
orthodoxy and homogeneity of communities of practice (Amin and Cohezo@4,
Grabher, 2004a). Amin and Roberts (2008a) claim that it is importatidy practices
of knowing and look at the communities that develop thereupon (see Bathelt and
Gluckler, 2003, who understand economic activities in a spatial perspeGiverardi
(2006: 110) presents a similar idea in that she looks at prafit&tein order to study
community as “an effect, a performance, realized through thardige practices of its
members.” The sympathetic critique of the CoP-literature iteca range of different
forms of communities and knowing practices (Amin and Cohendet, 2004; Giatxhe
Ibert, 2006; Amin and Roberts, 2006, 2008a). The ability and necespigyticipate in
a specific community of practitioners is, in the case of thgrémce industry, dependent

on the competencies and capabilities to interact with other commueinbers in a

3% This approach to knowledge works with weak degfestionality. What do the authors mean with

that in detail? “The anthropology-of-learning apgeb does not explicitly refer to cognitive mechargs

or, in general, embrained knowledge as a sourcdeafming and innovation. The emphasis on
embodiment, practical action, and social interactibsplaces the need to explain the behaviour of
individuals as the product of cognition and congsi@ss” (Amin and Roberts, 2006: 7).
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knowledgeable way (Gherardi, 2006). Research on practices seeks taamtiéng
ways and means by which individuals know in networks (Faulconbridge, 20019, T
the locus or repository of the human body (implying cognitive aedsible
competencies) that has to be trained and getting experienced int@rdecome and
stay a communal member is stressed. It is crucial to nemddghe different loyalties
within the networks that an individual belongs to; Grabher and Ibert (200&)stance,
show that an individual is representing and developing her own care@rofesats that
she is involved in, and her company. Thus, individuals develop loyaltiesfévedif
authorities with diverging interests in mind. These loyaltieglapewithin and across
different kinds of organizational forms and geographical spaces.riEatipesearch on

the characteristics of these practices and repositoriesclsng within economic

geography.

2.2.7 Spatializing practices of knowing

Knowledge spaces are often reduced to a specific geogodtbsritories such
as learning regions and regional innovation systems (Amin, 2002, 20031 &mdi
Cohendet, 2004). However, these territorially-defined knowledge spages— a
according to the diverging epistemology of knowledge — seen as onlgxangple of
the geographies in and through which knowing activities take placerritotially-
based knowledge spaces, actors are enabled to come togethexgutaa ar irregular
basis (see the discussion of temporal clusters; Bathelt 20@#i; Maskell et al., 2006;

Power and Jansson, 2008). Agglomerations such as specific citiegiarsre- often
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characterized as nodes in networks — are an example of regeinairks that have
been studied by geographers for a while (Amin and Roberts, 2008ck meegorks
are still relevant but only one example of how the geographies of &dge/lican be
represented and mapped. In contrast to the territorial view, knowledgeen as
practiced across space, creating multi-faceted networkgewthe spatialities of
knowledge are multiple and constantly unfolding (Amin, 2002, 2003). Amin and
Roberts (2008b) as well as Gertler (2008) conceive of situatedcpsaof knowing as
developing and coming up in “many spatial forms and intensities, imgplvi
entanglements of knowledge that cannot be reduced to the local/ghabe¢” (Amin
and Roberts, 2008c: 29). The “geography of situated knowledge” (Amin alberts,
2008c: 30) and the “spaces of knowing” (Amin, 2003: 123-128; Amin and Cohendet,
2004: 86-111) are based on a combination of interactions among involvedppattci
in knowing. Thus, economic geography examines spatialities on the dfasbcial
action (Bathelt and Glickler, 2003; Amin and Thrift, 2007; Ibert, 2009).
Geographies that develop out of the epistemology of practiceexamplified and
summarized according to the “argument of place” (lbert, 2007a)s &lgument
consists of two foci. First, “engagement in practice” stesbe role of context-
dependent learning places where a specific “physical marniéstaf a corresponding
practice of knowledge formation” demands practicing in a pldmt(12007a: 109; e.g.
a laboratory or a specific machine; see also Lave and Weh881; Knorr Cetina,
1999). Second, “participation in practice” sees the specificity atime as unbound
from a particular learning place but connecting differenttsmgef the same profession,

for example, across space. Thus, the argument of place does not ctivesigdevance
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of geographical proximity in the qualities of the involved knowledge but in thamdsn
of the relevant practice of knowing. In contrast, the previous detacyn and
integration of knowledge in spatial containers is challenged by tlee atidearning
places that juxtapose this logic by arguing for an understandipgaofices first and
spatialities second. Thus, spatialities have the potentialithaoge and unfold: this
aspect challenges mapping practices (Thrift, 2004, 2005) becahsgghlights new
spaces based upon the necessity of their involvement, and chaescteematic maps
that are far from stable. However, in this study | will exserand highlight the specific
learning places that emerge out of the practices on diffgreographical scales. A
‘learning place’ (see also Ibert, 2007a, 2007b) can be conceptualized and defined a

‘place of sedimentation of practices of knowledge that materialiaechsigen

knowledgeable practitioners, infrastructures (i.e. a passive IQcalitgt

materials or materializations (i.e. active ingredients) are guiesining work at

the same time.’

Thus, these learning places are locales of knowledge creatiangdtione, 2003). The
study also discovers that practices of knowing do not only occuihese clearly
demarcated learning places but also through the mobilized and mpistenac object
that travels in order to gain its olfactive and aesthetic shapeseTrather loosely
demarcated spaces are locales of knowledge interaction (Livingstone, 2003).

The idea to examine and map spatialities where knowing is qadctias
different purposes. First, the intention is to describe and analyzietare of the
globalizing world in its heterogeneity of geographical andti@hal proximity (Amin
and Cohendet, 2004; Amin and Roberts, 2008a, 2008b; Ibert, 2009). This picture does

only partially work according to traditional argumentations ddles and bounded
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systems such as regions (Thrift and Olds, 1996; Latour, 1997; Law ethértigton,
2000). Geographies are not seen as simply there, they depend on tlstanddey and
demands of practices. These demands can, as the discussion of epcigrois
explains, remain mobile and immobile during the different stagesaoiniag (Knorr
Cetina, 2001; Ibert, 2007a, 2007b). The spatialities of knowledge productiomidape
how and where social practices are performed in order to workhe unfolding
epistemic object. Therewith, the spatialization of practice®ldps, second, a deeply
contextual legitimation that is rooted in the understanding that kdgelds a
contextual process. Against the understanding of globalizing pracinceprocesses,
the geographical study of where practices materialize helps to accoure &pecificity

and the qualities of locales.

2.3 Summary

Chapter 2 introduced the major theoretical context of the digeart&conomic
geography is characterized by an epistemological transition the understanding of
knowledge as a stock and asset that is found as a resource inlgalticales toward
knowledge as practiced action where the spatialities are neudtifal context-dependent.
The contextualization at the example of cultural industries anthttegluction of the
specific case of perfumes in the international fragrance industlates to an
understanding of sensible knowledge and how it is practiced by penhameafacturers.
The next chapter discusses the characteristics of the fragralustry and covers both

historical and current features of perfumery.
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CHAPTER 3
THE INTERNATIONAL FRAGRANCE INDUSTRY::

SETUP, PRODUCTS, AND PROCESSES

3.1 I ntroduction

In this chapter, | introduce the major characteristics offitlagrance industry
with the explicit example of perfumes. | start with a chi@dzation of the overall
cultural-product industries in order to describe perfumes as -culfun@ducts,
summarize the history of perfumery, present characteristitteeaiarket and of major
industry participants, and discuss the most important processesfragrance business.
This characterization helps to understand the major setup and caiostetia the
industry. The production of perfume is a financially very lucrabiusiness and a good
example to discuss what actors in the fragrance industry mamefg&urr, 20085>
Perfume represents an example that unifies and amalgamat@sahand symbolic
characteristics. In order to be successful on the market, the @mdigngt within the
industry is that a connection of a brand with the brand equity ofi smsecases the
likelihood of trustful bonds and repetitive purchases by the consumi; @ed7a,
2007b; Gobe, 2007; Falk, 2008). Cutting-edge research on the allegedibébedind-
scent coherence is only one example why the investigation ofatpaifce industry is

promising to understand current knowing practices in a cultural industry.

% Burr (2008: xvii), for instance, explains that2003, 18% of the total revenues of the Italian jewe
Bulgari came from perfumes; however, Burr also shdhat these percentages differ significantly
between companies. On the other hand, Synnott (488) explains that the fragrance industry is@ bi
business but makes only 20% of the total aroma @fattion industry. The profit margins within a
perfume are, as Turin (2006: 13) explains, alsoi@ant.
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3.2  Thecontext: cultural-product industries

The fragrance industry belongs to the cultural-product industriesewthe
center of economic activity is the creation and maintenancenaibsic, aesthetic, and,
in general, qualitative attributes (Scott, 2000a, 2005, 2006a) or, moeralg,
symbolic and sign values instead of use or exchange values in prédaoetsr and
Scott, 2004; DeFillippi et al., 2007; Pratt, 2009; see the generalofufocus in
Baudrillard, 1998¥° Use values emphasize the functional characteristics, the ussfulne
of a good or service, and the satisfaction of utilitarian need$iafige values centralize
the exchange of one good for another or, more typical in capgatstties, for money.
Symbolic values understand the value of a good or service as based upon a paticular s
of symbols that is related to a product. Sign values emerge out of what a goadicer ser
signifies — wearing a particular wrist-watch, for examplghtsignify a specific taste,
class, or style that is not only dependent on the watch by tseie industries where
symbolic and sign values are dominant are summarized under the term qutidradts

industries or cultural industries (Scott, 2000a, 2000b; Power and Scott, 2004).

% This distinguishes cultural from manufacturing sarvice industries (DeFillippi et al., 2007; Pratt,
2009). Here, the terms ‘cultural-product industriaad ‘cultural industries’ are used synonymously;
however, the term ‘cultural-product industry’ empizas the creative conceptualization and
manufacturing of products that are considered altu@al products’ in contrast to the term ‘cultural
industries’ that also implies non-product relatesks such as dance or theater.

37 Cultural products transcend the monetary valuethefphysical material that was necessary for the
production of the cultural good. Cultural produats based on an individualized value creation imse

of the hermeneutic perception, interpretation, experience. Traditionally, the significance of exmic
value in classical political economy has been eelab the creation of use and exchange values. The
latter one became prominent because of the abiligbstraction in terms of monetary value. In casty

the rise of sign values is intertwined with theerisf representational or symbolic goods that “seate
least in part, the purposes of personal edificatientertainment, adornment and decoration, self-
affirmation and so on” (Scott, 2000: 568; see &lash and Urry, 1994; Baudrillard, 1998). This means
least two things: first, symbolic goods carry sfieémmaterial attributes with them (e.g. the dttrie of

the label “Made in France”) which eventually maydme significant enhancers of exchange values, and,
second, these goods challenge the traditional set@rwhat the terms “productive” and “consumptive”
characterize.
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The mosaic of current economies is assembled by multiple dufitoduct-
industries (Scott, 1996, 2000a; Scott and Power, 2004; Amin and Thrift, ¥00%)se
industries have grown to be of economic significance (Lampdl,e2G06; Lash and
Lury, 2007). DeFillippi et al. (2007: 513) mention artistic core sectoch as “art,
theatre, publishing, music (...) but also craft and design” aseparamples (Allen,
2002; Amin and Thrift, 2004; Power and Scott, 2004; Lash and Lury, 2007). Scott
(1996: 309) highlights the significance of the term ‘craft’ toesd that the
manufacturing of cultural products demands “large inputs of multivalent human labor.”

In general, the idiosyncracies of the different industriesgare high. Beyond
the enormous diversity and heterogeneity of cultural products thatleveloped in
cultural industries, they show similar characteristics thatedifrom non-cultural
products in that (i) they lack utilitarian value and receive valua signs and symbols
attached or related to them, (ii) they lack an objectivelidw@piction of quality, (iii)
consumer spending on cultural goods rises exponentially with incomecultural
products focus on interpretation and experience-as-consumption, aretjlyelgs) they
are maintained in an atmosphere where value is co-creatéliebgonsumer so that
consumption and production blend (Lampel et al., 2000; Power and Scott, 2004: 3-4;
Lampel et al., 2006; DeFillippi et al., 2007). Furthermore, the agp@ntlustrialization
within the term cultural industries implies that cultural prodwnts mass-produced

(Pratt, 2009). Competition increases accordingly so that even mundanetgrackic

3 Throughout this paragraph as well as the dissentahe term culturaproductis preferred in contrast
to a culturalgood Callon et al. (2002: 197/198; also Callon and Mgaa, 2005) elaborate on the
difference between a good and a product. A gootligigts and corresponds with a specific moment of
an objectified thing in a never-ending process; radpct relates to the transformative process of
production (involving manufacturing, circulatiomdaconsumption). Thus, a good becomes visible a&nd i
located at specific points during the career of@pct (Callon et al., 2002). Hesmondhalgh (206@),
instance, discusses the major schools of thoughppooach and investigate cultural industries.
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aestheticized, beautified, or, as Leslie and Reimer explain (2&73; fashioned, in
order to stand out (Postrel, 2003). Lorenzen and Frederiksen (2008: I&)mibat
“cultural products combine elements of aesthetics, design andivegantent, often in
complex mixes.” Thus, the value of cultural products emerges dauedesthetic and
semiotic content (Lash and Urry, 1994; Scott, 2000, 2006a; DeFillippi et al., 2007).
Cultural industries are to a large extent based on economies @ivikible
(Bolz, 2005). It is not about the tangibility and pure materiality of a cultucalyat but,
just like in the fragrance industry, about the creation and mairtder@nmages (Burr,
2008). In general, researchers of cultural industries attemptinderstand and
conceptualize the production and consumption of symbolic and aesthetic fealthes
meaning of commodities. Beyond the focus on representation, meaningeespeand
the significance of brands, Mansfield (2003) stresses that the pimmdwé goods is
about “both meaning and materiality” (Mansfield, 2003: 191) — it is alheutorms and
transformations of materials and symbols across time-spacesd -how they are
intertwined in the specific examples under investigation (see btsenzen and
Frederiksen, 2008; Anderson and Wylie, 2009; Ewenstein and Whyte,2009).
Economic geographers have examined several cultural induSdett, 2000a,
2000b; du Gay and Pryke, 2002; Amin and Thrift, 2004; Power and Scott, 2004; Pratt,
2004, Scott, 2005, 2006b; Pratt, 2008; Watson, 2008; Pratt, 2009). The major interests
were to study creative labor from different theoretical angte specific cultural
industries such as multimedia/film production (Scott, 2005), fashion &Rag004;

Crewe, 2005; Weller, 2007), advertising (Grabher, 2001, 2002b; Faulconbridge, 2007),

39 Mansfield (2003: 191) stresses: “Material produttiemains important, and should not be relegated t
an innocent materiality or an economically remopeatuction.”
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and music (Power and Hallencreutz, 2004; Watson, 2008; see a gatredaldtion to
the theme by Power and Scott, 2004; Pratt and Jeffcut, 2009; Pratt, 2009).

In this context, the conceptual clarity of the term ‘culturalustries’ is often
blurred by the integration and interconnection with the term ‘sfigdtiso that the
terms ‘cultural industries’ versus ‘creative industries’ asafgsed both conceptually
and semantically (Pratt, 2008)The traditional view is, just like in the knowledge
debate above, that a number of cultural industries show a tendencyattedted by
agglomerative forces and co-locate in specialized clustesefPand Scott, 2004: 3-4;
Scott, 2006a, 2006b; Pratt, 2008; Lorenzen and Frederiksen, 2008). Geoghapleers
sought to explain why some places can be considered more créativethers. As
Scott (2006a: 84) puts it: “why (...) do certain places at ceriaiest develop as foci of
remarkable creativity in the form of exuberant entrepreneurstdpranovation?” The
logic behind that is one of economic prosperity: creativity in calltundustries has to

be promoted and enhanced in order to let cities or regions remairowrimg their

“0 Bilton (2007) and Pratt (2008, 2009), for examplisentangle the conceptual mix to show that creati
industries, particularly in the United Kingdom, ééped under the idea of a new entrepreneuriahregi
within the ‘New Labor’-movement. The developmentradtional and regional economic policies and
agendas towards the creation and development opetitive creative industries in the UK of the late
1990s (Leadbeater, 1999; Caves, 2000; HesmondlaadHPratt, 2005) and the more recent interest in
the concept of creativity that has invaded andrinfd conceptualizations such as creative citiestive

city regions, and urban cultural districts représehat centrality of creativity (Scott, 2000a; fidia,
2002; Power and Scott, 2004; Scott, 2006; Cookelazdaretti, 2008)Political initiatives as well as
policies that strengthen the regional economic lkbgwveent through creative industries are signs of an
accelerated interest in understanding and enhacagdivity. In another vein, Richard Florida’s wan

the creative class provides a cornerstone thairiaake creativity en vogue for the study of humaritabp
mobility among human geographers, economists, afidypmakers (Florida, 2002, 2004; Pratt, 2008).
Being creative mirrors the understanding of a Sqgbeterian innovative actor: creativity is a
characteristic of an individual and creativity anigtes in the individual’s mind (cf. the discussion
Boden, 1994). Thus, locales that are describe@aters of the creative class have done particulaely

in attracting and keeping individuals that are dder®d creative (see also Scott, 2000a; Cooke and
Lazzaretti, 2008). However, this focus neglectsetieb understanding of, first, the development @ivh
individuals become or are creative, second, orstizéal orchestration and enablement for creatiity,
third, it simplifies geographic characteristics @kative human labor. Human geographers criticized
Florida’s analysis, prescription, and cookbook apph of how todevelop creative environments and
enhance economic viability and competitiveness KP2@05; Amin and Thrift, 2007; Pratt, 2008).
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economic relevance (Florida, 2002). The argumentation for the latahzof cultural
industries in agglomerations lies in economic efficiencies batialsperations that are
transaction-intense (see also Power and Scott, 2004; Lorenzen dedkSen, 2008).
Co-location in proximity lowers costs and enhances mutual understari@uagputs
that are rich in information, sign value and social meaningartcularly sensitive to
the influence of geographic context and creative milieu” (Powdr Scott, 2004: 7).
However, this view tends to neglect interactive creative psesebetween multiple
individuals and actors that occur outside an agglomer&tion.

Therefore, a recent focus in economic geography has been onlgplid@trsed
creative processes that take place in relational proxinitgrt( 2007a; Amin and
Roberts, 2008a, 2008b; Gertler, 2008; Ibert, 2009). Economic geographerd &iarte
analyze how creativity works and how being creative is achiewvpdrticular industries
(Thrift, 2005). The focus is more on the understanding and graspingoabilites,
practices, and social dynamics to become and remain cre@heeewith, creativity
changes from being understood as a resource to a practice. Witharthj the concept
of creativity is actually intertwined and connected to the conakekhowledge. Amin
and Roberts (2006; 2008a), for instance, describe creative or expert kresviomge
example of a practice of knowing. It is beneficial to exploratorgy epistemologically

and methodologically, like knowledge, as an activity that is ‘done in practice.’

1 According to Proctor & Gamble’s Mike Addison (inoBgson et al., 2005: 47), organizational
innovation is enhanced through connectivity andseghently leads to product innovation. Making new
connections and connecting knowledges across aa@omal boundaries in order to create a distrithute
innovation system is a way to push innovation. Rno& Gamble (P&G) is one of the largest global
manufacturers of consumer goods (Dodgson et a0528nd one of the main representatives of the
fragrance industry. Not only is the firm’'s innowaness enhanced through connectivity, but cregtisit
also likely to be affected by increased exposuredw organizational constellations, situations, and
environments where not only a planned choreogréyibtalso improvisation is a key characteristic.
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3.3  Thecultural product of perfume

This section characterizes, conceptualizes, and abstraaisnpsrfFurthermore,
it approaches perfume as a cultural product in order to understand homherelits
values are created and which major processes are relevaht foretation of values.
While the conceptualization of a fragrance as an epistemic dl§jeeipter 2) will be
used in Chapter 5 again to examine the mobility and incompletengsswill present
two diverging approaches to understanding how perfumes are manuleatarevhere
a perfume derives its values from at this point.

Discussions have only traditionally centered on the exchange valoadeive
perfumes as examples of conspicuous consumption and co-constitutivatsleimiae
fantasy of the rich (Baudrillard, 1998f. The aspects of class, smell, and
determination of good and evil were intertwined and the good smelieofith was
connoted with positive characteristics (Synnott, 1991; Classen et984,; Classen,
1998). In general, commodities from cultural industries are produced muittiple
symbols and signs that enable personal appropriation, identification, apdet@msion
(Baudrillard, 1996, 1998; Power and Scott, 2004). Cultural products areeditmaéa
system of symbolic commodities that all signify differentngs. In addition, they
experience a different individual and collective recognition. Perguane situated in a
system of objects. Baudrillard (1996: 92) argues that “every olpet has two

functions — to be put to use and to be possessed.” However, multi-sepsodiatts

“2 Cultural products tend to have a low degree otfionality and high degree of subjective utilitg a
Baudrillard (1996) explains in the context of cotlag. The term ‘utility’ tends to be connected hwi
functional logic but perfumes belong to the subiyectiscourse of the non-functional system. A pedu
is only marginally limited to a simple functionaétérmination and is not restricted to utilitariaadues
such as (de-)odorizing the body — in contrast keofragrance industry-products (Ashenburg, 2008).
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such as perfumes are, in addition, subjective entities that involvauthan body as a
site of encounter, evaluation, and consumption (see also Rodaway, 1994;1S8ti
Lorenzen and Frederiksen, 2008). This description makes sensible knowledgd both
the producer and the consumer necessary (Rodaway, 1994; Strati, 1999C20t07al
products stand for personal, intimate, and immediate experierfuescharacterization
is related to the question where value of a perfume actuallgdrom. Since most
cultural products like perfumes are not based on needs but on wantsil{&al d.998;
Bolz, 2002), industries that produce such cultural products are base@arrang ‘re-
enchantment of a disenchanted wdtl¢Bolz, 2002: 98). Manufacturers of perfumes
are interested in creating and satisfying ‘wants’ and ‘must havestegutar basié?

Two contrasting approaches to conceive the becoming of a perfuméd Seou
presented and distinguished based on the theoretical and empirreélilgethe focus
on the process of branding versus the focus on what develops out of thegwadfess
crafting. In contrast to the other materials and immatettasare involved in branding
a perfume, a fragrance is a component that is difficult to niagkeof because of its
sensual and communicative logic. Perfumes develop meaning out of theabdhscknt
values. Cultural products such as perfume depend on symbolic and sigs, wahich
are mixed and mingled with sensorial stimulations. Symbolic vddeesme manifest

through the representation of an object, for instance, by a speoificection or

3 Translated from the German original “Wiederverzming der entzauberten Welt” by the author
(original in Bolz, 2002: 98).

“To excite today’s consumer, we have to make leel that fragrance is too exciting to not use”
(Michael Edwards in Jeffries, 2007). Thus, it i®abthe creation of needs and of ‘cool’ for the siomer
(see also Lury, 2004). ‘Cool’ is created througk tipenness to personal interpretation where luxury
goods in general are expressed and celebrated gtirandividuality, creativity, expressiveness,
intelligence, and personalized meaning (Dumoulif07). The making of meaning moves from
manufacturers to consumers.
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convention. A reared up horse, for example, might symbolize Feftars, a symbol is
a representative device. Baudrillard (1996: 77/78) exemplifies the ‘t®gn value”
when he speaks about antique objects: “The antique object no longamnyhpesactical
application, its role being merely signify. It is astructural, it refuses structure, it is the
extreme case of disavowal of the primary functions. Yetnbtsafunctional, nor purely
‘decorative’, for it has a very specific function within the syst namely the signifying
of time.” Perfumes, in this context, might be signifiers ad wéhey stand for a brand,
for instance. However, the aspect of the representation of arfcages the most
important characteristic of a perfume is more complicated esifi@grances
communicate through a different sense; the complexity of umdelisg sign and
signifier is heightened and the communal aspects of presentatiore@rghition are
implied. Therefore, fragrances are a good example of a simulacrum.

Perfumes are relational: they are based on the relations obetnden the
various components that characterize them (Sorhaug, 200URus, the value of a
perfume is created also by characteristics of the othattstrictly, do not belong to the
cultural product itself. This characterization implies chegks for the creative
personnel to produce a perfume. It is, actually, about the coordinatidiffeient
mediums and materials — e.g. the fragrance, brand, bottle, and pac&adeabout the
amalgamation of these materials and immaterials into a praduet the consumer

successfully relate to the product (Allen, 2002).

“5 A bottle of perfume, for instance, does not ontiseas a thing in itself for sensorial recognitidmnis
manufactured as a networked relation of the betith a brand name that is printed on it, a packhge

is wrapped around it, with perfume bottles that yateady know and held in your hand, with the
fragrance it contains, with your artistic experieraf looking at, with the use and handling of tlutle,
with a store where you bought the perfume, to nanfiew examples (cf. the discussion in Callon and
Munieza, 2005).
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How do perfumes as epistemic products develop value? First, the patath
with its different components is characterized by different attribtigt signify. Second,
the sign value transcends the commodity since it involves chasticteof the brand
such as the brand name, brand logo, and brand color. The literature oeati@ocof
economic markets in economic sociology provides insights at thm. goiperfume is
produced so that it *holds together’ on ‘the market’ (Callon and Muni&@b). This is
possible through singularization and objectification. Singularizatiche@sprocess by
which individual consumers become attached to a product. Objectification is thesproces
where goods and services become stabilized, delimited, and definanletds work
on both tasks. Brand and scent values enable a singularization so tilnal gubducts
can be brought into an individual relationship (Callon et al., 2002; CalloMangeza,
2005)#° Thus, ‘a brand’ and ‘a scent’ represent two ways how producers sizgula
and objectify an item, thus make it accessible for individual consuiyed target
groups. This will be discussed in the following paragraphs.

First, the discussion of where a perfume receives value frotesdtathe set of
activities that focuses on branding such as creating, sustainingetprgnand selling a
brand and branded products (Pavitt, 2000; Pike, 2009a, 2009b). The aspect of value
creation through branding is discussed as significant (Pavitt, 2009, 2004; Lash,

2008; Power and Hauge, 2008; Pike, 2009a, 2009b). Therewith, work processes like
marketing, advertising, and communicating have become central foratiecpion of

perfumes (Turin, 2006; Burr, 2008). Baudrillard (1996: 209) sees the prgoat of

“% Different levels of singularization can be diffetiated according to a weak and strong substitlityabi
between products (Callon and Munieza, 2005). Duriihg development, the perfume experiences
“processes of qualification, processes through Wwigjoalities are attributed, stabilized, objectifiaod
arranged” (Callon et al., 2002: 199).
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branding in designating a product with emotional connotations. Branding aleyle
on two levels. First, it is about the products themselves. Fanioest fragrances are
attributed with fantasies, illusions, and dreams and are constrastanediums of
memories and mirages (Le Norcy, 1988; Lash and Urry, 1994; Partint®9e,
Newman, 1998). It is about associations and imagery, texts, shagesiemts. Second,
it is about the mindset of the brand and its position on the marketz, (Bo05). A
perfume is recognized through its (relation to the) brand. Brandiqgrosg and re-
positioning is a recurring task for marketers. The sign valuebral are important in
the communication with and documentation for consumers (Baudrillard, 1998).
Related to the second argument about the mindset of a brand and its@osit
current discussions in studies of marketing processes and tmstrection of cultural
products as expressive and experiential goods (Pine and Gilmore, 1999;260bg
Kerner and Pressman, 2007). Thus, it is about the individual identificattbnand
attachment to a perfume, the experience of it in a specificspinere (such as a store or
a particular city, see the brief discussion of retail), the atuiization of a perfume in

a broader set of practices (for instance, emphasizing thé oituhathing’), and the

“"For instance, perfumes are often the first expeds with a designer brand — you recognize a new
brand by smelling a perfume that runs under thedmame — and this stresses the relevance of first
impressions (Byron, 2007; Burr, 2008). In factsthias to do with the easy accessibility of perfumes
because “it's easy to sell, and it crosses bordeitsjres, and target audiences with ease” (ThoBGGY:
139). The connection of perfumes with celebritieam example for this (see the discussion in Keaindr
Pressman, 2007; Burr, 2008). The characteristies pdrfume are connected with the understandirag of
celebrity and vice versa. This characterizationnges over time — celebrities might lose populaoity
perform badly in TV shows, flop with new songs, ae criticized for their recent collection. Brand
values change over time, brands vanish from thé&ehaKerner and Pressman (2007: 157/158) mention
that celebrity has always sold; however, what fletént now is that celebrities changed “from icaas
guys like you and me that don't last.” Perfumes puweonto and off the market at a quick pace. Tis
contrasted by the lasting success of some brartipenfumes that still dominate the sales’ lists Rafrr,
2008). Thus, the challenge is to make a perfumeligible advocate and representative of a brand.
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utilization in terms of an individual expression and co-constitutiosetifby a sceritt
Brand recognition stretches all kinds of spaces from a stoilé/tmmewspaper, and
online ads. The store, usually paraphrased as a point of sale, point of contact, dr a ‘door
in marketers’ terms, is a place of brand representation and a gdfoguntact with
consumers. Therewith, the spatial extension of cultural productsetiet out to inform
and attribute consumer environments make the practice of brandscapirad (Kerner
and Pressman, 2007; Pine and Gilmore, 1999). The practice and task of dpargisc
has enabled new trends like the emotional design of objects @f2; Gobe, 2007)
and the focus on experiences and rift’qBine and Gilmore, 1999; WWD, 2008). It is
not about the cultural good itself but its accommodation and the wanyoiims a
biography of a product (Thrift, 2004). The multiplicity of communicatbannels lets
a perfume be related to other commodities within the universe diréimel (a perfume
relates to a watch or clothes, for instance). Thus, incregsspgicific objects are not
marketed by themselves but widened through the experience edrplatcesses (e.g.
in Gobe, 2007: 34). Individual value emerges out of the intensity of fhexierce (see
also Gobe, 2007). The intensity of experiences is visceral, @ity full of emotional
elements (in contrast to products that are based on a rational gparadih an
objective-trust orientation; Burnett and Hutton, 2007). Sign values emetgmly out
of what a brand stands for (thus, representation) but out of the gerpealence (thus,

‘theatrical staging;’ Bolz, 2005; Kerner and Pressman, 2007; Lash and Lury, 2007)

“8 This remark hints to the significance of the ceation of values by the consumer: within the post-
modernized consumer environment of brands, thepre&tion of the semiotic world of cultural prodsic
highlights the relevance of consumer perceptiotgpton, and interaction with the manufacturers.

*9 The example of rituals and a ritualization interaishange everyday routines (such as taking ashow
into ‘little rituals.” The brand ‘Rituals’ is abothe rediscovery of the magic of every day (WwWDQ&0
This rediscovery is personalized and intertwineghrioducts with “a story at their heart” (e.g. Fuiya
shower gel is inspired by a bathing ceremony uadtert by pilgrims about to climb Mount Fiji).
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Perfumes are increasingly organized in a “set of relatbmiseen products
[and] services” (Lury, 2004: 26) or, as Baudrillard points out (1996), ipsters of
objects (see also Callon et al., 2002; Callon and Munieza, 2005). | mehtioaie
perfumes are relational goods since relations between all prodogiooents exist.
However, relations with different other products and services lame @mesent. A
quickly changing landscape of brands exists where every bragmbgto locate and
position itself in distinction to other brands in order to develop rmalgy and
specificity on the market. However, this questions the organizatmnmanication,
and mediatization of the qualities and characteristics of a bnatihe icase of perfumery
(Callon et al., 2002). “The brand is no longer a monolith. It is mangrdift things to
many different people” (perfume expert Michael Edwards in i&sffl2007; Edwards,
2009)*° Two aspects are related. First, branding faces the chaltengmordinate the
configuration of the different material and immaterial componehta perfume in a
system of objects (Baudrillard, 1998). The diction is that dulleghranding process
multi-sensorial coherence is created (cf. Burr, 2008). In ordecotmmunicate
holistically, the intention of brand managers is to use the underdthiand equity of
scent (see also Lindstrom, 2005, in general). Brands are summaryzetteb
characteristics of what they stand for and a scent is broughthig context. Only
particular compositions are seen as legitimate ‘attachménits.& challenge to relate a
fragrance to a brand because scents are characterized asnesestgtional (Blackson,

2008). Baudrillard (1996: 210) explains that

** However, branding integrates the significancehef brand under investigation in its account. Thus,
there are different goals that are approached guhie manufacturing process. For example, for some
perfume brands it is about clarity — about the rcle@mmunication of what the brand and the scent
represent (= homogeneity). For other brands ibsua mechanics — about the most effective useeadslid
communication channels and the ways to reach gétad consumer groups (= reach).
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“there can be no more impoverished language than this’’olaglen with
referents yet empty of meaning as it is [where] a langudgnere signals, and
‘brand loyalty’ can never, therefore, be more than a conditioeddxr of
manipulated emotions.”
Thus, in question is not if brands match fragrances, but how theglated to each
other. Second, this challenge increases on a market that is chaedctyy numerous
new launches, product overflow, globalizing brands, and marginal ehfferbetween
branded cultural goods both in an artistic as well as financial context.

Perfume manufacturers and fragrance suppliers increasingltibpjeagrances
(Callon and Munieza, 2005; Gobe, 2007). The involved techniques of the perfume
manufacturers are statistically sophisticated. New madsstarch techniques focus on
the idealized and targeted consumer, how she understands, contextualies, a
conceptualizes olfactory notes and scents, and how this can leel teldtrands (Gobe,
2007). An understanding of the consumer’'s emotions and feelings towam#stais
seen as giving the producers a better opportunity to create cohevithm a branded
cultural product. Thus, producers of perfume increasingly invest ini@mbtesign in
order to sell coherent products (Gobe, 2007). This trend shows the development towards
arts and design as the ‘post-modern R&D department of the ecor{Boly, 2005).
“Aesthetics become the new forefront science” (Bolz, 2005: 30)frélgeance industry
is an example of how aesthetics is being performed in a sarigerial setting where

professionals with different backgrounds are collaborating.

> Baudrillard (1996: 210) speaks about languageighétrictly asyntactic: different brands succeed
another, are juxtaposed, or replace one anoth#rpwti articulation or transition’ this is an ercakexical
system in which bands devour one another andfetgldiod of each brand is interminable repetition.”

60



Second, however, the presented view of the importance of brands awd bra
environments is put into perspective by the artistic and sensaalaks of the
fragrance’? The monetary value of a mass market perfume at a counter is, in large parts
defined by the marketing and communication budget. However, theciadavalue of
the different components in a perfume and, in particular, of the fregrdevelops out
of the involved ingredients and their histories. The product ingredeamitribute to the
monetary value of a perfume at a counter especially in thextoot niche perfumes.

The product development time is, in contrast to other cultural indsistof a less
significant matter for the value of a product. In his study of <hef French

contemporary haute cuisine, Hetzel (2003: 244) explains that “the valhe object

*2Berthoud et al. (2007: 6) present a quote from21@hen Suzanne Grayson, marketing director at
Revlon, stood in front of the American Society @ffamers: “At the risk of oversimplifying’, she ish
‘there is nothing to a ‘fine’ fragrance other thanystique — and that mystique is primarily among the
perfumers, not among the consumers. The searchéfie, beauté and amour is clearly wasted on the
consumer. She [sic!] stops at a counter, getseetat a squirt, and says, ‘Yeah.” At the next ceuritt’s
divine’ and so a sale is made. As you search fatéyéshe searches for a ‘nice smell’, - and thalfshe
wants from you. The rest she wants from the marketdis quote describes a specific picture of a
consumer at the time. However, | emphasize twotpdiare. First, this quote highlights a certaire rof

the marketing profession. Second, perfumes are isggmore than just cognitive products that are
evaluated by their brand name; in contrast, theyleconsidered as instinctual. Scents evoke enaitio
reactions that are only co-constructed by marketgends and salespersons in a shop. A scent is the
most complex register of a perfume and it develmgsof ‘crafting’. The sense of smell, as the htere

on the psychology of odors describes, is a sersashmemorized in a specific situation (van To#ded
Dodd, 1988; see also Rodaway, 1994). Furthermoris, inemorized by the specific emotion that it
evokes (Laudamiel et al., 2008). A scent connelztses across time and resembles or re-substantiates
and mimics memorized situations (Newman, 1998). élewr, the memorizations of a scent work like a
palimpsest. The specifics of the sense of smeblenechoing memories and situations of time-spéaes
meeting, a particular place, a person, a situatiostate of mind). They are not cognitimeemotional,
they are both — they are associational. A perfumea imulti-sensorial goods and its smell creates
associative emotional geographies. While many rallforoducts (such as visual arts, for instancefkwo
according to the understanding of property (theritibn is to own the specific entity), the logichbel
perfumes is that of appropriation (the intentiotmisreate effects through the consumption of éup®es).
Only the consumption of a perfume creates an irgereffect (cf. Simmel, 2004). Consumers attribute
themselves, for instance. This is what Hetzel (20239) in a different métier means when he
characterizes haute cuisine as an intellectual reequee: “Eating becomes a pretext for experiencing
something unique: destroying a piece of art throingbrporation. The phenomenon of incorporation of
the creation means that the customer, through aicalagrocess, gains some power.” These
characterizations hint to the complexity of mantidéiag. The upper characterizations are impliethia
strategies and intentions of perfumers to createaeate scents that evoke specific emotions (duaniel

et al., 2008).
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lies not in the scarcity of the product but in the scarcity opt#rson producing it” (see
also Amin and Roberts, 2008%)This is true for some perfumes as well. Finally,
however, it is the connection of the brand with the scent that make a perfume valuable.
Thus, a perfume has various focus points for professional work. Involvas act
are contributing through their specific competencies to the raatuing of a perfume.
Rather than a “discrete physical good” (Lury, 2004: 26), a perfumefiteefrom being
an epistemic object that materializes in different environmé@dgidrillard, 1996;
Knorr Cetina, 2001; Callon and Munieza, 2005). Therefore, different values and
valuations of a perfume have to be taken into account. | argue belotheghadustry is
characterized by a complex organizational architecture wdresdivity is approached

collectively and where connectivity contributes to product innovation.

34  Thehistorical development of perfumery

In this section of the chapter | present a brief introduction tohis@rical
development of perfumery. It is far from comprehensive but focusésose historical
developments that led to specific characteristics and practictke industry that are
most significant today. The term ‘perfumery’ implies theation of fragrance formulas
and the production of olfactory materials for the use in differenti@llproducts (see
below). A number of sources describe the history of perfumery andrdbeance

industry (Morris, 1984; Roudnitska, 1991; Barille and Laroze, 1995; Barille andalahar

>3 Thus, the creator of a perfume makes it valuattavever, this value is only hypothetical because th
perfumer is often strategically decentralized amdnted figures stand in the focus of consumers’
attention. Only within the small but growing nicheuses, the perfumer is celebrated as a star éor th
consumer (Perfumer and Flavorist, 2008a).
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1996; Newman, 1998; Manniche, 1999; Aftel, 2004; Fortineau, 2004; de Feydeau,
2006; Sell, 2006; Turin, 2006; Thomas, 2007; Dove, 2008, for instance).

The roots of perfumery lie in ancient Egypt. There, the craiaof perfumery
was central, namely the craftwork-aspects of extraction.hddist included the
identification, perception, and matching of fragrant materialwedsas processes such
as pressing, boiling, drying, powdering, macenerating, and burning in torétract
essences from animal and floral materials, e.g. flowergeseavood, resin, and seeds
(Manniche, 1999; Aftel, 2004; Fortineau, 2004; Dove, 2668).contrast to the current
usage, perfumery served to connect with the gods. Burning incensestince, was
seen as a form of communication between humans and the gods (MannicheTh899)
historical development of perfumery during the centuries until theoértde Middle
Ages is described in Morris (1984) and Dove (2008), for example.

In the 16" century, ltaly gained significance in regard to the @eaof
perfumes and cosmetics (Morris, 1984). During the early Renaissaovances were
made as far as distillation, botany, chemistry, and glassgakere concerned; in
addition, trade increased through the development of new transportattes (Morris,
1984). The emerging new Humanism and adornment of the body led to the# use

perfume for masking unpleasant odors that were related to eediffienderstanding of

** The word ‘perfume’ stems from the Lagyer fumum(by means of smoke) and refers to the practice of
burning woods and scented material in religiougr®mies to deepen the connection between the Gods
and human beings (Morris, 1984). A detailed prestém of what kind of extraction methods were and
are involved and how these methods changed overisrm Aftel (2004) and Morris (1984). In ancient
Egypt, various materials traveled distances demgndin their perishability. “Roots, barks and resins
traveled easily and had a long lasting fragrance). In contrast, the delicate scent of leaves andlpet
presented a problem” (Manniche, 1999: 12) becau#sti had to be captured in oil or fat. A detdilést

of significant fragrant materials in Egypt can lerid in Manniche (1999).For that reason, scent® fro
perishable materials mainly came from Egypt. Thas@des made Europeans more aware of different
scents and spices. During the Middle Ages, an nat&wnal trade in spices, which were used in
fragrances, medicine, and food flourished. Thigdreeflected the early internationalization of goent

and spice industry.
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hygiene (Corbin, 1986; Le Norcy, 1988; Ashenburg, 2008). The early perfume
made from natural materials onfyProduction processes were based on small craft-
based production. Human labor made perfumes expensive. Therewith, perasnze
characteristic of elites and wearing a perfume described classybnd s

In the 17" century, France slowly developed as the center of perfumery and
traditional homeland of fragrances in Europe. Morris (1984) charaesefor instance,
that workers in the area of soap making were encouraged to comente because it
offered higher payments than Italy. French perfumery staote@velop in Montpellier
(de Feydeau, 2006), but Grasse is commonly seen as the histamtl of the
fragrance industry (Perfumer and Flavorist, 2004). Its importance due to the
favorable climate and fine soil, which proved perfect for flower gignand thus ideal
for perfume production (Newman, 1998; Perfumer and Flavorist, 2004). Thomas (2007,
also Newman, 1998; Dove, 2008) traces the development of perfumeryaasiy
business back to production of leather gloves. “Leather back thenwikdsanell, so
tanneries treated it with animal fat infused with flowershdias, 2007: 136). Grasse
became an important center for production and trade in the industry twbeglove
industry in France gained significance in thd b@ntury and when perfumeries were
officially registered in the I7and 18 century (Aftel, 2004; Underhill, 2005). Gloves
became popular among rich people because they kept the skin seft 28fd4: 27).
After the French Revolution in 1789, perfumers were given the rigtgttap their own

businesses. Many perfumers made use of this right so that the moimbdependent

> They were mainly based on three forms of ingresiefirst, essential oils, which were found in
flowers, roots, fruits, rinds, or barks, dependimgthe type of plant; second, resinoids, which vegnas

or resins that were purified with a solvent; thiedhsolutes, which were aromas extracted with stdven
existing in viscous liquid form (Encyclopedia of Anican Industries, 2008).
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perfumers creating scents for their customers was highebe 19" century (Barille

and Laroze, 1995 The opening of a shop in Paris by Guerlain in 1828 is an example
for the registration of perfumeries and the family-ownership é&sethe discussion of
the Guerlain dynasty in Barille and Laroze, 1995: 72-80). Anothgrdeeelopment
was the separation of perfumery and pharmacy under Louis Napd@ese@n.time,
partnerships with firms in other locations developed and expanded worl(beealso

the annual reports by IFF, 2008; Givaudan, 2008). The demand increaskedndies

that traditionally grew crops switched their focus and grew flowers oe ttraps where
essences could be extracted from.

At the end of the 1®and beginning of the 30century, perfumery democratized
and industrialized to become a big business. This industrializatiodeamdcratization
was characterized by a shift in the relevant practices angetbgraphical locations of
corporate functions. Besides the integration of natural materiashedic materials
started to be used. The orientation in the creation of fragrahdésd from the use of
natural essential oils only to the integration of synthetics imddations. With the
institutionalization of chemistry in the middle of thethlﬁentury, the laboratory
emerged as a key institution where professionals described zatalyeconstituted,
created, and composed scent components (Morris, 1984; Newman, 1998). Modern
chemistry allowed the industry to reorganize independently of alatesources and it
allowed for quality standardization. Natural materials wemthgetically reproduced,;

they replaced expensive natural ingredients. In addition, new synthegigciais were

% Le Norcy (1991) exemplifies that in Paris at theet of the author’s great-grandparents (thus, at th
end of the 19 century), perfumers were consulted to exclusiyelyduce one perfume for one person.
Personality and smell were intertwined. This depeient in currently revisited: independent perfumers
offer olfactory consultations and personalized toes. However, the motivation differs in that thes
consultations nowadays take place because of tittei@dd marketplace and the homogeneity of smells.
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created. This led to a wider availability of perfumes (Ermpyetlia of American
Industries, 2008). The development of Countaras the first synthetic molecule in
1868 by Perkin and the use of it in the perfume ‘Fougere RoyalePdl Parquet for
Houbigant, 1882) were significant moments of a breakthrough innovation envifangs
(Turin, 2006; Turin and Sanchez, 2008). First, from an economic viewpoint, producers
grew to become independent from the uncertainty of supply thatcaasected to
materials from naturé® Second, the creation of synthetic materials meant a “rupture in
the practice of perfumery as mimesis and representation ¢guathe traced back to the
introduction of what are called ‘aromatic synthetics™ which deaklfor the first time,
“otherwordly” — thus, non-representational (Blackson, 2008: 3). Third, thetioneof

the lab included the workplace where the perfumer, as the creattmagrince
compositions, worked. The creativity of the perfumer was organized argan, i.e. a
casket with the most significant materidl$Synthetic materials enriched the palette of
natural ingredients. Morris (1984: 191) lists different other industmal societal
changes that developed at the end of th® déntury namely: new fragrance crops
emerged, new means of extracting essences from old fragraleseloped, easier
access to suppliers and new markets was possible becauseeoftiaetsportation, a

more sophisticated production of alcohol and glassware took place, and the naddle-cl

" Turin and Sanchez (2008: 32/33) explain that “Catimwas a big deal. It was the main component of
a popular, very expensive natural material: driednented tonka beans, which have a wonderful sweet
nutty herbaceous, tobacco-like smell.

8 Ellena (1991) mentions that 80% of all synthesipeaducts that are used today (= late 1980s) were
discovered between 1880 and 1930. The perceptiacomdumers is that materials in perfume should
ideally be natural; in contrast, however, most ypes work as a mix of both (Burr, 2008).

* Newman (1998: 153) characterizes the organ whenesplains that it is “a unit once basic to the
perfumer, consisting of a series of semicircul@pped shelves lined with hundreds of bottles or raw
perfume materials arranged by scent categoryn§itt the organ, the perfumer could construct &nage
creations in much the same way as a musician chaoasical notes and chords.”
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grew. The previously described changes all focus on the technidaleahnological
side of the business.

However, other changes that occurred in France during the early 1900keunti
1920s focused on the metaphysical alteration of fragrances. akcagr were
increasingly linked with fashion, design, art, and style (Morris, 198430 Chanel and
Francois Coty, in particular, represented this new approach fanpay (Barille and
Laroze, 1995; Barille and Tahara, 1996; Burr, 2002; Newman, 1998). Paul \Rase
one of the major initiators of the linkage between fragrance ahfa@Morris, 1984).
Morris (1984) and Thomas (2007) trace the ‘wedding of fragrance anarashithe
invention of fashion-branded perfumes in the early decades of thee€ury:

“With No. 5, Coco Chanel had turned the idea of a fashion-branded perfume

into a viable and quite remunerative business. Louis Amic, a respgeetecdh

nose who ran the major perfume laboratory of Roure Bertrand Dupont, dlecide
to make it a business unto itself. In the 1930s and 40s, he went to coutwes hous
such as Elsa Schiaparelli, Piguet, and Balenciaga and told tivem have
good taste and you should have a perfume. Let me do it for you” (Bhoma

2007: 149/150§°

Fragrances of this time differed according to the unusual and innobatitres
and packages from previous periods (see Morris, 1984; Aftel, 2004hApérfumer
of Paris” (Morris, 1984: 198), Coty introduced elegance through the introdustithe

Art Nouveau style to perfum&Wwith Chanel No. 5, a new turn in making perfumes

® The quote documents not only the connection diifesand fragrance but also the development of
buxer-supplier—relationships with specific firmsogucing fragrances for others (a development of the
19" century; Morris, 1984). The increase in the variet fragrance formulations is another significant

characteristic. Morris (1984: 205) characterizes ficture of the 1920s and 1930s when the “houkes o
perfume [e.g. Guerlain] produced more perfumes tharcouturiers” — for the couturiers, “had to jmit

the creation of a new perfume.”

®1 This is represented in his collaboration with Reakque, who was an up and coming glass designer i

Paris at the time (Dawes, 1986). “Success rapidimeto Francois Coty (...) and he soon established
retail premises on the fashionable Place Vendorjeceant to Rene Lalique’'s newly opened showroom.
This proximity gave Coty the opportunity to admirelique’s design, mostly limited at that time to
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was described both in the sense that packaging but also tboifaharacteristic of
the ‘new blockbuster’ differed from previous fragrances (Mort884). The long-
lasting success of some scents (Chanel No. 5 is still in thelDogales charts, for
example; Burr, 2008) reminds of this epoch. Before the stathefsuccesses of
Francois Coty and Coco Chanel, perfumes were without the “varretypeestige
associated with name brands and manufacturers” (Dawes, 1986: 13).

Barille and Tahara (1996) describe and depict the increasilugtrialization of
the manufacturing processes during this time: perfume was ncéumegid according to
the logics of Fordist mass-productibhChanel and Coty started with the marketing of
perfume as an affordable luxury and recognized the developing retewdrthe US
market (Morris, 1984). Therewith, traditional understandings of luxume vedtered
(Peiss, 2000; Thomas, 2007). Branding as a significant economicyaetintform of
marketing became prominent and the development of marketing as canaive
science took place (Cochoy, 1998; Lury, 2004). The activities of magketnd

advertising became prominent and, over time, more and more capetasiug through

jewelry andobjects vertu and, in 1907, he commissioned Lalique to desarels, and subsequently
bottles and flasks, for his expanding range ofriiages” (Dawes, 1986: 13/14).

2 Dawes (1986: 13) mentions: “it was common for widiial druggists to concoct their own scents and
eau de colognes, offering them for sale in plaasglpharmaceutical bottles wrapped in waxed paper.”
8 Another sign for this was product innovation, whits a significant component in the historical
development of the industry. While the history tktEau de Cologne (originally relating to the
production of scents by Farina in Cologne, Germangrris, 1984) started in the early™8entury, the
manufacture of the Eau de Toilette did not statil the 1930s (Barille and Laroze, 1995). Further
differentiations developed (Dove, 2008: 80-81). tthe 1930s, luxury perfume brands introduced eau de
toilette, which is 6 to 12 percent extract diluteith solvents such as ethanol and water, and iartnec
commonplace in the 1950s. Unlike eau de colognsmitlled like a weaker version of the extract and
sold for a fraction of the extract prices. “Eau tddette was created to take perfume to the street,
meaning to the middle market, Polge explained [Jasdolge in the house-perfumer of Chanel]. “It was
the beginning of the democratization of perfumerh¢mas, 2007: 142). Thus, different concentrations
of fragrance formulations entered the market. Irtggrcontributions that helped to fuel this treme e
general development of different consumer enviramseand consumer spending of the developing
middle class (Zukin, 2004). With the emergence aofdarn perfumery, the consumption of fragrances
switched form a narrow elite market to a broaderkeia
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which “making branded goods [became] far more desirable than homeandugk
products” (Puig, 2003: 94). Since World War II, perfumes have been nmraksted
along with other personal care products. This coincided with the enwrgf Revion
and Estee Lauder as significant corporations briefly before aed \&forld War II.
With the emergence of the ‘ready-to-wear’ industry in the 195Q@satas based on the
idea to produce nice clothes for decent prices came the fitht-teavear perfume in
1973 (Barille and Laroze, 1995); the idea was transferred to thenmebusiness in
order to enable looking-choosing-smelling-buying as crucial progdssmcrease the
likelihood of consumer purchases.

Furthermore, a spatial differentiation of perfumery withirarfee and from
France to the US set in post-World War Il (Morris, 1984). Fihst,industry grew to
maintain significant economic and cultural value in the Southerrop&rance until the
1950s. Grasse is today understood as the “traditiomiale of perfumery” (Newman,
1998: 59; Perfumer and Flavorist, 2004), although there are still sy ms 30
international companies located in this region (Underhill, 2005). Latxis thave risen
in the last few decades and these higher costs have pushed theignoolugarming’
of natural ingredients to other, lower-cost sites. In the 1950s, bw-ilstensive
growing of flowers moved to countries such as Morocco and lItaly. pertance of
locating in Grasse appears to have decreased over time with many firms todvargs
through the course of the 2@entury. Although the big producers of fragrances mostly
left, the significance of Grasse as a center in the industsyili relevant. “Grasse has
become like the haute couture ateliers in Paris: a boutique bugmasalive by the

generosity of those who understand, appreciate, and can afford tlledbesbney can

69



buy” (Thomas, 2007: 136/137). Puig (2003: 93) argues that Grasse has bearifanow
the cultivation and distillation of natural essences, and Parighéopreparation and
commercialisation [sic!] of perfumes.” Thus, Paris stands fofupes that receive
value through the mix of scents and brands, while the focus in Grassen scents.
Second, Puig (2003: 94) sees a difference between the new, Ameveoa of
perfumery versus a traditional European approach: “the rise adridam industry
meant the emergence of a mass production and consumption model tmatl drifen
the European, or rather French, model, based primarily on cratmpahigh quality
and luxury.” The locational shift of perfumery to Paris and N&wk documents the
important and changing interactive relationships with other indasixier time. Before
the World War I, Paris had been the center of the fashion andatipearfice industry.
The city regained some of its importance in the post-war yeatst could not fully re-
establish its pre-war relevance and increasingly gained syetather than material
significance (Rantisi, 2004). New York emerged as a center\&foeld War 11°* Both
cities are not only localities of production, cooperation, and (re-)mpegsan of firms in
the fragrance business, they are also symbols of different ahpodo perfumery.
This characterization can be connected with Scott’'s descriptidnthbacachet of
products gains something from the imagined places where theypmiagcfrom: he
mentions “Paris fashions, London theater, Nashville music, or the pottery ofji@alta

in Italy” (Scott, 2006b: 10). Thus, Paris stands for perfumery thawvesall, still art-

® An interesting sideline is that perfumers now dsild scents around the city of New York (La Ferla
2006). A collection of Manhattan-centric fragraneesonsisting of different scents with names of som
neighborhoods in Manhattan — has been developdu thé tactic to create and enhance an identity
around New York, rather than a celebrity, for exlEamf@he development of New York occurred in
response to the occupation of France during Wordd W However, besides this fact, New York evolved
as a center of the industry by its own means (Ra2004).
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and craft-driven while New York stands for perfumery that is etarg-driven.
However, even with this attribution and imprint of geographical gealiib a product
(Callon and Munieza, 2005; Scott, 2006b), questions develop around the collective
understanding of a place (e.g. what do the brand ‘Paris’ or ‘Madenc& mean and
represent?) and the reality regarding the “points of origin” (Scott, 2006b: 10).

Beyond the early democratization of perfumes, over the last twadéde®r so
the perfume market has been altered in the direction of atesteel consumer market.
Perfumes have, even more, been mass-produced and mass-marketdied
trivialization of marketing concepts through a mass-symbolizathoh also a
degradation of the complexity of fragrance formulas is desdr{durin and Sanchez,
2008)% The mass production and marketization has led to the trend thatatiamerfs
pre-evaluate and consciously create perfumes according to wliftenecentrations and
different fragrance families (Turin and Sanchez, 2008). Thenarg@on according to
fragrance families and sub-families reflects a visualagentation and organization of a
heterogeneous perfume market. Furthermore, a genealogical dppvgaerfumes is a
representation of the major directions in which masculine and fempeiriemes were
and are moving (Symrise, 2008a, 2008b).

The reconfiguration of perfume from a luxury good that was considege
valuable than gold or any kind of money (Le Norcy, 1988: 218; also in Dove, 2008)
an everyday consumer good is important as production processes and Bew the

processes are organized changed. Thomas (2007) describes hovwsgwadesnged

8 Turin and Sanchez (2008: 17) name three reasartbddrivialization and inferiorization of fragres
formulas: the high launch activity, the profitabjliof aroma-chemicals and the cheapening of forgjula
and the “necessity for a fragrance to shout evaddoto make itself heard.”
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according to corporate ownership. Bernard Arnault, currently CEQoois Vuitton
Moet Hennessey (LVMH), purchased Dior in 1985; subsequently, a&tegatton in the
creation, production, marketing, and consumption of perfumes set in. Thperater
restructuring and mergers and acquisitions changed not only theffdeeindustry but
brought interest holders and agents to the table that introduced rdotioce other
sectors. Amongst those practices are the acceleration of tueicprdevelopment
process according to a quick-to-market logic (in other words, atesiog of
development time) and the reduction of uncertainty through consumemaricet
testing solutions (see discussion further below). This is done aglanksackground of
a highly-segmented market with a few major producers of fragdagoeds and
numerous suppliers. Puig (2003: 95) characterizes that the reputatitbve ofiajor
players has historically been based on the specialization and deeelopinexcellence
in terms of particular products; this historicized reputation il levant today.
However, the foci of the manufacturers have diversified. Faoitgaof this acceleration
are mergers and acquisitions, corporate internationalization, andotbedization of

beauty (Peiss, 2000).

3.5 Industry characteristics

Hereafter, | introduce to the organizational configuration of filagrance

industry. The term ‘fragrance industry’ remains complex foraesshat are explained

below. The ‘fragrance industry’ is an idealization because the boundariesimduls&y
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are permeabl&® This has to do with the involvement of many actors for the creafion
economic values in the production of fragranced prodddts.market is hard to grasp
organizationally and statistically because the industry’s boundegi@sin sketchy
(Manowitz and Naipawer, 1991). “The precise size of the global merkéavors and
fragrances is difficult to determine because the industry ghhhifragmented, both
geographically and along product lines” (IFF, 2005: 25).

The fragrance industry is part of the broader personal caleetnén 2008, the
personal care market produced annual revenues of $40bn worldwide anmdgsetake
a share of 10% of these revenues (Hoover's Industry Profiles, 2008ljithin the
personal care market, the cosmetics and hair care segment maycial role for
revenue. Davies (2007) points out that the fragrance industry was ttefdakiest-
growing sector within the broader cosmetics and toiletrie®isant 2006, it increased
by 7% in a year to reach $30.5bn. The market for fragrances is dynamicmsriagy

The fragrance market is segmented. Functional fragrancesepagated from
fine fragrances. Functional fragrances (= they fulfill gata function) are in various

household goods such as detergent, fabric softener, and dish waslpndgisea

% According to the SIC classification of The U.S.paeiment of Labor, the fragrance industry belomgs t
the Major Group 28 and therein the Industry Gro8g 2'Soap, Detergents, And Cleaning Preparations;
Perfumes, Cosmetics, and Other Toilet Preparatjomstcording to the NAICS classification which
officially replaced the SIC in 1997, the fragrano®lustry belongs to the Group 325620 Toilet
Preparation Manufacturing which “comprises estalfisnts primarily engaged in preparing, blending,
compounding, and packaging toilet preparations,hsas perfumes, shaving preparations, hair
preparations, face creams, lotions (including stg®sts), and other cosmetic preparations.” Numbkrs o
employees are listed online through the mentionggadments. Key actors operate in other industry
segments within and beyond the personal care indystoover's Industry Overview, 2006). The
fragrance industry is one of the components ofalger personal care market.

" However, this percentage does not include the omepts that go into other products that are scented
(such as cosmetics and hair care). In generahuh@ers that document the size of the industrediser
source. For instance, Wolfson (2005) estimatessthe of the global fragrance and flavor market at
between $12 and $15bn with perfumes accountin@lfmut $3bn. Boorstin (2005), in contrast, claims
that the global fragrance industry is some $25bsize although estimates vary depending on which
firms are considered part of the industry and whicd not. Burr (2008: xvi) characterizes a $31bn
international perfume market.
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fragrances are in products ranging from toiletries (soapscblairant, body lotion, for
example) as well as perfume. The latter one can be diffehtiato a so-called
masstigé® or mass-market, premium- or prestige-market (including fashicigrua,
celebrity, and lifestyle brands) and a niche mafkdhe intention to differentiate a
total perfume market into segments is to make it statilstichservable in order to
create generalizations and produce forecasts how segmented mdeketop.
Furthermore, the aspect how product characteristics determineocitkeof creative
personnel according to their demands are often eschewed. This will be discusged bel
Three broader trends on the mass- and prestige-market chaeactiee
dynamics in the perfume industry. First, the overall marketugeced with perfumes.
“Original perfume brands such as Coty have become corporate behehsitlahiurn
out perfume products like Kraft makes cheese" (Thomas, 2007: 143/144). 102008,
new perfumes were launched (Edwards, 2009). However, only most yeteatl
number of perfume launches is dropping (Hume, 2009; Trucco, 2009); this might be
index for the worldwide economic crisis but also for the detrimheimzxrease of
perfume launches over the last few years. Second, this is stedttay the trend that the
survival rate of many perfumes becomes shorter just like in otisenetic and toiletries
product groups (Euromonitor, 2001). On the German fragrance market, for exampl
only 3% of new perfumes remain on the market for more than fle@es (Fragrance

Foundation Germany, 2006; see also Euromonitor, 2001). Kaiser (2008) meh&bns t

% The term ‘masstige’ is a neologism developed 6@ conceptual understanding of products that
provideprestige for the masses

%t is not precisely clear how and where to exadtigw boundaries between those idealized segments.
Segmentation is possible according to market pribeand ownership, geographical markets, retail
environments, and consumer target groups, for elanfpurthermore, the significant international
manufacturers are characterized by differing irdemanagement philosophies of their perfume brands.
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in Germany only 10% of the total 250-300 new perfumes that are launchesbpstay
on the market for a longer time; most of the new launches daaggently. Thus,
shortened shelf-lifes are characteriéti€requently purchased consumer goods such as
shampoo, soap, cosmetics, and shaving products are sold quickly dtivelyelaw
consumer price; this low price as well as their continuous chaweyeshort periods of
time make those products a part of the so-called fast-movingim@nggoods (FMCG).
The perfume sector is moving in this direction and the manufacturersasingly
create ‘fast perfumes’ (see Tungate’'s notion of ‘fast-fashi@fp5: 24). Third,
perfumes are recreated as quick-to-market products. This caloeg with two
developments: on the one hand, development cycles are shorter (Hooaerssry
Overview, 2006, 2008; Trucco, 2009)On the other hand, the expenses for research
and development (R&D) of new molecules (= captives, see discussiow) bbat
enable the continuing pace of innovative production are increasfnghé current
Annual Reports of the key fragrance suppliers). Thus, innovativeness @tutes that
can successfully be appropriated for new ‘big hits’ is key forntlagor suppliers of
fragrances in order to out-compete their siblings and to erabtany of successful
scents as long as the property rights guarantee the firm-speciti€ tiiese molecules.

The mass-market and prestige-market trends are contrastevélpmments of

niche or boutique perfume houses, which produce artisanal fragreswas; small

9 0n the contrary, however, some brands and perfyreesist for generations: middle- and upper-class
Europeans and North Americans have experienceldtiggude of Chanel No. 5 for a while.

™ However, this development of economies of scalestngo hand-in-hand with competence and
expertise: “If you're not fast, you're dead. Butyibu're not also good, you're still dead” (Hamm and
Rowley, 2006). This relates to the fact that nairihg recognition and loyalty over time is an ditdahial
challenge (Hoover’s Industry Overview, 2006).
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houses even create signature scents for individual custéfrieng development is
connected with the use of rare and expensive ingredients, theéhaalax organization
of ingredients in compositions, and the growing number of consumergéehattracted
by these perfumes (Prior, 2007). While the niche market contributédomy 9% to
the total market in 2007, the sales have risen 60% since 2005 and shoyvgtavth
rates (Lee-St. John, 2008; Trucco, 2009). In contrast to the readsatoand fashion-
based prestige perfume market, the niche market focuses on theartume (Davies,
2007). This conceptual understanding also travels to the larger predwberh intend
to make fragrances more aspirational but, simultaneously, comh(&/@sman, 2007).
Overall sales’ of fragrances values are stagnant or degliniWestern Europe
and the US (Briney, 2006); however, these two regions still accouatnfmst 60% of
global fragrance sales in value terms (Davies, 2007). The perfuanefacturers as
well as the fragrance suppliers increase their involvement imgamgemarkets. Brazil,
Russia, India, and China showed the highest growth rates in the gtmraétics and
toiletries market in 2007 (Kirilov, 2008). Thus, trends differ acrosantries and
segments and industry segments are characterized by diffesgkéet developments
(Jeffries, 2004; Briney, 2006). This corporate globalization goes alomiy &a
globalization of brands and olfaction (Peiss, 2000). Actors in the fregradustry are

globalized for quite some time. Somogyi (1996: 170) indicates that “rpajticipants

"2 However, the clear lines of a mass- and a nichéenare blurring (GCI Online, 2007). This has, for
instance, to do with the definition of niche maraifmers. Even within the olfactively rather un-ardox
niche sector, a ‘new niche’ can be set into cohti@san ‘old niche.” Traditionally, niche housesvha
existed on the market for a long time. Those nictends were symptomatic signifiers for prestige and
exclusive consumers. However, numerous new hichesd®and brands emerged on the national and
global markets over the last ten years. This sicanitt trend might actually be related to or evenrésult

of the development of a cluttered mass market (fswe 2006). Increasingly, the quality and validify

the universal term ‘niche’ is criticized and opengxdfor discussion (Anderson, 2006; Trucco, 2009).
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in this industry operate in virtually all markets around the globgi$ is clear from a
historical point of view and through the various networks that sparptbduction,
distribution, and consumption of both raw materials and the finished branaihacts
(Morris, 1984; Newman, 1998; Aftel, 2004). This characterization isialportant for
the participating companies and professionals. It is argued rnfaakets differ
significantly and that perfumes have to address the specifitit@sler to be successful
on a market. Western multinationals formulate, communicate, and intraukige
concepts of beauty through media and materials to developing coummtriegositions
the creation and coordination of a material and metaphysical aluffood between the
cornerstones of a homogenized global branded product and a localiasghalatic
product. Furthermore, it questions where manufacturing is actwdiggt place and
how the involved personnel is enabled to address the markets under consideration.
Markets and market action is co-created by companies thatizestia¢ market
(Callon et al., 2002; Callon, 2005). Euromonitor and NPD are private copudhat
provide consumer and retail sales data of perfumes. The sttdita pervades the
industry in the sense that “every player buys NPD’s products, anagger they are,
the more data they buy” (Burr, 2008: 142)This constant monitoring and data
provision helps to create perfume charts and visualize marketslds/ mumbers. The
providers of data are significant co-creators of the market @didect organizer of

competition because based on the charts manufacturers enter a specificamaiket t

3 Burr (2008: 142) adds that the bestseller listtimde up of sales data from various sources, theas
change and are never complete, and the full pictunever entirely clear. This means that neitherRBig
Boys, who make the perfumes, nor the brands, ssitteames, ever get total information. Still, thst Is,
generally, an accurate picture of the field.” ltfier instance, lacking information from retaildgrat do
not contribute information regarding their saleste list.
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The characterization of mass and niche markets relates tornpatte
consumption. Traditionally, female consumers dominated the fine frag@amd, in
general, personal care market. This picture is still lgrgelequate, particularly in
cosmetics. However, over the last couple of years, men have betagets of
manufacturers (Kaiser, 2008). The development of a cluttered maitkenumerous
perfume brands and branded products goes along with a tendency of imgcreas
confusion on the consumer market; this was diagnosed already leteF&0s (Green,
1988; Hankinson and Cowking, 1997). Le Norcy (1988: 218) describes at the example
of perfumes that “we can easily imagine that the noise and confao§ithe stores and
the assertiveness of the sellers would be enough to makeracoerggumer turn tail and
flee.” Vice versa, in contrast to the cluttered mass-matket niche market sees an
increasing development and constitution of fragrance aficionados. areegrganized
in niche brand communities such @siffapaloozathey subscribe to, read, and post to
blogs Now Smell Thior basenotesfor example), and they trade fragrance samples
online (throughMakeupAlley for example). The existence of niche consumers also
highlights the relevance of the Internet for organizing a brand norty
(McAlexander and Schouten, 2002; McAlexander et al., 2002). The nichetnmarke
even larger since numerous niche brands exist and compete. In gearsalner
markets diversify and this challenges the approaches of the maagufacturers and
their intention to satisfy particular target groups.

Overall, the market is characterized by product differeatighat results from

variety and novelty; product differentiation from radical product infioxais hardly
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recognizable (Lorenzen and Fredriksen, 2008: 16®pt only are products that differ
through variety more likely to develop, they are in fact developed megeently. It
takes much longer time periods to produce novelty or radical innovdwem.major
domains of performing product innovativeness can ideally be separated: whilajtne m
manufacturers of perfumes centralize their work on marketing, rizglag, and
branding in terms of a variety and novelty of brands and product brandsaghence
suppliers depend on innovativeness through fragrant molecules aaswibié use of
these and other materials in novel fragrance formulations, i.aietywand novelty of
fragrances (Puig, 2003: 111). However, as | demonstrate below, the inapgas is
cautiously orchestrated and ‘being innovative’ through products ieladive task,
especially of mass brands. Most mass-market perfumes areanmmative from an
olfactory standpoint. This has to do with decision-making processems \the branded

perfume manufacturers and fragrance suppliers in terms of thepabkiy of a product.

3.6 Key actors and processes

3.6.1 Introduction

In the next paragraphs | characterize the major actors ancekspesc for

manufacturing a perfume. | focus on the manufacturers of fragtagmeds and the

fragrance suppliers as, arguably, the most significant collabenaartners (Curtis and

" The two authors list the following examples fortatal products that differ through variety (i.e.
differentiated products in given design space atigtiag markets with examples such &ithey Spears
in the mix (2005), Spiderman 2 (2004), and Harryt®&oand the half-blood prince (200%)and novelty
(i.e. differentiated products in new design spaw existing markets such aGrfunge (1990s), Film Noir
(1940s), and Cyberpunk Literature (1980s)
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Williams, 2001; Sell, 2006). The manufacturers are, like many brane@d
corporations, complex, amorphous, flexible, and essentially verticiintegrated
organizations (Scott, 2000a; Olins, 2063They exist and perform through networked
collaboration with numerous suppliers (Scott, 1996, 2000a, 2006). Vertical
disintegration allows for a high degree of flexibility in terms of tlteeased production
tact and in terms of creativity that is enabled on a project-by-projest Gadlaborators
are those creative suppliers that shape a fragrance, packages, buthe,
advertisements, and promotion activities. Thus, the areas of kegsintge how the
processes to invent, characterize, and communicate meaning ibld¢aangd intangible
product characteristics work across sensory and corporate boun&amneett, 2006). |
put my view on typical companies, corporate structures, and spemifiessions? This

discussion helps to strengthen the point of view that creativityraated out of a

5 Olins (2003: 113) explains that “Companies likis fie. “companies (...) formed from a complex web
of alliances and joint ventures with research, glesmanufacturing and marketing activities all otrex
world” which “employ or work with highly educatecepple from a mix of different countries”, Olins,
ibid.] are often so complex, so amorphous, so lilexor all of these that they aren’t easy for atsidler

or even an insider to understand.”

® Intertwined in this discussion is a focus on tgpitraining facilities where individuals become
knowledgeable in their specific occupational ared where they start to become community members
through performance and practice (Wenger, 1998rK@etina, 1999; Amin and Roberts, 2008; Gertler,
2008). In regard to the last point | present trentdrmanager and the perfumer as two significaesrio

the industry. The focus on these two professioisalar from coincidental but stresses the undedsten

of what makes a perfume valuable: a scent andradbiighe perfume business is based on the marketing
of images — this is the métier of the brand manaBerr (2008: 157) mentions that most perfume
manufacturers are “empires resting on nothing tmatge.” In contrast, the perfumer as an illusioarsd
professional ghost works on the craft-based taskedting fragrance formulations (Burr, 2007, 2008a
The strategies and goals of these two professiatifiés but they are connected through the matityial

of a scent and the immateriality of a brand. Furtiae, the focus on training sites is a significant
enabler of communities and a learning place in afgssional career (lbert, 2007; Gertler, 2008;
Faulconbridge and Hall, 2009). “At the most basigel, sharing the same spoken and/or written laggjua
is an obvious precondition for effective socialrldag based on mutual comprehension. This trait may
also be a proxy for other more basic commonalisiesh as similarity in national, ethnic, or cultural
origin” (Gertler, 2008: 209). Thus, | briefly chatarize the specificities of professionalizationdan
differences of the professional milieus that ararabteristic for both functions in order to deliteea
professional milieus with particular ways to preetiknowledge (Amin and Roberts, 2008a, 2008b).
Thus, | briefly characterize the specificities abfessionalization and differences of the profasaio
milieus that are characteristic for both functiom®rder to delineate professional milieus withtjgatar
ways to practice knowledge (Amin and Roberts, 20@888b).
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collective approach, but is also depending on significant investmertaimmng and
enculturation (the perfumer as a craftsman and the brand masageymbol analyst;

Reich, 1991; Sennett, 2008).

3.6.2 Manufacturers of fragranced goods

Two idealized types of business organization for the manufactofipgrfumes
exist: large, multinational manufacturers and niche manufasturee major focus will
be on the large companies that manufacture perfumes. Manufaciaritiigs case
encompasses the central functions of marketing and branding (hésbriy, 1994; du
Gay and Pryke, 2002b; Kubartz, 2009). Over the last decades, marketinding, and
image creation have become central within the manufacturingegsaaf a perfume.
Thus, in contrast to traditional understandings of manufacturing, ther foaps of the
large international companies is on marketing and branding.

| briefly discuss major characteristics of the niche or boutigaaufacturers.
Niche perfume manufacturers have always existed in the fragramtustry (cf.
Berthoud et al., 2007). Puig (2003) exemplifies the importance of fanfdmmetimes
also surrogate families; Sennett, 2008) for the manufacturipgrd@mes in Spain. In
addition, the author describes the development of a larger perfumet thatkemerged
after mergers and acquisition took place. Two remarks in this ¢oemtexmade. First,
the difference between the small and large producers on curremaitdnal markets is
not only induced by restrictions in terms of the firm and market $irand and product

reach, consumer market sizes, and product prices but also by thdomtémt
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manufacture perfumes differently than the big companies. Secondid¢h®al setup of
niche houses is very heterogeneous. In general, the diversityheofbiisiness
organization is high: some companies are run by perfumers-assowndrout
marketing personnel in-house, others have one house perfumer and atath#tiat
covers the most important functions, yet other niche houses do not haveguerim
house and work with smaller or bigger fragrance suppliers. Qvdeaision-making
processes take place much faster than in the large compameg Mhbuses have
experienced new successes with the industrialization of perfuthergemocratization
of perfumes, and the segmentation of major markets (Anderson, 2006; Trucco,'2009).
On the other hand, a small nhumber of multinational producers of fragrance
products is most active in geographical and economic terms. The predare also
called finished goods producers (Curtis and Williams, 2001), consumer goods producers
or cosmetics and toiletries manufacturers (Kirilov, 2008). Thesegoatations
highlight the major focus of the companies. The historical trajestoshow
specializations and reputations through specific prodiidts;addition, Puig (2003:
94/95) characterizes that the social targets and marketing aedisidg innovations
also differed per house so that, for example, “Guerlain focused oarigtecracy;
Chanel aimed at the trend-conscious upper classes; the ‘new winmaa’her place at
Rubinstein, Arden, Revlon, and Lauder, while Avon and Henkel targeted houséwives.
Nowadays, the major players are still characterized hy khstorical trajectories and

foci but active in the mass fragrance market as well apehgonal care market more

" Over the last 10 years, numerous new niche hoersesed regional and global markets. A discussion
takes place within the industry how to discriminateiche brand from a large manufacturer.

8 Puig (2003: 94) characterizes that the reputaifatifferent manufacturers were (and still are)dzasn
products such as facial cream, hair care prodsotgy and detergent, nail polish, and razor blades.
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generally. Thus, major producers are also involved in the manufegtofrilotions, air
care products, home fragrances, hair/body care, bath and shampoo priedddte &op
five producers in 2004 accounted for 37% of total sales by value {B&066). These
five firms arelL’Oreal, Estee Lauder, LVMH Moet Hennessey Louis Vuitton, Proctor &
Gamble,and Avon Most of them are international conglomerates hold a multitude of
brands; they are “international perfume licensing corporations” (B®®8: xii). The
conglomerates mention portfolios of brands such as a “lifestglediportfolio” as well

as the “prestige and designer brand portfolio” (GCI Online, 2008). Hosfalre
assembled, organized, and managed according to particular positiormad$ bin the
market. A brand from one company often competes against one in arabfapa
position of another firm; sometimes, brands are newly licensedder do enable
competition with one of the already existing ones (Encycloped@labal Industries,
2008).L'Oreal serves as an example to explain the setup. The corporatioditessa
from Ralph Lauren, for example, to produce fragrances for a speeifiod.Licenses
typically run for ten to fifteen years. The corporate brand oftands behind the
product brand within the segment of designer and lifestyle fragsdRdranded
perfumes contribute and are fed by the public understanding of erfaksbel, a
fashion designer, or celebrity, for instance. It is a commonflahengst marketers of
both the license giving and holding company that the launch of a pedtrengthens
the brand’s cachet. Therewith, it is a conscious and intended gdotigcssion to

promote not the manufacturing company but the products of the liceresad (Burr,

¥ For instance, most consumers are not aware_tfaeal is involved in the production of perfumes for
the brandsGiorgio Armani’ and‘Ralph Lauren.’
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2008; Puig, 2003}’ The decision-making processes within the big manufacturers take,
in comparison to the niche houses, longer since more hierarchies areedhvol

Furthermore, every manufacturer has a different setup beyond the abovedepict

3.6.3 Fragrance suppliers

Producers of perfumes are supplied with all kinds of product and service
components; the suppliers of fragrances are key. Flavor and fragtgmaeers develop,
manufacture, and deliver flavorings, scents, and aroma chemicals/éose products
(Blackson, 2008; Firmenich, 2008; Givaudan, 2008; IFF, 2008; Symrise, 2008wy
are also called essential oil-suppliers because a major funstiondeliver natural or
synthetic raw materials to their clients. Tastes and snrellgimerous products come
from the fragrance suppliers and the small and large manufesctirfagranced goods
are only one example of those clients (also Turin, 2006; Burr, 2008)sUpier
market resembles that of the manufacturers. Five large compé#reeso-called “big
boys” (Burr, 2002; 2008; ‘the boys’ aré&ivaudan, Firmenich, IFF, Symrisand
Takasago order according to their market size in 2008; Leffingwell &séciates,

2008) made up more than 55% of the overall sales of fragrances in 20@Tg{iell &

8 Burr (in Perfumer and Flavorist, 2008b; also if028) adds that “these guys (the brand managers)
would not let people know who the perfumers werkeeyl are actually putting out misinformation out
who created the perfumes.” Burr blamed the probtemt'years of suppression by the brands: ‘Don’t
come out of the shadows, don’t show your self, tdtatk about yourself.’ It's a terrible culture.”

8 The Annual Report of IFF (2005: 3), for examplesctibes that “the company’s principal fragrance
and flavor products consist of compounds of largenlmers or ingredients blended under proprietary
formulas created by its perfumers and flavoristesivbf these compounds contribute the total frazgan
or flavor to the consumer products in which they ased.”
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Associates, 2008Y.“The firms accounting for the largest share of worldwide safes
flavours and fragrances are [still] based in the US, We&terope or Japan” (Somogyi,
1996: 171).

The flavor and fragrance companies are internally organizeordaeg to a
flavor and fragrance segment. This shows the sensual connectionrbéteeenses of
smell and taste (see also Blackson, 2008; Gilbert, 2008; GleasordillRB09)*?
Interaction and mutual inspiration between the two segments inyBasikes place
(Gleason-Allured, 2009a). The fragrance segment develops scenuleslaad scent
compositions for products such as cosmetics, toiletries, hair cadaqgts, deodorants,
soaps, detergents, softeners, and fine fragrances (Newman, 1998;a@jvanasy*

Curtis and Williams (2001: 347-386) describe the structure ofgaaingae supplier in

82 Besides those companies, the fragmentation iseb®r is high and in 1996 as many as 800 companies
participated in this business worldwide (Somog@98). However, in the last two decades processes of
market consolidation have become prominent (e.gfuPer and Flavorist, 2008c). Mergers and
acquisitions are initiated by the acquisition effoof larger companies acquiring smaller firms.
Consolidation occurred because of growth in speg@ographical and product markets, synergies that
developed out of a combination of two companiesrettbose are secured or enabled to produce for
specific clients, and cost savings. The corporatiohend to “expand their competence in specialised
product and process technologies, and their gebgragresence in selected industry sectors” (Somogyi
1996: 173). Thus, some companies are charactefigegarticular strengths in sub-sectors of the
fragrance industry. A recent example is the actjaisiof Manheimer Fragranceand Intercontinental
Fragrancesby Symrise This makesSymrise“one of the leading fragrance suppliers for a@sfreners in
North America” (Perfumer and Flavorist, 2008c).

8 |FF, for example, produced more than 35,000 comgsiin 2004 of which 60% were flavors and 40%
fragrances (IFF, 2005). As a curator o contempogaty Blackson (2008: 2) describes the work of
chemists in the flavor industry: “These are indiats, chemists really, entirely invested in theduation

of representations. Only their still life of appliss’t rendered in paint or plaster, but in severeight
syllabled chemicals. (...) This is how the chemistgresent apples. From there begin the chemical
substitutions for burnt apple, dried apple, soyl@pand on and on, and on. (...) A vanilla flavour, f
example, may be described as tasting like heaveit'dueally just ethylvanillin. Whether the flauois
labeled ‘natural’ or ‘artificial’, the differencesialmost purely semantic and the results, although
impressive in their ability to mimic Mother Natusedwn palate, are essentially skilled imitations.”

8 |FF (2008b: 3) mentions that “fragrance products sold principally to manufacturers of perfumes,
cosmetics, personal care products, hair care ptesddeodorants, soaps, detergents, fabric careiand
care products.” The creators/manufacturers of tikesgpounds are themselves dependent on the supply
of essential oils and natural extracts. These fimgally obtain their raw materials from suppliers
because they are “only selectively involved in preidg and marketing them” (Somogyi, 1996: 171). As
Somogyi (ibid.) explains, the raw material soursedvered by specialist producers with knowledge in
the processing or agribusiness operation of natoeaaérials
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detail. The authors stress that both the input (raw materialselhsas the output are
very diverse and complex. From the viewpoint of creativity, thestnsignificant
operations lie in the composition of fragrances. “The formulatiepsesent the most
valuable asset of the firm, its intellectual property” (Cuatnsl Williams, 2001: 360;
Perfumer and Flavorist, 2007c). Creative perfumery is complemegtedvnstream
functions such as formulation conffylproduction and compoundifi§and “computer
support systems” (Curtis and Willams, 2001: 357) and functions that twvpurchase,
sales, and distribution of fragrant molecules, compounds, and fragrance formulations.

In the paragraphs below | characterize, first, the main obgscof a fragrance
supplier. Second, | describe the typical developmental processesmakssmarket
project. Third, | focus on three major sets of processes thaidtigkhe creativity and
competitive success of fragrance suppliers.

First, | mentioned above that the industry is characterizaddogmental rather
than radical product innovation that is based on variety and noveltenten and
Frederiksen, 2008). This is also the case for fragrance supplnersguides their
activities. Two quotes from recent corporate publications sti@ssimportance of
innovation.

“We deliver innovation in flavors and fragrances through our combimadf
science, consumer insights and creativity. Our goal is to help ournoerst

deliver consumer-preferred products to the marketplace. Our globsénue,
combined with our extensive local market expertise, makes usyidrated to

8 The formulation control is connected to the pusihg department, which secures the supply with
materials, and technical perfumery. The technieafymer might need to change the formulation of a
fragrance if supplied materials differ slightly fnoprevious submissions. Curtis and Williams (2001:
352/353) mention the significance of security #amands the setup of a formulation control section.

8 «The compounding of a fragrance is deceptivelyménAt first sight, all that is required is to mitxe
required materials in the quantities indicated by tormulation, accurately and with no possibility
cross-contamination, in the most cost-effective effitient way. Production and the technical peréum
need to work in close collaboration to achieve"tf@urtis and Williams, 2001: 353).
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work with our customers to develop successful products... Understanding the
connections between the consumer, the product and the brand enables ai® to cre
flavors and fragrances that resonate with consumers and daive loyalty. With
innovative materials, technology and consumer understanding, our pesfanter
flavorists create the scents and tastes people love” (IFF, 2008: 5).
This description from the most recent Annual Reportimsérnational Flavors and
Fragrances (IFF, 2008) describes in essence what the business of the fragrance
suppliers is aboukirmenich(2008: 4) states that
“the success of fragrance and flavor creation depends on an intimate knowledge of
nature, and the creative talent to recreate its componentssoltcalls for a
scientific understanding of smell and taste preferences to gdagticts to
global and local markets around the world.”
Both quotes from corporate reports stress the central role mdrierce and the
importance of understanding how to supply markets adequately. Inscribdt in t
corporate lingo is the geographical specificity and sensitivityreattve operations.
Actually, the operations are multiplied in their complexity bg tgeographical and
product markets where the fragrance suppliers are active. Tragsance suppliers
create, manufacture, and sell new fragrance compounds on all maketsn®lfactory
preferences differ regionally and the fragrance suppliers adtiress differences in
their fragrant creations because of expertise in terms olugwrsresearch (Mullock,
1999; Rouhi, 2003’

Second, a typical project to create a new fragrance is discussed belgmnEe

suppliers are competing with each other to develop a fragrance feanufacturer.

87 At the same time, the fragrance suppliers are midgre on supplies as well. IFF’'s Annual Report
(2005: 4), for instance, characterizes that “Thean@any manufactures a substantial portion of the
synthetic ingredients. While the major part of @@mpany’s production of synthetic ingredients isdis
in its compounds, a substantial portion is alsa ol others. The natural ingredients are derivethfr
flowers, fruits and other botanical products ad aslfrom animal products. (...) The natural prodacts
purchased for the larger part in processed or geauessed form.”
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Competition occurs in two major steps. First, fragrance supplierpetenwith each
other where the supplier is bidding against other suppliers for @&cprdpecond,
perfumers compete with other perfumers within a supplier. Diffggeritmers become
active at the beginning of a project. The initial coordination tgase through the
vehicle of a brief® Perfume manufacturers brief multiple fragrance suppliers. The
fragrance suppliers translate the ‘descriptions’ of their diémio compositions with
the best ‘translation’ securing the contract. Newman (1998) pointshausutppliers
strongly correspond to their clienf$ie market environment moves in a direction where
fewer suppliers are active for big brands. This is even motieescase in recent years
that saw the development of ‘core list8 Thus, competition is re-located from the
market into the suppliers. The decision which samples are chosée foorhpetition is
made in blind tests internally. After this decision, the manufadwtecide with which
samples they continue to wotkin addition, ‘winning a brief is shared between the
supplier and the creative perfumer in monetary terms and in terms of reputation.
Third, what are the ways and means for fragrance supplierssiacbessful and
win a briefing process? | summarize molecular researcldenelopment (R&D), the
formulation of fragrances, and the performances of the perfumdness significant

aspects that describe how and where fragrance suppliersaditheir creativity. Thus,

8 These briefs describe an intended scent in a lizebatypically written, form. A brief includes xiaus
aspects such as the price (production and retaisumer target group, geographical market, and the
intended points of sale (another term for the retavironment). This information guides the forntida

of a fragrance from the beginning on. Briefing meses are typical for diverse cultural industresk

as architecture, and advertising).

8 Core lists are formal agreements that imply thdy tisted suppliers of fragrances have the legitim

to supply a brand with a fragrance (see also ChagtéBurr, 2008). The international producers of
fragranced goods usually make decisions to put emms on a core list based upon the amount of
material, the flexibility of supply, the price, atite quality of the fragrance compositions.

% Burr (2008: 32) calls the first round of submissido the manufacturer “initial cluster fuck” inder to
show the degree of complexity (going through aritfisg all submitted samples) and the likelihood to

get into the second round of competition.
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| discuss, first, the aspect of investing in the strategiareseand development of new
scent molecules (= the development of new tools for perfumers; Ellena, 1991; also Bu
2008); second, the formulation techniques and the creation of a formoat{eds of

the perfumer; Ellena, 1991); and third, the creativity of the perfutoér the
characterization in Calkin and Jellinek, 1994: 102). The third partnaemted with
Chapter 5 where | introduce to how perfumers do their art- and craftwork.

First, the creation of new fragrances is based on the developmentheand
constant discovery of new molecules. These new molecules higllighphysical
manifestation and materiality of components for creativity @gata, 2004; Anderson
and Wylie, 2009). In contrast to the mentioned artistic R&D (Bolz, 2G0%)
innovation in branding, marketing, and advertising (Puig, 2003), molecular digsover
stress the sustained significance of ‘traditional R&D.” Two esses ought to be
separated: synthesis and new development (cf. the discussion inZD@&), Synthesis
usually reconstitutes materials from nature (see exampksceptions in Ellena, 1991).
Firmenich’ssynthesis of amber, for instance, meant a breakthrough for the cgnmpan
introducing a synthetic molecule that has the identical smethctaistics of natural
amber, the company was able to substitute the natural ingredient &#ndaden its
palette of effective scents (Jeffries, 2005). Synthetic maddeare trademarked and
become firm-specific intellectual property (Curtis and Whti|g 2001; Perfumer and
Flavorist, 2007c). They are manufactured at larger volume, lower,pand
independent from their geographic origfi$dowever, synthetic materials differ from

natural resources as far as biochemical characterisgosoacerned-or example, the

% Artificially synthesized or created molecules caso have advantages in relation to the interaction
with the human body (e.g. bioaccumulation of molesuallergies; Wolfson, 2005).
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scent of an essential oil may be affected by variations ofotted weather and soil;
therefore, scent compounds are geographically-sensitive (seeEd&sma, 1991;
Newman, 19982 In addition to the synthetic reproduction, completely new molecules
are developed and produced. There are smells that we do not kifdengethe number
of fragrance molecules that are left to be discovered istading” (Burr, 2002: 289;
Burr, 2008; Gilbert, 2008). The new scent molecules that result froratmeats in the
research and development-facilities of the fragrance housesléd captives (cf. the
recent Annual Report b@ivaudan 2008, and the description of the new molecutés).
Molecular innovation is key. However, this type of innovation is onlysides for the
largest fragrance suppliers, essentially the big boys, bechisextremely capital-
intensive (Turin, 2006; Burr, 2008; Firmenich, 2008; IFF, 2008). Significaanéial
resources are invested into R&D and related tasks such aeltayi tests, exploration
of economical synthesis etc. (Burr, 2002: 69; see also Burr, 2008). At the samé@eime

development of a new compound gives a company a competitive’dgige. (2002:

92 At the same time, natural and synthetic materalsvell as formulations are under quality control.
Essential oils, for instance, have to be within thargins of precise olfactive standards (Ellen&9119
Curtis and Williams, 2001). These standards difflemetimes according to the company but they are
usually kept similar over time (cf. Burr, 2002, 3)0

% “There are, like undiscovered continents filledhviinimaginable animals, millions of hypothetical
molecules yet to be created, millions of atomiaicires that exist, thus far, only as mathematical
possibilities, which we will create” (Burr, 200282).

% Givaudan'srecent Annual Report (Givaudan, 2008) presentsotiieomes of the previous year: “In
2007, three exciting patented molecules were adini¢kle captive ingredients on the perfumers’ palett
Zinarine™: a molecule with natural green and tomato-leaesowith aspects of mint, fig, hyacinth,
petitgrain and metallic notes; especially desirdi#eause of its very natural character, most resoamt

of walking into a greenhouse on a warm summer’s; @ayigh-impact ingredient also acting as an
excellent “naturaliser” in fragrance accords. Pmamidé": a long-lasting, fresh tropical fruit note with
nuances of grapefruit, rhubarb and cassis; highutiinput techniques helped in the identificatiorthi$
stable in-use molecule with, unexpectedly, a tralpifruit odour and other functional benefits.
Florymoss™: a multi-faceted molecule of floral, green, mossgtural notes with a touch of fruitiness;
blends well with floral fruits and spicy accordsndaenhances fruity notes as well as oriental
compositions” (Givaudan, 2008: 25).

% Burr (2002: 11): describes that “the creation ofc@mmercially successful fragrance molecule
represents tens of millions of dollars, and the Bigys employ an army of chemists [‘molecular
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57) mentions that new molecules generate a value of roughly $&th hpker year.
Captives are, like new molecules in the pharmaceutical indusish cows (Burr,
2008); however, the approaches to search and successfully find usqahlescare
related to stochastic techniques instead of a clear searctslititgun-blast approach”;
Burr, 2002: 66-67). Being able to use and work with captives does not aelythes
fragrance supplier an advantage against competitors, it alslighig the attractiveness
of a supplier for a perfumer. Three major advantages of captigenetioned by Burr
(2008): they save costs in the long run because of the easy reprodactess is not
restricted and captives can be used in unlimited amounts, and theg greapkerfumer
to add new smells to the olfactory palette. Although the competiibh other
perfumers increases with the size of the company, it is muek hkely to work on
bigger projects and with other materials than in small housesefubre, captives
often drive the consumer markets and have led to top sellers onatketnSpecific
captives like CIS-3-Hexenol (1947), Hedione (1966), Rosenoxid (1969),
Methyloctincarbonat (1988), and Iso E. Super (1988) have led to big hipsivezxa
determine particular biographies of a perfume and a perfumer. Moyeayives such
as Calone (1990/92; cf. Burr, 2002) have determined a whole ‘school of thanghd
specific period that made related perfumes successful.

However, “nature continues to be a great resource [for crgditinecause

“nature provides new combinations of individual ingredients” (Rouhi, 2003: 55).

jockeys”; Burr, 2002: 57] tasked with creating thefheway to create them is the magic formula.” He
adds later on (p. 57): “The Big Boys’ molecules g&te roughly $20 billion a year in economic atyivi
They employ hundreds of chemists, molecular jockelye spend their days welding atoms together to
create new molecules with new smells. And, upstditsy employ an army of perfumers, who spend
their day mixing these molecules into new scented slixiHowever, in the context of the mentioned
ways to create fragrance molecules are criticizaeddrin (2006) and the characterization of Burr(20
67) of a “shotgun-blast approach” with “random netxnation chemistry.”

91



Givaudan’ssearch for molecules in nature has focused on the biodiverse regtsfer
i.e. the “storehouses of plant life” — in French Guiana, IndonesidorGaand
Madagascar, for instance (S&C, 2002). The search was achievedhthtaudirm’s
ScentTrek technology. This technology focuses on capturing scentsaft parts of a
plant such as fruits, leaves, stems, and roots through mobile mad@aug, 2005;
Jeffries, 2005§° The method of extraction is non-destructive and a subsequent analysi
is based on gas chromatography (GC) and mass spectrometryR@a8|, 2003).
Through these techniques, scent molecules become available for thesss/nf
essential oils that are based on the product from nature. Thesrttee creation of new
fragrances possible. In Madagascar, for instance, a total of 50 soemtéoiwvers, fruits,
woods, leaves, and resins were investigated, analyzed, catdgomizé — where
possible — synthetically reconstituted (S&C, 2002). The two exangblesolecular
innovation in the laboratory and synthetic reconstruction based on tlaetmxir of
scents out of nature document who is enabled to perform innovation in démas
materials: only the large suppliers are active in this capital-imesisiness.

Second, creativity lies in the innovation of new fragrance formomisit When
we think about novelty in the industry, the most basic example isothpasition of a
new fragrance: the composition of a fragrance according to diffates (see below)
gives almost infinite choices of how to construct a new ensemiBieerything in

perfumery depends on mixtures” (Wolfson, 2005: 858) so that “in all perhouses

% The so-called “headspace technology” allows captiran entire sensory experience: by ‘vacuuming’
molecules of the scent and running them througimstnument known as a gas chromatograph and mass
spectrometer, a chemical blueprint can be mades. Blbeprint allows the chemist to reassemble thatsc

in a laboratory (Newman, 1998: 90). Other comparapply comparable portable, non-destructive
technologies/extraction processes sucMase’sJungle Essence Technology (Jeffries, 2005pwest’s
Acquaspace technique which is ‘extracting’ scentenf marine nature (SP&C, 200Questbelongs to
Givaudansince 2007).
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the perfume oil formulas are among the best kept secrets andemipitee know-how”
(Boeck and Fergen, 1991: 422). The composition of fragrances is badwesl aedtive
mix of natural and synthetic ingredients (Boeck and Fergen, 1991; Bu0B). As
Newman (1998: 82) explains, natural ingredients give richness and rosndriee
synthetics bring strength, reliability/uniformity, backbone, and leitgéo the perfume
(see also Aftel, 2004: 8; Burr, 2008). The geographical heritage andahaatural
material is harvested thus matter significantly for &IsM The major constituents and
notes in perfumes indirectly relate to an important quality determinant in therindus
“the territory, the cut, the harvest, all have different olfacteféects on
lavenders: lavender from Sault, Ferrassieres, Montbrun or Didigaimce vary
from a very delicate floral fragrance to fruity, grassyttgaand even cut-hay or
animal notes” (Ellena 1991: 338).
The development of fragrance formulations relates to the uniquengssfomery in
contrast to other artistic-artisan industries. This uniquenesdiedey the material
idiosynracies and restrictions of fragrant molecules. LaudanmeBérthoud et al.,
2007: 102) stresses that “in contrast to visual or audible works -afitagreations are
unpredictable until that moment of truth when the perfumer has put theoocemts
together and smelled them, i.e., until he or she has actually deplsyedher olfactory
sense.” The formula might not turn out as it was imagined or indendebe.

Complexity is significantly higher than in other cultural indestrsuch as the making

9 Scents resemble wines: the characteristics ofralagssences fluctuate over time and across space.
trend towards perfumes that use only natural nmadtehias been observed. This development is backed b
the focus of some suppliers on organic and fatdarmgredients (cf. the example of Symrise in Ragu
and Flavorist, 2008a). However, the focus on peefsitihat use natural and/or organic ingredients only
has led to some controversies. On the one handajar mrgument against it is the risk of allergy
development by consumers. On the other hand, rifcthe ‘all-natural eco-trend’ argue that “we’re
marketing a philosophical and intellectual pointvaw that is anti-scientific and incoherent. Pertuis

not meant to be all-natural. (That’s) not perfur(@handler Burr in Perfumer and Flavorist, 20089 29
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of clothing® Uncertainty governs the industry during the part of the creatioa of
fragrance. This uncertainty dwells in the materials at hand. eKiperience of the
perfumer contributes to lower this uncertainty. However, uncertagmains a major
constituent and potential driver of innovation in the fragrance industry.

This uncertainty is added by the financial risks that fragraugpliers face
during the interaction with a client. The suppliers invest time, money, and resaoces |
projects but are remunerated only when they win a competition @08). Thus, only
the winners of the briefing process are paid. The financialteftorbid on and win
competitions are co-aligned with shortened periods of economic adgdrtaga scent.
Technology invaded the fragrance business since the 1950s (and even Gébmrt,
2008). The process of ‘reverse engineering’ (also in Burr, 2008) is ciecneith two
technologies that play a crucial role: the gas chromatograph @&@)the mass
spectrometer (MS). The GC allows to visualize the composititeke”a smelly
substance — an apple or an oyster, it doesn’'t matter — put iblender, then run it
through a GC, and you will get a visual record of its volatile moments” (Gilbert,
2008: 26). Thus, smell is visualized according to its molecular commnée
fingerprint of substances are released. The MS “provides atdefirdentification of
the molecule” (Gilbert, 2008: 27). These two machines and the prattae-coding
smells are done on a regular basis: once a perfume becomestiareshe market,

competing fragrance suppliers copy it, and put a reconfigured one oratket (Siegel,

% Burr (2008: 117) describes that “perfume, by castiris fundamentally, mastering organic chemistry,
and it involves cutting and sewing together pieoéshe periodic table of the elements, trying to
choreograph electrons that often react to eachr agthsurprising ways, and cajoling molecules into a
single mesh that has structure, durability, andikta — not to mention beauty, originality, and
commercial appeal. It takes all of this to createreula.”
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2007)%° This leads to olfactive similarity and a “me too”-market (Mdaitz and
Naipawer, 1991; Siegel, 2007). Calkin and Jellinek (1994: 101) explain that “few
perfumes that come on the market today are entirely originaljf ahdy were, it is
unlikely that they would be accepted by the consumer.” Burr (2008: %8) the
tendency to “focus-group a juice to death” as a result of consweséng that
challenges to come up with novel fragrances. This speaks for olfactemtdrigs-"°
Third, the creation of a fragrance is dependent upon the perftiiséorically,
manufacturers employed perfumers; the institutionalization afiose’ (‘le nez’ in
French) within a company is still en vogue in the case of traditionalperfiouses.
“Back in the early twentieth century, “every luxury brand hiredoae like a
restaurant hired a chef,” Jacques Polge said. “Poiret had a rasdater
worked for Patou. Coty had a nose. Lanvin had one, who created Arpege.”...
“Today, only a handful of perfume companies have a nose on staff. Gteenel
Jacques Polge. Hermes hired Jean-Claude Ellena in 2004. Patou, which is owned
by Proctor & Gamble, had Jean-Michel Duriez, who took over wheiheder
retired in 1999” (Thomas, 2007: 15%5.
The trend of recreating perfumers as stars — like in othewrallindustries such as

haute cuisine and architecture (Hetzel, 2003; Sklair, 2006; PerfumeFlawnarist,

2008a) — is mainly recognizable in the small but growing maoketiche houses

% The intention of the GC/MS-technologies in thegfemce research lab is, as an interviewee pointed
out, to “understand how competitive perfumes amstrocted” (Senior Perfumer, September 2007). Burr
(2008: 129) presents the case that a few talentefinpers are enabled to load “red herrings in their
formulae, secret codes to screw up the analytiGathimes.” Thus, this quote speaks against the easy
decryption of a perfume. However, the mentioned NB&technologies work ex-post: answers to the
guestion why some scents become successful andsdtikare not given. Furthermore, technological
sophistication is a reason why many similar proslwe on the market, but the answer is open when
perfumers actually implement the molecular insights their formulation practices.

1901 addition, individual fragrance formulas onlynsetimes change; however, it is more likely that
manufacturers alter product aspects such as thkeagacand the bottle over time (= the process of
“anniversary-ing”; Burr, 2008: 57/58). “When the rketing people say “anniversary” as a verb, they
mean a tweak in presentation, revamping the bosakimg the image, hiring a starlet, doing a miniatu
relaunch without doing an actual relaunch. An sostiog sales” (Burr, 2008: 57/58).

%1 One of the most recent decisions, for instances, twehire Thierry Wasser as the house perfumer of
Guerlain in 2008. Guerlain was founded in 1828 msdhistory is described as a “dynasty” (Barilledan
Laroze, 1995: 72-80); LVMH acquired Guerlain in 299
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(Trucco, 2009}? Furthermore, a few luxury goods-houses such as Hermes and Cartier
re-established the function and role of a house perfumer. Niche mamefacoften
employ a house perfumer, work with a selected set of perfuroerate perfumer-
owners. The contrasting trend that “most luxury brands today do nof owate,
manufacture, or distribute their perfumes” (Thomas, 2007: 152) anyratgetHe
interaction between the fragrance suppliers and the mass brandnoesrpecome even

more central and crucial for investigation. | will elaborate on the perfumedraptér 5.

3.5.4 Other suppliers and industry stakeholders

Advertising, marketing, branding, and promotion agencies help to communicate
perfumes to targeted consumers and the general audience. The interftitmes
mentioned activities and actors differ significantly; howevegytlare listed here
together because they contribute to the metaphysical aspectsyrabdlisms of a
perfume and the ways and means to communicate branded cultural prdducts.
advertise, market, brand, and promote a fragrance means to positmsuatwithin a
brand and in relation to different other brands (Olins, 2003; Lury, 2CGi8h And Lury,
2007). Currently, advertising, marketing, branding, and promoting a pepuedates
or goes along with the composition of the actual scent. Thus, HutBaties are
procedural in that they are connected with other supply activitienost cases of the

mass market, the conceptualization of a new fragrance igeditia the offices of the

192 The perfumers are celebrated for their individuatk and their palette of creations. A documentatio
of what perfumers created is found and regularlyated in the magazine Perfumer and Flavorist and, f
the broader audiences, in the blogosphere on noltsimeom, for example. While these sources help t
monitor the creative successes of perfumers foswmers, they are not telling much about the datisio
making processes during the development.

96



manufacturers of perfumes. However, they also outsource parts ofabiages to
specialized suppliers. | stressed that branding and marketing temardértwined with
each other and are key for the mass brand-manufacturers omperf Actually, the
manufacturers of perfumes conduct, to different degrees, the fouties. However,
these companies often request services from external suppfiers.

Design firms play a significant role in the fragrance busir{Bssves, 1986;
Falk, 2007b). Those companies are involved in the design of the bottle gratkage,
for instance. The traditional importance of bottles and packagepiiesented in the
collaboration between Coty and Lalique (Dawes, 1986). The recent fodusgoance
quality is backed by premium packaging techniques. Furthermore diffexent
packaging parts of a perfume are ideally coordinated so thatcteeye a coherent

message’® However, bottle designers are often not directly involved in the

193 Reasons for the externalization are that speeidliervice suppliers know a market better than the
perfume manufacturers. Two examples should be predehere that show the significance of external
collaborators during the manufacturing of a perfufiest, one component is naming. Choosing a name
for any product is an important decision becausmeasa are permanent and they are the verbal
representation of a perfume. A name is intendazbtoespond with the perfume, its presentation, thed
targeted potential customer (Villeneuve and de @Girah996). Key considerations and trends in brand
naming in general are authenticity and simplicitpwever, the task to find a name can be very comple
depending on the manufacturer and the brand (s&e Barr, 2008). Specific companies that design,
search for, and check the legality of names eSstond, just before the distribution process starts
fragrances are often launched with advertising @gms featuring celebrities and stars, just asthero
creative industries such as movie- or art exhibiipenings. These launch events are not only very
expensive (Burr, 2008), they also create a certa@dia buzz that can be beneficial for perfume
manufacturers, distributors, and retailers.

1% The particularities of packaging are most appairetiie case of limited editions of fragrances. $P&
(2005: 35), for example, points out that the 10@witle of a limited-edition fragrance was “engraved
with orange blossoms, numbered and signed, topjtdancopper cap and wrapped in specially printed
silk paper. It is presented in a wooden box, cldsed thick ribbon and engraved on each side.” tiho
these techniques different goals are met: a hidagree of personalization, uniqueness, and exdysv
documented for specific consumer groups (SP&C.,)bithose undoubtedly more expensive fragrances
reflect the preferences of niche consumers, buy tha@nt to the importance of packaging, visual
representation and recognition/attraction of thekpged material.
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manufacturing of the fragrance even if it would be benefftjathis is a strategy to
streamline information about a forthcoming product.

Distributors and retailers are important elements in the indudtmst,
distributors contribute to the diffusion of perfumes on national and ini@nah
markets; they are essentially business-to-business componentslivengty of the
distributors is high®® An interesting facet is that the contracts that distributorsema
with perfume manufacturers are very sensitive according to hwibiands are
distributed. One perfume brand might actually stop working with aitwligbr if this
firms starts to distribute products that are targeted to a ctehpldifferent market
segment. Second, retailers are important as well. Traditiomatfyumes were sold in
perfumeries or, within the last few decades, stores of perfuni@ins (especially on
the European market in France, the United Kingdom, and Germany, buinatise
United States). Over the last few decades, the channels dieeesified though.
Sometimes, decisions are made to sell premium fragrances rordlglacted places.
Aspects of image control in specific department stores in piiocations are
contributors of the aspect of exclusivity. Friedman (2006) and Pelésaand Dodes
(2007) contribute that the ‘second stage of globalization’ is one of dathenticity:
while during the first stage, the focus was on homogeneity of brantiseir retail
environments across space, the current understanding of the seconds sthge
uniqueness needs to be highlighted because products are not enoughabdttisa

unique experience. Top retail locations are re-named ‘maison’t@uior ‘epicenter’

195 A bottle designer argues that “if | had the oppoity to discover the juice prior to designing, of
course the scent would influence the designing ¢.truly does improve the design process and allwav t
designer to create a very brand- and fragrancesgpigte bottle” (Denis Boudard in Falk, 2007b: 12).

1% Distributors might be nationally-focused and caeate a small range of niche perfumes; they might
have an international focus and coordinate a leagge of perfumes from perfume manufacturers.
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(Prada), for example. The idea is that “luxury executivedisatylinking their products
to art enhances their brands, even if shoppers don’'t immediatplyncedy spending
more money” (Passariello and Dodes, 2007). This is contrasted bydfreasing
significance of retail channels such as airport perfumeatiggsartment stores, and mass
retailers like Wal-Mart and Target, or even supermarketinégy 2006) for both
masstige and premium fragrances (Villeneuve and de Grandi, 1996yt Belling
methods — e.g. at home parties (Avon Products, Mary Kay, Amway) handgh
consultants (The Body Shop) — are also used as retail environmegigifipedia of
American Industries, 2008; Hoover’s Industry Overview, 2006). Although some sources
discuss the Internet as a vehicle for ordering and buyingainags, Frost (2006)
describes the customer relationship to a fragrance as tawtkd: consumers purchase
perfume at a store because of the touch of the package andeittecdperience of the
smell. This describes the practice of selling a perfume“ashdle interaction between
the consumer and the representative of the producer company” (Lg, NBB8: 217).
The retail spaces are the places of interaction between atamgr and retailer.
Similarly, retailers symbolize the business-to-consumer environment.

The manufacturers of perfumes devote significant amounts of maowketinae
to better understand consumer behavior. Consumer and market resemrother key
component (see also Chapter 5). Consumer research is bought irobedradsicted by
the major members of the fragrance industry. Research of the probealvdvior of
consumers becomes an important part for the creation of fragrapoesss-market
brands (Partington, 1996). Consumer groups are defined according kmdsl of

characteristics such as age, gender, ethnicity, income, radeéheicare also defined in
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geographical terms, which relates to the question if a fragrsncreated to address a
global audience or a local one (for a description of fragraiagsate ‘connected’ to a
specific place see La Ferla, 2006). Manufacturers and suppliers in trenfragndustry
have firm-specific methods and techniques to grasp the attitudhee @iohsumer. The
production-distribution-consumption chain is scientifically-enginebsedonsumer and
market tests. However, even with the advances in consumer and mesmda@itch, the
flop rate of perfumes is high and contrasts the scientific approach to fragranc
Finally, other agents are relevant for the creation of perfumesfragranced
products in the fragrance industry. First, since the boundaries ofatjrarice industry
are permeable, some companies congregated to form the Cosnwlatry,T and
Fragrance Association (CTFA). “Many participants in the aigg, fragrances, and
personal care products industry were members of the Cosmeletryrand Fragrance
Association (CTFA). The CTFA, which was founded in 1894, represented
manufacturers, distributors, and industry suppliers. It provided scogntdgal,
regulatory, and legislative services” (Encyclopedia of Amaericalustries, 2008). The
CFTA currently lists more than 600 member companies (2008). Secolriidithéen the
fragrance industry are institutionally embedded in a regulatoriy@ment that focuses
on keeping and improving quality and security standards. The aspsefadfy for the
consumer’ plays an increasing role and fragrances are inaasnmeated to comply
with the safety standards (see also Gherardi, 2006: 205). Fandestae U.S. Food

and Drug Administration (FDA) is a key authority in the US Imistcontext; the
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REACH regulatiod®” of the European Union regulates the production and use of
chemical substances and discriminates between the safety acwlagy of materials

and substancé$® In addition, the industry is characterized by a high degreelbf s
regulation: institutions such as IFRA (International FragraAseociation) and the
EFFA (European Flavour and Fragrance Association), for instanak teepreserve

the self-regulatory practices of the industry. It aims to ptdtee consumer and the
environment through the development and implementation of a Code of Pautice
Safety Standards worldwide” (Osbiston, 2003: $¥)Self-regulation applies, for
example, to allergic testing before a fragrance is launchedd,Tlggal firms are
relevant to the industry. Legal aspects in the industry includectests on the naming

of new molecules and proprietary rights to new compounds. Fourth, foundations
represent firms in the fragrance industry. The aim of the &nagr Foundation, for
example, is “to develop educational programs about the importance easlings of

fragrance for the American public” (see www.fragrance.drgys, the intentions of the

97 The regulation regarding the “Registration, Eviibra Authorisation and Restriction of Chemicals
(REACH)” from December 2006 included also the dithment of a European Chemicals Agency (in
Helsinki); its impact is, however, not restrictedthe European Union but governs also the impornfr
other countries above a specific imported amoumatierials.

198 |ngredients of a product must be listed on thelligby predominance); however, fragrance formulas
are considered trade secrets and so, only the Vfiagrance” must be put on a product that has odor-
adding ingredients in it. The FDA obtains its redaty authority once a product is on the market.

199 0On IFRA’s webpage, the following description iegented: “Together with the industry's scientific
arm RIFM (the Research Institute for Fragrance Kal®, the IFRA team makes sure that the
establishment of usage standards for fragranceriaatés put into practice according to the avdiab
scientific recommendation, and that member compan@mnply with those standards. Self-regulation
enables the IFRA standards to be adopted very lyapig fragrance houses worldwide and by the
industry as a whole” and “The Code of Practice igspo the manufacture and handling of all frageanc
materials, for all types of applications and camtahe full set of IFRA Standards. Abiding by tiRIA
Code of Practice is a prerequisite for all frageasapplier companies that are members of IFRA (ifino
their national or regional associations). Clientnpanies (including producers of toiletries and letwadd
products) expect their fragrances to comply witlRRAFStandards as set out in the Code” (accessed
through www.ifraorg.org on September 30, 2008).¢Tragrance segment of the industry organized the
Research Institute for Fragrance Materials (RIFiv)hie mid-1960s to independently test and certiéy t
safety of natural and chemical aromatics” (Encyeltip of American Industries, 2008).
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foundation clearly focus on the relationship of producers and conswuamédrghe
olfactory education of consumers. Lastly, the fragrance masketso increasingly
delineated and constructed by particular industry experts and Isgiedike fragrance
critics such as Chandler Burr, fragrance critic for the NeskYrimes and book author
of two relevant books that unravel the characteristics of the indigiry, 2002, 2008),
Luca Turin, a biophysicist with a long interest in perfumery &edftagrance industry
(Burr, 2002; Turin, 2006) who has put together fragrance reviews (therecesit one
with Tanja Sanchez; Turin and Sanchez, 2008), and Michael Edwards, gutariye
publishes his perfume guide (the most recent is Edwards, 2009) andzesgdmmough

his genealogy of fragrances and fragrance families the growing hadiketively.

3.6 Summary

Chapter 3 introduced to the international fragrance industrst, Fisituated the
fragrance industry in the broader group of cultural industries. Tagrerfume was
characterized in its becoming and being both a branded cultural proddca a
materialized olfactive formulation. Third, the history of perfuynesas discussed and
significant points in time were emphasized in order to stressmibt significant
changes over time. Thereupon, | characterized the generaétmear#d recent market
developments. The major actors on the market were characterizezll &s the most

significant processes that take place.
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CHAPTER 4

METHODOLOGY

4.1 I ntroduction

This chapter focuses on the methodology to study the internafraigahnce
industry in order to investigate practices of knowing and spaglof knowledge. |
connect the literature on methodology, methods, and the conduct of hesearc
economic geography with the specific empirical case (BadrEyles, 1997; Clark,
1998; Schoenberger, 1998; Cormode and Hughes, 1999; Yeung, 2003; Clark, 2007). |
start the discussion with some general methodological claimsYandg's (2003)
article is key in this context. A dialogue regarding the meteabjectives and questions
follows. At the end of the chapter, the particularities of tkigdy (interview

recruitment, participation, and timetable) are in focus.

4.2  Methodology and research objectives

4.2.1 Methodology

In a seminal article on research methodology, Yeung (2003: 442)stsignge

process-based methodological framework to discuss what it takek’ economic
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geography*® By ‘methodology,’ the author paraphrases “the entire process of
practicing research (according to a positivistic or intenpeesietup, for instance) and
methods as specific technique and/or instruments for researchséagple surveys and
in-depth interviews; Yeung, 2003: 443).” Thereupon, he argues that economic
geographers ask different questions and think differently than itraaliteconomic
geographers; this orientation challenges subject/object relattmhsha ways the so-
called new economic geographers collect, analyze, and present datay’'sf article
relates to a differing understanding of two methodological compomergsonomic
geography: ‘fieldwork’ and ‘the field'.

In general, fieldwork has become creative, deep, and broad in diversity i
geography overall (DeLyser and Starrs, 2001). Increasing nunubegeographers
discuss two important elements in their recent re-approaches:body (= the
fieldworker) and its positionality (= its involvement and his/her ggenfince in the
field). A transition has been made from a dominant masculinist Wt sees the

ability to do fieldwork as innate (DeLyser and Starrs, 2001; Po2@02) to one of the

19 He differentiates this approach from previous mdtiogies in three major aspects. First, economic
activities are currently understood as socially edded and not, as in orthodox economic theories and
neoclassical economic geography, based upon uwodaliged rational actors who are not socially-
connected. Second, identities of economic actoifs @id change over time. A pluralization of what i
considered as “economic” has become significants Blpect is related to a much broader and wider
debate in economic geography that can be linkgbdd'cultural turn” in the sub-discipline of econimm
geography and the study of the cultural economgdgnomic geographers (cf. Thrift and Olds, 1996;
Amin and Thrift, 2004, 2007, for instance). Prafiaximization was traditionally characterized as the
major goal of corporations and managers but th@erstanding is now considered as partial. The focus
on “reflexive business knowledge” (in general, dégel Thrift's work on non-representational theory;
Thrift, 2004, 2005) and the significance of ongoprgctices and creative performances put this oy
perspective. This characteristic has to do withtlerodiscussion in the sub-discipline namely theeng
opening of the ‘black box of the firm’ in econongeography more generally (Taylor and Asheim, 2001,
Yeung, 2005; see also Yeung's description of thisrlghtive representation of the firm”, Yeung, 2003:
445). Third, context matters in order to help ekptay economic action: this is a route in between
“logical determinism in positivism and structuratdrminism in Marxism” (Yeung, 2003: 445). Context
is internalized into the investigation and thisemmalization means that economic action is only
conceivable in a contingent socio-spatial worldedé shifts in the orientation of economic geography
necessitate alterations of the research methodmagithe sub-discipline.
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open encounter where the fieldworker learns to work in the field fpenmsonal
interaction with others (DeLyser and Starrs, 2001; Gibson-Graham,.200jdition,
the understanding of the field is shifting: a change from cult@adigphers’ landscape
(Mathewson, 2001), from a predefined ‘real geography’ and a ‘bearg/given’ (= an
existent location or place; Driver, 2000; Powell, 2002; Corbridge anddslay, 2003)
to a construction and a “shifting location” (Powell, 2002: 265; Driver, 2G0apiable.
Related to the re-conceptualizations of fieldwork and the fieldwaskéhe emergence
of a complex integration of both. This affects modern methodology:sbawy and
Naylor (2002: 256) speak about taskscapes as imperatives of the aebeiffield and
body which are characterized by “a set of related activitiasare as much a part of the
world as they are about our capacity to carry them out;” tlogiviction is that “the
space of fieldwork is inseparable from those doingd'ftThe “commitment to place”
(Corbridge and Mawdsley, 2003) and its related practices witpritmacy of the visual
(Powell, 2002) changed considerably with the understanding of the Tralditionally,
regional foci and place-based studies of practices and poditwes in the center of
attention. Institutions such as formal and informal rules, laws, and moowe between
different kinds of actors helped to constitute and characterizefiélte in terms of
scalar entities and bounded regions such as the already mentiotiatl ispavation

systems (Amin and Cohendet, 2004; Mouleart and Sekia, 2003; Thrift and Olds, 1996)

M1 This trend towards a complex field-body-interrielatis weakly mirrored in economic geography. In
Yeung's (2003: 451) description of practices inremmic geography that are taking place in situ, desd
not refer to the Euclidean space/places of other alder paradigms anymore, but to the direct and
intimate economic landscapes that the researcheugh the selection of firms, industries, and mezke
defines. He admits, that situ+esearch “seems to have more significantly infleehthe methodology of
physical and environmental geography” (Yeung, 200Rt) — a view that is apparently changing (cf.
Powell's, 2002, discussion of physical geographyassinterpretative field science). However, since
fieldwork has not been historically inquired in alib-disciplines (Driver, 2000), | state that aticai
review of the fieldworker in economic geographynissing.
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The understanding of a field-as-place is manifested in a cee+aiethodology (Powell,
2002).

In contrast, economic geography after the relational turn (Bathdl Glickler,
2003; Boggs and Rantisi, 2003) and within the context of practice-basedsstudie
(Gherardi, 2009) and the practice turn in the sub-discipline (see $e&&ons in 2008)
emancipated itself from this methodologically-informed “scalasting” (Amin and
Cohendet, 2004: 93; Grabher, 2004: 306) towards topological spatial metaphanrs (Am
2002, 2003; Amin and Cohendet, 2004). It understands “fieldwoskié&sglocations”
(Powell, 2002: 265, italicized in original). This view counters thevheanphasis of
place and investigates how networks connect places through pratbicesstance
(Amin and Roberts, 2008a, 2008b; Gertler, 2008). The spatialitiesarfraativorks are
not observable with the eye (Amin, 2002); empirical work emphasiseaneh through
close dialogue and discourse with ethnographical methods such aspaattici
observation and action research (Schoenberger, 1991, 1998; Clark, 1998; Yeung, 2003;
Clark, 2007). Researchers choose firms, projects, and individuals (andrdiKends of
other research entities) to enter and trace specific fasddsplaces and how they are
constructed in a general networked setting. At the same timégltheorker neglects
the uniformity of places and characterizes practices withirtipteullocales. For that
reason, the term ‘spatialities’ implies the multiplicity piaces where practices are
performed (cf. Amin, 2002}** To summarize, first, the fieldworker is an agent who

practices ‘field-making.” Her role is to initiate ‘the e but, at the same time, she is

121n this context, two arguments are striking thaild be fruitful for thinking about fieldwork in moan
geography, in general: first, Lyman and Wakeford9@: 361), referring to Marcus, understand field an
method as the same: “Method is the activity ofrémearcher, and field is the mental model congtduct
by method”. Related to this is, second, that resgawhich tries to define boundaries of the fieldhe
beginning, is fateful. Against this background, éwelution of a field seems to be process-based.
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also a relational part of it during its construction. A cleatirifon between the two
entities is problematic and vanishing. Second, the field in econonograyEhy is
increasingly non-scalar and non-territorial. The field is teg@&x-antein order to
legitimate the performance of specific methods; however, it doegxist in a scalar
sense of a specific city or country that the fieldworker isnding to examine but as a
topology.

The study of practices of knowing and the conceptualization ofatpasi of
knowledge that correspond with these practices benefit from the simcusbove. |
address the issue of conceptualizing the fieldworker and the Hieldelating the
discussion to Yeung’'s (2003) claim to establish a process-based metlcalolog
framework that is based on a tripartite litmus test (withatmponents of reflexivity,
validity, and reliability; see also Baxter and Eyles, 1997). Timsus test helps to
provide a legitimation and justification through robustness in empiries¢arch.
Reflexivity refers to the “capacity of the research pcacto allow the researcher to
reflect upon his/her own situatedness in the research prdégsalidity to “whether
the research process and instruments used are approximatiogréne phenomenon
and whether they explain what they set out to explain,” and réalieans the

“replicability of findings” (Yeung, 2003: 446).

113 Beyond the major purpose of conducting an intewiie order to get insights from an industry under
investigation, other effects of doing fieldwork amgentioned. The change of being an outsider and
becoming an insider is seen as a positive valuedixelops through empirical fieldwork, for instanc
This is often understood as a way to better undedshow a firm or industry functions. Herod (1999)
critical about becoming an insider and sees théipesspects of remaining an outsider that ligha
crucial and critical distance. The related chalkeng) when somebody is considered a member in a
community and what this means for the new membertlam community.
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The issues of reflexivity, validity, and reliability/rigor agell as plausibility
resurface in qualitative research on a regular basis (Baxi@rEyles, 1997; Crang,
2002; Yeung, 2003). First, the aspect of reflexivity (i.e. thecatitinderstanding of me
as a fieldworker within the field) is discussed in differenttgpaf the following
paragraphs of this chapter. Reflexivity was enhanced througlisiteissions with
industry experts in the field, which helped to critically engagé my role during the
interview period and afterwards in order to write this repodustry characteristics
such as the neglect of a social science-focus on the indissingll as the size of the
industry and its idiosyncracies in terms of central figuned mames were discussed
multiple times. Second, the aspect of plausibility is approachddeae tvays: first, the
recent literature in economic geography shows a deep interdsttter understand
knowing practices and the related spatialities of knowledge; secalhahat industries
where sensible knowledge is key describe a research objectiVie ddserves coverage
especially within the context of a practice-based understandikigosfledge; third, an
investigation of the international fragrance industry servescpéatly well to study
practices of sensible knowing. In addition, it is plausible to chblese York and Paris
as locales and entry points to study the fragrance industrgiesciibed in the previous
chapter. Third, the aspect of validity is approached in three wags: ‘in situ’-
research helped to get a circumstantial understanding of therindost implies not
only aspects of performing research interviews but also vzsniglihearing, smelling,
and touching the visited environments. Thus, interviewing experts indt@ipational
settings contributed to get an overall understanding of where seksaibiedge is

practiced in the specific learning places; this was nacgdsecause, for instance, the
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architectural setup of fine fragrance studios actuallyrdmrie to the practice of how
and where knowing takes place (cf. the discussion of ‘open bars’ in Chapter 5).

| have experienced the places that | emphasize as sighifezning places in
the next chapter not only through the discussion in an interview lautraal setting’
where the professionals work. Second, the interviews with a mcillypbf different
identities and professional roles within the interviewed firms ldetpeenhance a valid,
triangulated account. Third, the major conduct of the interviews in tifereft
geographical contexts (in the US and France) and in differeetgenods helped me to
understand, contextualize, and explain but also challenge and re-think what |
experienced. The experiences in the field and through the fielda@kactively
intertwined with the existing theoretical literature so tlerfect phenomena” (Yeung,
2003: 446) can be explained. Fourth, the aspect of reliability threeglcability is
approached through the interrelation of the empirical materidl @iisting research
from other individuals with a background in the industry (for instandglevl and
Lamparsky, 1991; Calkin and Jellinek, 1994; Curtis and Willams, 2001) or amit
exploratory and documentary interest (for instance Turin, 2006; Burr, Zeil&rt,

2008).

4.2.2 Research objectives

Research on practices is found in literatures from a vawoétyifferent
disciplines (cf. the discussion in Chapter 2). The dissertation diraws literatures

outside of economic geography proper and uses insights from organikatiahas,
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cultural and economic anthropology, situated/social learning, as asekconomic
sociology (Brown and Duguid, 1991; Lave and Wenger, 1991; Cook and Yanow, 1993;
Wenger, 1998; Strati, 1999; Gherardi, 2000; Brown and Duguid, 2001; Nicbhhi, e
2003; Strati, 2003, 2005; Gherardi, 2006; Ewenstein and Whyte, 2007; Strati, 2007,
Gherardi, 2008; Ewenstein and Whyte, 2008; Gherardi, 2009). The interest that
connects these different disciplines and approaches is to better tanders
organizational knowing and learning for the purpose of investigating innovation
(Grabher and Ibert, 2006; Ibert, 2007a). While the social scidibeesure stresses the
contextual nature of sensible knowledge, geographers spatial@eg@saof knowing in
order to characterize the spatial necessities in terms oflitpadnd situatedness of
epistemic objects for their becoming. However, empirical imsigo feed the spatial
theory of knowledge formation, which centralizes the view on pragtareslacking
(exceptions are Mattson, 2006; Ibert, 2007a, 2007b, 2009). Economic geography ca
contribute to the above discussions by stressing the role of leaptaicgs and
networked practices that matter (Ibert, 2007a, 2007b).

Paris is the center of the industry in France and Europe, whileY\dek is the
center in the US. However, beyond this simple logic of two corepammgoheral regions,
| explore networks that encompass multiple relations. | discusspes of sites where
knowing and learning takes place on different geographicalsstrala the meso- to the
micro-level. The fragrance industry is a hybrid industry atitkersection of a number
of different practitioners and their skills and competencies pefs and brand
managers, for instance). These agents contribute to give meaniag emerging

cultural product though their unique competencies at different points dtiimg
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formulation and manufacturing of a perfume. In general, fragrancessasmeic objects
demand that different actors collaborate. This implies the potéatiaarn in different
places (lbert, 2007a, 2007b). Since the multiple actors approach agiregneerfume
with different individual and corporate histories, trajectories, and pusptise practices
that they apply are likely to mingle and change through collaberatork. Practices of
knowing are based on the performativity of the different actorsreating the
fragrance; they are diverse across organizational boundaries &dadi€ording to
corporate cultures. However, | will be able to synthesize génable forms of

practices of the industry (Nicolini et al., 2003; Strati, 2003; Gherardi, 2006, 2009).

4.3  Research design and research questions

4.3.1 Research design

| examine practices of knowing and spatialities of knowladgghe fragrance
industry in two ways. First, | investigate the industry peess the corporate literature.
The industry press is quite diverse. Some journals target the toosrmelustry in
general and also include the coverage of the fragrance industayptiabetical order:
Beauty Fashion; Cosmetic Worldlobal Cosmetic Industry [GCI]; Perfumer and
Flavorist; Soaps & Cosmetics; Soaps, Cosmetics & Perfumery; Womans Wear Daily
[WWD]). Other journals are rather tangential since they focus on adveghtisrketing,
packaging, or retailing and are not restricted to the fragradcestry (Advertising Age;

Journal of Advertising Research; Journal of Product & Brand Management;
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Packaging; Packaging Digest etcQorporate annual reports provide information about
specific approaches that individual companies in the industry tadlettee overall
challenges that are characteristic for the business (ficme2008; Givaudan, 2008;
IFF, 2008). These reports are checked against general descrgstmbpsiblications that
characterize the setup of the fragrance industry (Muller andpaesky, 1991; Calkin
and Jellinek, 1994; Curtis and Williams, 2001; Burr, 2002; Sell, 2006; Turin, 2006;
Berthoud et al., 2007; Thomas, 2007; Burr, 2008). Furthermore, the general literature on
perfumery helps to understand the fragrance business as a coatizextd¢hough craft-
and design-intensive sector (Morris, 1984; Dawes, 1986; Newman, 1998; Dove, 2008).
Second, the main component of the empirical research consistsdeptim,
semi-structured interviews — also characterized as close d@legvith personnel of
key industry participants (Clark, 1998, 2007; also in Schoenberger, 199%, H98i6;
Baxter and Eyles, 1997; Schoenberger, 1998; Yeung, 2003). Data from inggrvie
which represent an intensive research method, have been condusied thus at a
specific socio-economic location (for instance, corporate offeed laboratories).
These two major forms and strategies of investigation aregtiiated, thus brought in
fruitful discourse with each other in order to enhance robustness antictlg reflect
upon developments in the industry that one source mentions while the other does not.
What are the advantages and problems of qualitative methods suemias s
structured interviews in comparison to other methods? | outline patetiter research
methods below that could have been applied (also in line with recentutumé f
disciplinary developments) in order to emphasize the significah@@mi-structured

interviews in the next paragraph. First, | use the research metfogarticipant
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observation and questionnaires as examples to show their problems-addahitages.
Ethnographic methods such as participant observation are stilivegfatiovel to
economic geographers (as an exception, see Ibert, 2007a, 2007b, 2009, andcathe over
literature on practices, e.g. Lave and Wenger, 1991; Strati, 2004.résearcher who

is an observant participant and participating observant | could hatreigzed in the
business development of a new proddtThe approach centralizes the becoming of a
community member in order to understand the occurring processesreBb@rch
method would have been beneficial for the study of practices swmoaldl have ideally
been involved in these practices on a regular basis. However, lbéetturee major
challenges of this method. First, organizational challenges. édemtufacturers and
numerous suppliers create a perfume. Thus, the challenge of mahggeaiu
authorization to observe ethnographically would have quickly crossed derpora
boundaries; this is added by significant organizational challengesn&es challenge
lies in the restriction of the research outcomes. An ethnograptimdeould have put
more emphasis on one or a few specific cases under investigetiead of interpreting
the industry as a whole. Future research in this guise might sibléethough. Third,
pragmatic reasons of financial and temporal matter spoke ag#umstgraphic methods.
The temporal and financial investments would have been significaisidesing the
location in New York or Paris and the necessary travel withinbataeen cities and
countries. In contrast, quantitative data that | could have gainedjthouestionnaires

would not have been beneficial in order to make claims in regatte questions that |

4 \while the phrase of an observant participant seeshe participation is particular tasks, the séco
one emphasizes the aspect of observation; howessgarchers are both so that these terms are listed
together.
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ask and intend to answer. Answers that relate to questions ghatittefuzzy concepts
such as knowledge and innovation come out of explorative methods (Markusen, 2003).
What are the benefits from doing research with the technigsenofstructured
interviews? First, the method of researching the industry tliteyaand the corporate
press was used to get a better understanding of the drivers imdhgry and the
general economic processes that characterize it. | subscobaselMsletters and RSS
feeds of some of the above journals and examined literatures outgdegrbphy and
the social sciences on the particular topic of the fragrancetiydaisd perfumé’®
Second, the method of a semi-structured interview has enabled meess &cst-hand
information and in-depth knowledge from interviewees. The creatiom-depth
knowledge is due to the fact that interviews prioritize depth andtyoélinformation.
However, interviews are not intended merely to deliver pre-exisgtmawvledge or
‘data.” The knowledge from an interview is based on what the interviewee saysvand ho
s/he reacts in the interactive conversation (Kvale, 1996; Clark, 1998¢ HE99). The
interviewee produces a story based on the questions that are askeg, @002). The
interview is a social process that enables the reseacciarrt information in real time.
This aspect of spatial and chronological proximity is helpfulneigg direct responses
to spoken words, the clarification of issues, but also — and specific to my resedreh on t
fragrance industry — responses that can be understood as sunwhawiest usually
takes place over a longer term (Clark, 1998). Interviewing industtigipants helps to

save money and time but abstracts information from one speasie. dhe situated

15 By saving relevant article information in an Endélile and extracting the most important insights
into a Word-file | have been able to understandgitieeral market dynamics as well as the develomnent
within the most significant companies in the indyst
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creation of outcomes in an interview is — in different ways — shhpéoth parties. As
Herod (1999: 314) pointed out, “it makes no sense to assume that o \ariis

knowledge [i.e. knowledge that emerges out of participation of the ievezviand

interviewee] is necessarily “truer” in some absolute and “obgctsense.” This

situated knowledge during the interview process was condensed amgllated later
on during the analysis of the interviews. In the next sectiill Idiscuss the general
setup and conduct of the interviews in greater detail.

Hereafter, | list the challenges that | faced. Organizati@mal executive
challenges were likely to occur. Organizational challengekide accessing relevant
subjects and the temporal organization of the research. The discafsiaarviews
with the influential in economic geography (Cormode and Hughes, 1988¢mis the
challenges that are connected to access managerial ielitdse current example.
Executive challenges are enshrined in the conversation andfiealtdto forecast.
Since the researcher is said to define and control the situ@fvale, 1996: 6), the
emphasis is laid on interpersonal and listening skills in orderttanacreact directly to
the spoken words of the interviewee (Valentine, 2001). Against thie tmaditional
view, the experience in the field has been that the intervieweane as the researcher
became combatants on the same field: | started and guided thesatioverbut it often
went off into other, unforeseen, and unplanned directions. This is not a \wedkite
characterized as typical for semi-structured interviews evhike interviewee is an
active agent (Watson, 2006). From a practical point of view, $ avahallenging and
demanding task to coordinate listening, reacting, and keeping the sshghdule in

mind, especially for a junior researcher and a non-native gfngfieaker. The majority
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of the research interviews in New York and Paris were conductédglish. However,
the capacity of expression and translation into a foreign languaigenot only an issue
for me but also for some of the non-native English speakers. In additiomgrous
interviewees indirectly talked about the complexities of verimgjizensible knowledge
— they often spoke about aspects that are difficult to describe aswercause they are
based on feelings and sensual experience. This aspect is passtiolg lthe outcomes
from the research interviews but similarly highlighting the vatee of individual
understandings of what and why something is done. Thus, interviesingtiabout

asking questions and receiving on-the-spot answers but about contextdafizing.

4.3.2 Research questions

The focus of this section is in the first part on the reseguelstions and in the

second part on the way | operationalized and synthesized the respoos#er ito make

18 Two aspects characterize this statement. Firsta#ipects of interpersonal and listening skillsvat

as language skills are related to the broader isgueross-cultural comprehension and expectation
(Herod, 1999); the specific technical and commétaiaguage that some interviewees (the perfumer and
the brand manager, for example) used and took fantgd made an understanding challenging.
Furthermore, the inherently political aspects @n$lation lead to the creation of new and unique
situations instead of a simple representation proguction of a standpoint that an interviewee fdt.

the discussion in Miller, 2007; cf. also HassiniZ807, discussion of English as characteristictffier
Anglo-American hegemony in Human Geography, i.e.lirguistic hegemony). Watson (2004)
summarizes that the effort of translation can distonceptual insights, especially when the insgi

not resonate with the experience of the interviewéatson (2004: 61) argues that “learning a languag
can be seen as having the potential to benefibofrant at least three other overlapping areagséarch
practice and theory: the nature of understandieg fmeanings and values are attached to wordgf;]jb
the relationships between researcher and the msahrand the political implications of languagEtie
interviews that were conducted in German were greésting experience since the interview generated,
according to my perception, a deeper understanafitige processes that — in this case — a perfumer h
been involved in. However, implicit in this advaggaon the spot is the ex-post translation. Theogyal

of translation with moving from one house into dmotand, thereby, potentially losing some of the
“experiences and ideas” from the previous houseeseas an adequate analogy (Martin Heidegger in
Watson, 2004: 61). Second, and more generallypviatlg the discussion in Gubrium and Holstein
(2003) and Watson (2006), the intention of intemiiey is not to discover meaning but to locate it —
interviewing is about readings and not observatiomerpretations, and not findings. This postmader
view clearly breaks with modernist traditions lik€post-)positivist epistemology.
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use of the collected data. What are the major research qudstidhe investigation of
practices of knowing and spatialities of knowledge in the intemaili fragrance
industry? Most questions in the interviews that | conducted deéit ‘wihat” and
“how” the processes of interest — described in the researchanseabove — take place
(Gubrium and Holstein, 2003). The question how practices of knowing shape t
spatialities of knowledge in the fragrance industry should be dskddoking at the

following three major research questions:

a) What are practices of knowing that characterize the indysdricipants as
innovative and creative?

b) What are the organizational repositories involved in harnessing these pPactices
c) What kind of knowledge spatialities characterize the industryhamnd do these

spatialities, in turn, affect the practices of knowing?

In order to answer these questions, | developed a semi-structugedewt schedule.
Questions that were addressed to firm representatives tagggedts of doing and in
what kind of organizations ‘doing’ typically takes pldcéHereafter, | describe the
process of conducting the interviews.

At the beginning of the empirical research | raised questlaats| intended to
ask when | set up the study. The initial interviews in Germawe gne the chance to

test some questions. In addition, | learned from the first intervieviBaris and New

17 A few examples of these questions are: What dodafuHow and when does your work change? Are
you collaborating with clients more than once oraorecurring basis? What does this collaboratiak lo
like? Do you usually work on a project-to-projeetsis? If so, how can you make sure you satisfy the
client’s wishes and preferences? How do such icterss differ from those with ‘new clients’?
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York in January 2007 if questions worked or not. At the beginning ohaersation it
was challenging to describe the goals and intentions of my reseandbst of the time,
interviews took place in corporate offices. Quickly developing néwasons and the
exposure to new corporate contexts and interviewees in these environmentdatese re
to procedural and organizational challenges (depending on the situmtd the
situatedness; using the voice recorder, for example). Over thgecolthe interviews,
it became clear that some questions had to be changed or é&dfsstee questions
changed during the course of the research. They turned out to benealgr did not
really fit for the specific interviewee that | talked to. s a usual outcome once the
researcher enters the field (Crang, 2002, 2003). Depending on thecgpyecif the
corporation and the corporate function of the interviewee | altéedhttial questions
in order to create particular sets of questions for groups plogees (e.g. between the
members of the creative team in the fragrance suppliersgri@imer within a fragrance
supplier responded differently than a marketer or salesperson irartiee fem, for
example. Therefore, | had to roughly categorize the semi-stegctialyout of the
questionnaires according to the different professional functions ohtbeiewees!®
The majority of the interviews were taped on a digital reaofebecept those where the
individuals did not give me the allowance to do so). The data fromahsctibed and
coded interviews is used to trace the geographies of knowledge in@elemine and
explain the nature, extent, and spatial configuration of knowledge andspesc of

knowing.

18 The challenge lay in the simplification of the dmage of “academic-ese” (Herod, 1999: 317), the
reduction of the inherent complexity, and transkatinto a less theoretically-informed language.sThi

was, at times, more complex and difficult than iinad.

1911 addition, questions were added depending ointemview-by-interview basis accustomed to the
individual interviewee. This meant that the ovebm#éadth and depth of the responses increased.
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| operationalized the interview data in order to make practéelsnowing
visible so that | am able to name, describe, and analyze therheifootre, | grasped
the related organizational solutions and knowledge spatialities. | desushmzlow.

First, how can we ‘know a practice,’ i.e. name and highlightrécpéar practice
as a significant practice that is worth mentioning and sepafedsie an ‘unworthy
practice’ (Gherardi, 2008; Bjgrkeng et al., 2009; Gherardi, 2009)? Inajeresearch
on practices is characterized as problematic since “practice difficult to access,
observe, measure or represent because they are hidden, tacitteantingtiistically
inexpressible in propositional terms” (Gherardi, 2009: 116). A way toy gttaktices
from the outside (i.e. by both researchers and practitioners lookithge anside of a
practice) is when “the inquiry concentrates on their regularitythenpattern which
organizes activities, and on the more or less shared understahdingllows their
repetition” (Gherardi, 2009: 117). Social accountability, recognition, and an
institutionalization of the doings are stressed as making aqeadia practice visible.
In contrast to the rather rational and cognitive accounts and pgsaomof routines, a
practice is recognized and aggregated as one that takes th@alihatef involved
agents into account (Strati, 2003; Gherardi et al., 2007; Strati, 2007ar6ihe009):>°
Thus, practices are formed through aggregate results of “individualvibehthe
collective practices of various occupational groups, [and] organizhjoaetices” so
that the “courses of action interweave in various ways” (Gher2006: 55). Actually,

practices are related to each other based on the individual andtigellaction of

120 |n addition, Gherardi (2009: 123) characterizegractice as a discursive construct “that has
intersubjectively created a feeling and a doinguadba socially recognized and recognizable modafity
collective doing.” Again, this addresses the soara collective nature of practices.
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different communities so that “fields of practices” (Gherardi, 2006: 46) develop.
The goal of interviewing industry experts was to discuss and exatineé daily
and routine work processes of the participants on an individual, catleahd industry
level (Gherardi, 2006). Qualitatively rich data was collected tfrahe interviews?*
Bundles of activities — “socially recognized as an institutiaedlidoing” (Gherardi,
2009: 117) — were created in order to name and describe a prahbtisge! Summarized
those tasks that were characterized by similar motivations.Wéms done by comparing
interview transcripts with each other, synthesizing the data tinendifferent interviews,
and interpreting the material relating to the development fwagrance. Only those
practices that are crucial for the constitution of a professionalparticular field and
the construction of a perfume are named and discriminated agiansichness of
potential emphasis. The synthesis is necessarily an abstractoaggregation where
certain aspects remain under-represented (Gherardi, 2009). Tio$ usmproblematic
but is characterized as a required abstraction from the richness of datar@g2009).
Second, the organizational repositories to harness a knowledgeceracsi
understood as loci of knowledge. These repositories exist as indiaddatollective
entities where knowledge is done in social relations. They raonge the individual
knowledgeable practitioner (e.g. a perfumer) to groups of individuals asacthe
‘creative team;’ however, at this point it is significant iag@ not eclipse materials,

materialities, and materializations for the significance egfositories of knowledge.

2L The focus on different corporate functions andvitials that are involved in the manufacturingaof
perfume is understood as a strength in order toriesthe different points of engagement of where
industry professionals become active players. Whiéediversity of interviewee roles’ brings richede

the table, the interviewing of the same functiomydnd corporate boundaries enabled to understand
practices that are particular for a profession ahale. “Common skills and tasks” (Amin and Roberts
2008a: 354) unites not only specific professionshie industry but characterizes what individuald an
professional collectives do.
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These actants inform both the practices of knowing but also the aagjan& solutions
of where it is done (Nicolini et al., 2003b).

Third, during the interviews, the research objects described padtimowledge
that was connected to specific locales and learning places (Ketima, 1999; Ibert,
2007a, 2007b). These learning places co-develop with the practices of kranwliage
dependent on the mobility and temporal situatedness of the epistentt thgy are
actually constituted by the involved actors that contribute to ceeprfume and they
provide the specific material and materializing infrastrucf{ireorr Cetina, 2001, Ibert,
2007a, 2007b). There, fragrances perform as actors and they are medintaitheir
being through the discursive communication with involved agents. Accéydiag
perfume is an epistemic object that meanders between learaicesph order to gain
shaped (Ewenstein and Whyte, 2009; Ibert, 2009). The dissertation lookatahky
manufacturers of perfumes and the fragrance suppliers; athessary contributors to
the perfume development and their geographies are not in focus.

The study follows an inductive research methodology and elaborategsafics
cases in order to generalize and theorize based on them. Whileidigecshceives of
practices of knowingper se as existing as in a deductive approach, the value and merit
of the study is to examine, elaborate, and theorize practicéssipdrticular industry,
thus inductively extrapolate those practices worth mentioning. Wesibeen mentioned
above, the naming and characterizing of these practices is bas#t on-depth
interpretation of the interview material.

The study is intellectually close and sympathetic to ethnometbgidal

approaches in their consideration of social reality (Garfinkel, 1Bé7gmann, 2000).
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Furthermore, it follows the understanding that reality cannot beactesized,
generalized, and abstracted through a mirroring of the sociadl wbik conceptually
proximate to the line of thought that intends to grasp the majorndetants in the
construction of social realities. For instance, there is no ‘setauftices of knowing’
that exists in the singular and by itself which ‘waits’ torégearched and recognized as
in positivistic social sciences. Here, a necessarily onlyighathough significant,
construction of knowing practices is envisioned (Gherardi, 2009). | agprtee
challenge of declaring and describing certain spatialitidésiofvledge according to the
cross-functional description of work and work environments based orchtimess and

diversity of the empirical data.

4.4  Interview recruitment, participation, and timetable

Three pilot interviews were conducted in Germany in June and200f (see
Tables 4.1 and 4.2). The rationale behind conducting these interviagigowget a
better understanding of the general characteristics of the ipdtett some interview
guestions, and generate possible contact names and addresses fon timtenvaws.
Furthermore, the conduct of these interviews in Germany was cedngcicost and
time efficiencies that became possible through my stay during that period.

However, | mainly conducted the fieldwork in New York and Patigo
interviews have been conducted in San Francisco. ‘Being thereteiwiew mattered
because face-to-face interviews enable a broader understandiogdbdne vocal; it

integrated learning in the field in visual, haptic, and olfacterens (cf. Dewsbury and
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Naylor, 2002; Gertler, 2003). The headquarters and subsidiaries of #j@m m
international constituents of the fragrance industry are locatedestéM Europe and
the US. New York and Paris stand out as significant celfevghereas, for instance,
the fragrant materials are sourced from all across the ,gtbleeindustry itself is
clustered in a few major locatioiS.Dewsbury and Naylor (2002: 255) mention that
the “finitude of time and resources” can often be considered a ptiagreason for
specific approache? However, the decision to conduct the fieldwork in Paris and
New York was not only of pragmatic nature: the study sees thesit®s as anchor
points from where | could approach the industry in a better wagusecof the
multitude and number of firms that are located tHféréhus, the labor market is denser

and the likelihood of access to other potential research subjects higher thanrelsewhe

122 The research did not intend to examine the statusthe roles of these two cities in a globalizing
economy. In addition, the dissertation is not a parative study. First, according to the understagdi
that firms are organized as networks around thddytre two cities are not enclosed systems. labec
clear that significant flows of capital, materiadsid individuals between these two and many otitiesc
around the world exist. Second, the cities areatttarized by the location of production facilitiesthe
closer hinterland of New York and Paris. For theecaf New York City, New Jersey serves as a lonatio
where the fragrances — formulated in the fine fiage studios in Midtown or Downtown New York City
— are mass-produced. In addition, other perfumesskvon functional fragrances such as soaps or
perfumed products with lower profit margins. Thedrue for Paris as well.

1231n contrast to a focus on a clustered industryyéh@r, “materialities come into play in the fieldt
proffer their own delimiting agency upon us” angédse writes back” (Dewsbury and Naylor, 2002:
256); the knowledge geography of the fragrance striguresembles its organizational structure and is,
accordingly, diverse. At the same time, this oviehdtomized picture of a clustered versus a spgtial
fractured industry does not help to describe otammuestions about the geographies of knowletige t
mediate between ‘being there’ or being apart s ialbout the important why’'s and when’s someone is
close or far that matter (Gertler, 2003; Amin arab&rts, 2009b; Grabher and Stark, 2009; Ibert, 2009
124 The conduct of interviews in New York and Pariss haeen connected with financial and
organizational challenges. | organized as many\i@es as possible during the time that | spentehe
(usually between one and two weeks). With a pradoingtay the financial efforts increased. This
argumentation suggested a short stay. Howevertghsoning conflicted with the temporal restrictiari
organizing many interviews. On a day in Paris, mdwcted five interviews. This was an organizational
and individual challenge that might have affectesl performance of the interview conduct.

125 While various other industries are more visiblel @sonomically significant to New York and Paris
than the fragrance business, the industry leavesfobtprint on the urban economy through its
interdependence with related industrial sectordustries such as advertising, fashion, and artii@ma
2001; Rantisi, 2004) are clustered in these cigesbling proximate, long-term, and networked
relationships with the firms. On the other hand tith diversity of the city makes project-basedkvo
with alternate partners possible.
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The conversations involved in-depth, semi-structured interviews with m
management personnel of key corporate actors in the internaftiagednce industry.
The access of potential interviewees has been anticipatedchallange. Indeed, |
experienced some of those anticipated difficulties during thelitent period. The
recruitment period is the phase of contacting, coordinating, and stigedhierviews
before | entered the field; however, the recruitment periods waaded into the field
as | arranged last minute-interviews while | was in New YanH Paris. Herod (1999:
315) observes that “in practice simply arranging an interveawitself be an extremely
challenging ordeal, even when one is armed with such basic lkagavies contact
addresses.” The following challenges were significant during theitent phase.

First, it was initially quite difficult to recruit intervieywarticipants. Before the
first round of interviews in New York and Paris in January 2007, testao contact
individuals that | became aware of through the industry presshandgh internet
research. Blogs, webpages, and industry journals have been pdytitidgoful to
explore names and functions of individuals. This was even more dheattar | entered
the field since | talked to individuals from the trade pressnduthe first phase of
interviews. | started to send out ‘cold emails’ and, to a mincengxtcold faxes?®
This strategy turned out to be suboptimal considering the time artl &fid its related
success rate of recruitmeithile a number of individuals agreed to participate in the
study through this approach, the amount of positive feedback did not justify the invested

time. In fact, this challenge was a first eye-opener: the indissstill a fairly secretive

126 The word ‘cold’ incorporates that | did not apprbar talk to the contacted individuals via telepép
neither was | introduced to them beforehand by reth@hus, these approaches contrast snowball
techniques (Mattsson, 2006).
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business and it is rather difficult to approach and engage industrgigants in an
interview. ‘Getting into’ the industry was difficult for three mayeasons that have to
do with my as well as the interviewees’ position (Herod, 1999; Ye20@3). First, |
am entering the field from the outside (i.e. | am not related wmpany in the
industry). Second, | am a PhD researcher from a geography depagta university.
The three parts of this characterization are significamtad probably considered less
prestigious than a professor plus | was not ‘visible’ on a nationiatt@mational level
in the field; industry members could hardly anticipate why aggaher would be
interested in anything that has to do with perfumery or the dnagr industr{?’ and,
besides these efforts to understand geography from a commanpssnisof view, they
would classify and rank (economic) geography differently than busomeaanagement
studies (where potential benefits from participation might haven lessier to be
anticipated); | came from a university — the ivory tower g@nhe respondents knew
mainly through their college experiences. Third, | am a reseawho is interested in
guestions concerning innovation and knowledge. This potentially rang al#svabe
led to caution but also discreet interest (cf. Cormode and Huf888). Therefore, |
adjusted my approach and asked interviewees for recommendatiomsaaspfatential
individuals are concerned. This snowballing-technique turned out to be ativeffe

strategy (cf. Mattsson, 2006). The reference to a person that émeientees knew

271n the introductory messages | documented my ésterand intentions. However, in a number of
interviews the question came up that Herod (1929) & his documentation of the experiences froen th
work in the field describes: “well, how is that geaphy?” or “why would a geographer be interested i
that, don’t you do things with maps?” One of theureing anticipations of interviewees was thataas
geographer, | would have to be interested in thg upstream part of the industry, namely where raw
materials from nature are coming from. As it shduddclear by now, this is not a focus of this study
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helped to extend my identity and suggested to the targeted individual thas
respecting, respectable, and it would be ‘safe’ and useful to talk to me (Watson, 2004).
Second, | recognized that differences in the accessibilityweeet different
groups of interviewees exist. The recruitment period made thaarthere is a gap
between the manufacturers of perfume and their suppliers as tfagiawillingness to
be interviewed is concerned. First, the large manufacturerssegpprenternationally
well-known brands. The employees are cautious to become engaged riewde
because of several issues. They do not only represent and embodypthganies (e.g.
L'Oreal, Coty,or Estee Laudgr they are also significant linkages towards the brand.
This loyalty makes potential interviewee candidates ratheroces;itthe caution seems
to be increasing with the ranking of a specific brand and theigosit the employee
(where the ranking is a function of the sales numbers in a gpbaginess segment). In
addition, a specific work culture and ethos is nurtured within this environment mgludi
long hours, recurrent team and client meetings, sudden telephoneandll§equent
local, national and international travel (cf. Cormode and Hughes, 19%@se
characteristics imply that many individuals in the industrycary available on an ad-
hoc basis: often they simply do not know if (and sometimes wherng)atieetraveling
the following week. Finally, the above description contributes to theergée
characterization of the industry as secretive. | ascertamadyi initial recruitment
emails that all information is kept confidential in the sensé @naidentification of
interviewees would not be possible without the permission of the iparitc |

mentioned that all research records are stored securely and evdylbe accessible by
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approved individual$?® Nevertheless, a large number of initially contacted individuals
did not reply to my emails or faxéS Therefore, the account for the brand managers is
rather limited in terms of the large manufacturers; the amotimbterviews is, by
comparison, larger when it comes to the niche brand managers/owners.

The larger amount of interviews has been with representatives ffagrance
suppliers. 1 list three reasoning’s for that. First, even thouglsdbeliers are in close
interaction with their clients, they are not directly linked to ampresenting brands.
Second, | might have not been considered as a potential thread béeakseviledge
that is practiced within the fragrance suppliers is very etiatependent and demands a
long enculturation with particular skills so that my participaticas not considered as
harmful. Third, the higher response rate probably had to do with the@yqaglthe
gatekeepers and snowball-initiators that | contacted at thenrtbeg The above
arguments made the significance of certain gatekeepetgdtmmmended to approach
a particular person) and the snowballing technique even more relevant (Herod, 1999).

On the one hand, this kind of recruitment is problematic since tlessd¢o the
industry is restricted because already existing networks o¥ithdils guide who is
approached. On the other hand, since the industry has been describédrasmall
where “everybody knows everybody else,” the recommendations quicklgidspree
likelihood of receiving recommendations beyond corporate boundaries and, in particular,

with competitors or clients was low. Thus, recommendations caone ¢ommunity

128 After recruiting individuals and during or aftdretinterview | handed out an informed consent that
compiled under the supervision of the InstitutioRaview Board (IRB) at the University of Oklahoma.

129 This has potentially to do with the characteriatof brands as aspirational (see the discussiontab
who is put into the focus for the production of erfame; Burr, 2008). Beyond the potential concerns
listed above, the contacted interviewees maintathed inaccessibility and distance through theinn
response.
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members that are affiliated with each other by previous linkgs \lrking for the same
company) or by collaboration from time to time. The snowballingrtegie turned out
to be successful but | was careful in deciding whom to ask regarding inteege

Third, the interviews took place in several locales: cafes, ddoes, but
mostly offices and conference rooms were the major spaces Wivereducted the
interviews. Why does this situatedness matter? Dewsbury antbrN@p02: 255)
characterize that knowledge production takes place “in partisplaces through the
labours of myriad human and non-human entities” (see also Strati, 20@rard,
2009). Dewsbury and Naylor (2002) add that this situation and situativemasisl not
be generalized and monopolized although, as the authors claim, this Imalseaftethe
case: divergent truths exist. Turner (1988: 109) mentions that inadditithe tape
recorder the interviewer should ideally take notes about the “@hyisigout of the
organization, the style of décor, the type of people involved, the efylwormal
interchanges in the canteen, or in the cloakroom, as well asoffiteeand on the shop
floor.” Turner argues that the personal notes about these observpammal feelings
and reactions, and speculations give a more coherent and fullerepict the
interviewee in a particular setting. Similar instances aseudsed below as significant
to study the international fragrance industry.

The face-to-face interviews were mainly conducted in thme® tperiods:
January and February 2007; June 2007; and August and September 2007; 6 telephone
interviews were conducted (see Fig. 4.1). Initially, | planned terview 2-4
representatives of the major fragrance producers, advertisingiegyeanad packagers; |

also intended to speak to representatives of key foundations suble &agrance
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Foundation. | anticipated to complete 30-35 interviews. However, the final amdt
interviews with a participation of 69 individudf®. The interviewees agreed to save
time for feedback questions. Since some questions were more ‘egfenscheduled
additional meetings or telephone calls and talked to two individuate tand one

individual three times.

Time Paris | New San Germany (Recklinghausen | SUM

period York | Francisco | and Cologne)

July 2006 3 3

Jan./Feb. 7 7 14

2007

April 2007 2 2

June 2007 18 15 33

Aug./Sept. | 6 9 14

2007

Other time 1 1

SUM 31 32 2 3 68
Table 4.1 Research interviews with experts of the fragrance igpchestrcity and

time period**

Form Paris New York | San Germany SUM
Francisco (Recklinghausen
and Cologne)

Face-to- 31 26 2 3 62
face
Telephone | 0 6 0 0 6
SUM 31 32 2 3 68
Table 4.2 Research interviews with experts of the fragramtestry per form of
conduct

130 There are several reasons why the number of ietesvand interviewees is higher than expected.
First, the initial interviews documented that theedsity of actors and processes in the industmyuise
high. This aspect entails that a higher numbentgirviewees would give a better understanding ancem
coherent picture of the industry. Second, throdrghgilot interviews in Germany and the initial rduof
interviews in Paris and New York, it became cldaattthere is a significant division of labor. The
‘creative team’ that | will focus on below consisisfour functions. Because of the variety of taaksl
functions, | interviewed multiple individuals froeach function. Third, | used the opportunity toadpto
trend, design, and branding agencies. These addlitinterviews provided general information.

131 Three interviewees did not give me permissioneword the interview; however, notes were taken.
One individual provided information via email (notluded in count). The first interview was condagtt
on July 18, 2006 the final one on April 24, 2008tdtal, 69 individuals participated.

129



45  Summary

Chapter 4 introduced to the methodology of the study. It startedawithef
discussion of how to conceptualize ‘the field’ and ‘the fieldworker’ arder to
characterize the specific methods that were applied. | digtutee benefits of
conducting in-depth research interviews with industry experts andahgulation with
material from the industry and corporate press in order to enhla@calidity of the
conclusions. | discussed the general research design, the mapncheguestions, and
how | operationalized the acquired data. Finally, the organizatidheointerviews in

terms of a timetable and interviewee recruitment has been presented.
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CHAPTER S
GEOGRAPHIES OF KNOWLEDGE IN THE INTERNATIONAL FRAGRANCE

INDUSTRY: EMPIRICAL FINDINGS

51 I ntroduction

The practice approach to knowledge and the concept of sensible knoatedge
based on the understanding that ‘to know’ is deeply connected with threctehmistics
of doing and, therefore, only partially cognitive but based on sensuegpgiion and
action (Schatzki, 2001; Gherardi, 2003, Nicolini et al., 2003a, 2003b; Strati, 2003;
Gherardi, 2006, Ewenstein and Whyte, 2007; Ibert, 2007a; Gertler, 2008; dsherar
2009; Ewenstein and Whyte, 2009). In the fragrance industry, to know rnoedes
engaged in sensible work processes that are crucial for the anamiufg of products
through specific materials (see also Ewenstein and Whyte, 2007, 20@@ntrast to
other cultural industries, experts in the fragrance industry depanthe use and
connection of multiple human senses and faculties and in particular the sensk iof sme
order to create new products. The fragrance industry works on thedbasessible
knowledge that is practiced at the crossroads of craft-/task-baslecreative knowing,
for instance (cf. Chapter 2 and Strati’'s work; also Lave and ¥feid§91; Amin and
Roberts, 2006; 2008a, 2008b). However, both the practices of knowing aswied a
repositories and spatialities of knowledge are far from c\&arwill see that fragrances
as sensual materials connect different practices of knowing.cléative process is

distributed and performed beyond individual abilities.
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At the beginning, | focus on the brand manager as an expert of togandh
certain competencies and on the perfumer as the crafting expertcemposes a
fragrance for the cultural product. | zoom in on the particula ebbrand management,
which is a crucial activity for symbol analysis, symbol c@atand gatekeeping within
the manufacturing company (Reich, 1991). Brand managers playrédeslwithin the
production process and act at the crossroads of supplier, brand oetagder, and
consumer. The supposedly non-sensual task of brand management stadmlize
orchestrates the creation of a perfume through decision-makingbramding-as-
marketing techniques where creative and expert knowing is key (IKQ=tima, 1999;
Amin and Roberts, 2008a). At the same time, this task is conniectbd physicality
and materiality of scent. Thus, the understanding of how sensible dagavlis
practiced is relevant in this métier as well (Strati, 2007¥ill elaborate on crucial
practices during the product development and branding process.

In terms of the fragrance supplier, | look at olfactive creatiothefcreative
team: creation is recognizable as a distributed and dynaotess. | stress that, as an
outcome of the historical division of labor, the ‘creative team’ plogstraditionally
centralized work and effort of the perfumer in perspective.cfheial functions of the
creative team are sales, marketing, evaluation, and perfumemBse Tfunctions
contribute to construct and shape the material and symbolic contentfrafjrance
(Boden, 1994; Bilton, 2007). | look at the objectives of the team memberssand |
capabilities and practices of each practitioner. The functionsri@vaeen examined in
terms of the practices of knowing; furthermore, the inteioglahips in communities of

practitioners and individual projects are not clear (Knorr Cetina, 1999; @h&@do6).
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The chapter starts with a brief synthesis of the exisitegature examined
through the practice view on knowledge; thus, the presented malesaks from
existing sources but adds also new values by the interaction of existingahvaitbrthe
literature on practices (e.g. Figure 5.1). Part 5.3 mainly drifa@m my empirical
research and intertwines the findings with the existing liteeanh order to make a valid
contribution. | follow a fragrance that is produced for the maskehan the journey
during its typical development in order to examine practices of kigpand spatialities
of knowledge. The focus is on where fragrances materialize &miewhey are a
significant mediator of social relations (Knorr-Cetina, 1999, 2001; Bewnsnd
Whyte, 2009). | synthesize knowing practices of the brand manageharceative
team, discuss the interactions as organizational repositories wiherpractices of
knowing are done, and intertwine them with the developing spatialfieslly, |

introduce the ‘brand ecology of knowledge.’

5.2 Experts and creative activities in perfume manufacturers and fragrance

suppliers

5.2.1 The brand manager

The role

"Brands are generally described as creating a world grfssiidentities and

meanings in which ‘marketers and advertisers attach images to'gdadh and Urry
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1994: 15)**2In the fragrance business, cultural products are essentiaiyracied out
of the connection between the registers of brand, targeted consamdematerials
(where scents belong to the latter register). The meticuhvesition, engineering, and
maintenance of meaning are challend&s because of the description and

characterization of the registers by themselves and th@orsdetween ther?* Thus,

132 The American Marketing Association (AMA) charaizes a brand as “a name, term, design, symbol,
or any other feature thédentifiesone seller's good or service distinctfrom those of other sellers. The
legal term for brand is trademark. A brand may fdgrone item, a family of items, or all items dfat
seller. If used for the firm as a whole, the prefdrterm is trade name” (AMA, 2008; emphasis added)
AMA also defines branding: “A brand often includas explicit logo, fonts, color schemes, symbols,
sound which may bdeveloped to represennplicit values, ideas, and even personality” (AMZ008;
emphasis added). Thus, branding is described aprteess to shape a brand. Brands are relevant in
numerous industries. In manufactured goods, folaint®, brands add context and additional value to
items. The semiotic content of a brand implies iesagnd information — a brand is a representatidnean
number of goods can actually ‘proof the contexaead information in a brand. In contrast to cultura
products, goods from manufacturing have often liscriminated against their technological and ‘hard
facts.” This is hardly the case for multi-sensokaltural products. The perfume industry is a Hran
driven market in terms of the performance on iraéomal markets and the attractiveness for conssimer
133 The idea that brands are filled with meaning am@mning drives the ‘economy of wants’ (Bolz, 2005)
is scrutinized in a market that is characterized doy overflow of products and an inherent over-
symbolization. In contrast to the functional econoafi needs, the economy of wants is driven by the
desire ‘to buy’ and not simply ‘to have’ (Bolz, Z)0 Thus, the focus shifts from having to buyingl an
this re-calibrates and challenges the creativeitie8 of the brand manager.

13 Three major challenges during the process of thation of meaning through branding are crucial.
First, the diction is to create results that cameasured in quantifiable terms. Wood (2000) mewstibe
guantifiable concepts of brand value and brandlgy&rand value is “the total value of a brandaas
separable asset — when it is sold, or included dalance sheet;” brand loyalty is “a measure of the
strength of consumers’ attachment to a brand” (W@&@d0). In order to develop brand value for the
consumer, branding is about developing and maiinigia particular position so that a brand stays
different from another. The intention is to crebt;ds between the consumer and the brand in coder t
transcend single purchases: the brand-loyal consumidds long-term connections. It is about the
constant description and representation of theitipsbf a brand in products so that a particulanh
image resurfaces. Brand value and loyalty are tquamtitatively abstracted so that the work oftirend
manager is monitored and separated from other weekond, brand development is situated between
historical continuity and continuous change. Chahiggs towards the implementation of processes of
qualification and re-qualification, which belong the general process of calculation; consumers are
enabled to constantly update their relationshiphvén interest in a brand and new consumers get
interested (Lury, 2004; Callon and Muniesa, 200%)alculation starts by establishing distinctions
between things or states of the world, and by imiagi and estimating courses of action associatéldl wi
those things or with those states as well as tbanrsequences” (Callon and Munieza, 2005: 1231).
Calculation is done in a three-step process basatbtachment, association (based on manipulatidn an
transformation), and result extraction. The intemtito give the consumer a reason to consume is
imprinted in a cultural product through slight adtiion of existing products and the constant dejive
with new products (see Hume, 2009). The ways andnsef representing a brand are changing from
time to time (if only slightly). In addition, theeation of wants is only successful through thecess of
remix (Bolz, 2002; Currah, 2006). The brand naveatchanges according to one of the crucial
contributors that are the sensual aesthetics, plaracter, and theme of a perfume (Vincent, 2002).
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in the case of a perfume the question is how “the distinctive cordrnet various
kinds of symbolic dexterities and knowledges” (Allen, 2002: 47) is irekriabricated,
and communicated for the potential consumer. Since the fragrancdryntsan
“economic sector that produce[s] information and images” (Mddsf2®03: 179; also
Burr, 2008), the question is not only what kind of attributes and codespherexl by
specific materials. The focus is shifting from objects to prest (i.e. general
understandings of production or consumption) in order to understand the intstry
2007a; Partington, 1996). Here, the study of practices during the mamungof a
perfume is significant; manufacturing implies, in particular,tthe sets of activities of
branding and crafting.
The brand manager is key to the creation and continuation of a brand story.

Beyond the rather philosophical question who actually bfahdsanding is essentially
a corporate activity done by marketing professionals. The terand manager’ is

rather an informal description than based on the functional organizateogompany.

Third, the aspect of remix is connected to the @ssmf singularization (Callon et al., 2002; Caléow
Munieza, 2005). Branding strategizes to let anrmoftess-produced good be perceived as distinctige an
ready for personal attachment, attribution, andtifieation at the same time (Holt, 2004). A produc
“seeks to obscure homogeneity” (Sennett, 2006:.143)rder to develop its value for the consumiee, t
implied function of a brand as a symbol for pafécucharacteristics needs to be effectively
communicated and should imply the capability fatiidualization (Lury, 2004; Bengtsson and Ostberg,
2006). The creation of meaning is an institutiosttliggle between the manufacturer and the retailer
(Lasn, 2006). The components of a perfume are ctaized by different attributes and codes so that
they can be bundled together (cf. Allen, 2002).

135 This traces back to the question how brand masagee organized, trained, and motivated
(Hankinson and Cowking, 1997). The understandinthénorthodox marketing and business literature is
that a manager is as a ‘high priest’ organizingoadinding. A more critical understanding conceitres
brand manager as an ambiguity-coping co-author ré&@an and Rylander, 2008). Bengtsson and
Ostberg (2006) discuss that a number of brand aatégist such as popular culture (TV programs,
magazines, movies, books etc.), stakeholders (ctiloyse labor unions, and retailers), and consumers
(Bengtsson and Ostberg, 2006). Some of these edecseas well as the productive/disruptive link
between manufacturing and retail have been invastibin cultural studies and consumer researcleeSin
a brand is negotiated and relational, the orthadigineation of ‘producers’ and ‘consumers’ dimirgsh
particularly in the case of cultural-product indiest (Allen, 2002; Pratt, 2004; Scott and PoweQ4£0
Power and Hauge, 2008). Therewith, the productiegic in economic geography is challenged (Pratt,
2004; Grabher et al., 2008).

135



Brand managers are usually marketers (see their chazattar in Cochoy, 1998; Lury,
2004). They are typically exposed to college educations in businesaarajement
studies; in general, the brand manager is heterogeneously traihgel .mWdst managers
have backgrounds in business or management education, their backgrouad$rane f
uniform (see also Lury, 2004). The initiation and enculturation of indilgduo the
segments of consumer goods and luxury goods production — depending on the brand —
is seen as an entry point how and where individuals are profesaazhain the job.
Professionalization depends, to a large extent, on learning on thergotal managers
accelerate their careers at different stages when threyhrough several different but
related functions both at manufacturers as well as supplying coesp&ome brand
managers spent significant amounts of time in areas other than fine feageafiumery
but within the wider area of personal care or other fast-movinguouers goods
(FMCG). Perfumers often develop social ties with their colleagtiowever, such ties
hardly exist in the case of the brand manager. Ties are ngm#icent with other
personnel that work for the brand. For the brand manager, brands are not ontya spiri
and cultural glue during the manufacturing process, they alsodarenvironment to
shape and arrange the societal and communal bonds (Olins, 2003; Grabhgr,2G94a
ultimate outcome and goal is to communicate within the brand ggcalbknowledge
(see below) that is coordinated around the fluid organizational bound#Hridse

brand*3®

136 A narrative that guides the actions of brand marais connected with the discussion of marketers a
symbol creators and symbol analysts (Reich, 199ch@y, 1998; Lury, 2004; Bolz, 2005). Brand
management is about the emphasis of certain aspkatbrand and communication of them in front of
the consumer. From a temporal standpoint, de Ctaampg2009) presents a spectrum as one avenue to
describe the process of branding. The spectrumistenef five stages: differentiation, positioning,
personality, vision, and added value. In relationthe stages of differentiation, positioning, and
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Burr (2008: 41) characterizes the professionals that brand andehatcmtact
with the different suppliers as “marketing people” including katars and/or artistic
directors (also in Lash and Urry, 1994; Lury, 2004). In some casesutdrothnagers’
are responsible for the creation of new items — however, thisiaeg@n is rather
product-specific. Within the major manufacturers, brands are oeghniz a similar
fashion: the function of global marketing — i.e. the organization of thedlwa a world-
wide basis — is coordinated by brand management that oversedsliakeoperations.
The overall independence from the individual corporation is compdsativgh and
only certain functions exist on a corporate level for all brandsstMften brand
managers or product managers are in charge of the creative desetagnhe overall
perfume brand and individual products that are added to the stock afigexisiducts

of the brand. The brand manager oversees as a coordinator tiheealeaelopment of

personality, the brand manager is far from beirgg fto invent the creative direction of a brand. The
marketing literature gives two reasons for thatstiithe diction of branding is to allow creative
continuation along specific longitudinal trajecewiand, second, a brand needs to be open for dndivi
attachment. The understanding is that brands rmebd tarefully maneuvered in order to sustain piatien
economic havoc from mis-communication and in-coheeein the marketplace. This ‘care’ is increased
in the coordination processes with the legal brawder and suppliers. Brand managers qualify praduct
through the management of relations between até#bsuch as place, packaging, promotion, and ptoduc
qualities (the orthodox marketing mix; Lury, 200dallon and Munieza, 2005). The exampleGrey
Goose Vodkan Kerner and Pressman (2007) helps to graspdibe (see also the comparison in Gobe,
2007: 103-107). The building of cachet and diff¢ision in comparison to other Vodka brands is
engineeredGrey Goosecomes in a frosted bottle and is shipped in woodtates just like wine which
relates to the value appearance, it is producetiha great Vodka region of France” which signifies
prestige, it has a high price, and it receivednitte through the “World’s Best Tasting Vodka-adaf

the Beverage Tasting Institute (all in Kerner amdsBman, 2007: 10). Furthermore, the Vodka was a
give-away at a charity event and, therewith, redctie target audience. All this helped to let the
consumer understand the brand in the marketplace particular way. The economic success is a
blueprint of that. However, a branded product talkeut itself in a brand narrative that is deteediby
sensual aesthetics, plot, character, and themec€¥tn 2002). The narrative is constructed in wéngd t
enable general recognition and individual attachmEar instance, perfumes that are launched by mass
brands are often easy to approach since the plotderstandable and, in an aesthetic and olfastwse,
typically a re-interpretation of earlier succes@ieena, 1991; Burr, 2008). A brand maneuvers betwe
an internal historical and traditional set of valu&leas, and representations and an externabatesir
reality that is affected by trends. Depending am history and future intention, brand managemenatsfi

its orientation along the internal or external itezd in the branding strategy and follows curréfiestyle

or insists on its own determination of lifestyle.
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a brand between the upstream and downstream environments of mamgacturi
distribution, and retail. However, brand managers interact with two targosets of
company-based colleagues. First, brand managers are in closetiatewith the legal
brand owners (e.g. Ralph Lauren or Giorgio Armani himself, foantst) and brand
associates that represent, oversee, investigate, and report loack individual
markets**’ Second, brand management collaborates with the fragrance development
department. This department in a manufacturer typically works afbrbrands.
Olfactively-trained personnel in this department initiates theractive process with
suppliers by writing perfume briefs; fragrance submissiom® firagrance suppliers are
tested according to stability and objective characteristidhefsubmitted fragrances.
These experts oversee the creative work of the briefed supphdradvise the brand
manager in terms of technical research and olfactory decisamg (see also

Berthoud et al., 2007). Thus, the artistic coordination per brand and per tproduc

development is with the respective brand manager.

The activity: branding

The recent interest in how and where individuals are trained in tardecome
legitimate professionals in a community of practitioners (&fue, 2006; Gertler, 2008;
Faulconbridge and Hall, 2009) has received more attention than adioauat brand
marketers or managers actually do during the activity of bmgné&ather than a term of

a professionalized function, brand managers are characterized by what they do.

137 Thus, during the production of a perfume the bramathager has to mediate between the goals of the
legal brand owner and the brand licensee. Therdiftebrands and their business plans are coordinate
on a corporate, inter-brand level as well as pantr The definition of market is fluid here: whike
market’ can be one country, in other cases ‘a ntaikeummarizing multiple countries such as ‘Easte
Europe.’
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| intend not to come up with ‘best practices’ of organizing brandsearttling
in order to make products successfiilinstead, | characterize branding as a social
accomplishment. Branding means social (inter-)action and chazastesocial ties in
their spatialities. It belongs to the wider field of marketiaugd is crucial for the
manufacturing of cultural products. The purpose of branding is to chgrgmluct with
ethereal qualities and build a link between the ‘brand-less d¢kdrat an object with
specific images so that a particular brand image develops tbamnmunicated through
a product (Pavitt, 2000; Lury, 2004; Power and Hauge, 2008). In the shohewgodl
is to maximize sales per brand and to guarantee a high andrgtum of investments.
The ultimate goal in the long run is to increase the credikalitg authenticity of a
brand in comparison to other brands (= brand positioning) in order to builddong-t
linkages with the final consumer. Branding characterizes a postmedenomy with
cultural products where the trade with symbols and experiencksyijsthis holds
particularly true for the manufacturing of perfumes (Holt, 20BBickson, 2008§>°
The symbolic association instead of the pragmatic descripti@n afbject is “at the
heart (...) for many of the goods we [i.e., consumers] buy and (&&Vitt, 2000: 16;
Lury, 2004). Branding includes the development and alteration of signs and symbols.
Usually, branding has been understood as the ‘making of meanings@dacl999;

Allen, 2002; Pike, 2009a, 2009b). In the fragrance industry, it is drguée crucial

138 Branding does not exist as a normative fashianaaagerial tool, or as in a cook-book. Furthermore,
it is not constructive to condemn brands and bramdis characteristics of a knowledge-intensive
capitalism (Amin and Cohendet, 2004; Sennett, 26@8reman and Rylander, 2008; Power and Hauge,
2008).

139 Classen et al. (1994: 203-205; also Rodaway, 1884yribe smell as ‘the sense of the post-modern’
since it is “difficult to localize, hard to contajand with a] character of flux and transitorie®bst-
modern design targets “emotional experiences, @éiweropportunities, and the technology that make u
our lives. It is about the evolution of society attbut people and their senses” (Gobe, 2007: 9-16).
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that communication is enabled through the demonstration of meaning insh arsl
verbal economy: brand, consumer, and scent are idealized and abdt@ttatieir
fluidity (Lash, 2008)° Thus, involved professionals align multiple materials and
materializations in order to bradf. The lower and higher human senses are interacted
by the brand manager. Fragrances are put to work as branding deansamers
recognize and develop emotional bonds on the basis of the olfactive tehatias
(Falk, 2007a; Lindstrom, 2005). The solution of the challenge how to operatmnali
generalize, and standardize scents so that they can be usedingtgdias been the
inventorization of scents: brands that plan to launch a product acceedangpecific
concept integrate materials in order to represent a concepivafp¢Rodaway, 1994;
Gobe, 2007). Branding implies the uniform communication of material and
metaphysical components in a perfume in order to raise credibility and acitlgenti
However, branding takes place within a context of financial pressamds
uncertainty. First, the launches of perfumes are connected witHicaghiex-ante
expenses of the manufacturer and the goal is to maximize the cétinvestment over
a short period of time. Second, the aspect of uncertainty has tbre®tations:
communicability, materiality, and organizational challenges.  |Fitisé ability to
communicate about scents is limited (Rodaway, 1994; Burr, 2008; Gi#f}}8). A
scent is not a word and communication about olfactory impressionsneealaays a

verbal and therefore partial reduction. The restrictivenesgisally high for corporate

10 The fragrance industry works on the basis of abtisns. The brand, the consumer, and materials are
essentially abstractions. Brand, consumer, andt sitenot exist by themselves, they are abstractad f
reality and generalized; this is done with the haflparious “measuring devices” (Lury, 2004: 23).

1“1 Branding of perfume is characterized by additioctzllenges, since this cultural product is deeply
intertwined with and dependent upon sensible kndgde In order to develop its individual value, the
implied function of a brand as a symbol for patacucharacteristics needs to be communicated,
recognized, and individualized effectively (Lur{d@; Bengtsson and Ostberg, 2006).
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functions that have limited olfactive training. Second, the matgriedntributes to this
problem. A fragrance is understood by the sense of smell and the @mwda talk
about experiences from fragrances ambiguous. The materiaktyfrafjrance demands
numerous rounds of interactive communication with external suppliersléaxtive
advisors in-house in order to create a mutual understanding of a cbampdsowever,
third, the communication about scents is performed across corporate hesindar
Different parties have different objectives, intentions, and languaflesy are
characterized by their individual corporate cultures and their geogragfiiage.

To summarize, a brand is a dynamic and changing construe etdssroads of
producers and consumers. The brand manager performs branding iriooeease
the authenticity and credibility of a brand. However, branding isptioated in this
setting because of the multi-sensorial nature of the emecglhgal object. Beyond the
descriptions above, it is not clear how to envision and understand brandihg in t

fragrance industry based on the practice view on knowledge in economic geography.

5.2.2 The ‘creative team’ in a fragrance supplier

5.2.2.1 Introduction
Within the fragrance supplier, four experts approach and shapagearfce
through their unique skills, competencies, and intentions: the perfureeey#tuator,

the salesperson, and the markétét.call this organizational repository the ‘creative

142 pybus (2006a: 134) mentions in his discussiomehiusiness-getting chain that “deciphering theinee
and creating and presenting the fragrant offeriry’key; however, “how it is presented will vary
tremendously depending on the client.” In conttaghe supply chain, which is based on the purcbése
raw materials, “competitively costed formulae, totpality production techniques and a customer
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team.’ For instance, the perfumer has univocally been characdea& ‘the artist’ that
has to be nurtured in order to enhance creative productfVilowever, the work of
perfumers is orchestrated by the work of the other membeteafreative team who
practice their knowledge with different competencies (Curtis Whltiams, 2001;
Nicolini et al., 2003):** The functions of evaluation and perfumery are defined through
their expertise in olfaction; they characterize, discuss, aratecseents according to
their specific technical and olfactive structures (including natesords, and chemical
formula). Marketing and sales are experts on the overall busifiéssde and market
research in the industry; they develop competencies to charactddzument, and
represent fragrances visually and verbally without the abilitymtake informed
comments how to change an olfactive structiit€urtis and Williams (2001: 288)
locate diverging intentions in the goals of the perfumer and the factioé functions:
perfumers approach fragrances artistically and through tlssignate motivation to
compose while the functions that focus on accounts are mainly prmauand sales-

driven!*®In essence, perfumery and evaluation focus on the “sensory bodgs(thé

delivery and service department,” the focus in lthiginess-getting chain is to “work on a client'sebr
with creative teams developed to deliver winningdurcts” (Pybus, 2006a: 134). The author (2006a) 134
recognizes the core team that responds to a lsiefiaketing, perfumery (creative and technicalj] an
evaluation; he stresses that account managerséjglavith the client work to interpret the brief.”

143 However, no status hierarchy of the practiced Kedge can be implemented: sales does not out-
compete perfumery because of its focus on finammaformance. The importance and significance of
certain functions varies between fragrance suppkerd geographical markets so that a company has a
very strong marketing department versus anothematiea strong sales component, for example.

144 The professionalization is significantly differeéinom each other. Gertler (2008: 210) adds: “A ¢arg
part of the educational process is the imparting afocabulary of terms and concepts, a portfolio of
analytical frameworks and models, and a dominamtds@t or worldview that shapes the interpretive
outlook of all those who graduate with a particldieznd of degree.”

51t is one of the defining characteristics thabke rswitch of professionals between the personiigsl w
and without olfactive training is not possible. 3l the case because the particular trainingfactbn
takes a significant amount of time and effort (@aknd Jellinek, 1994; Curtis and Williams, 2001).

18 Thus, the mentioned service logic (Grabher, 20@2884b) of a fragrance supplier is added by an
artistic logic that the perfumer develops in costtta the other two team members.
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primary research tool” (Knorr Cetina, 1999: 3%)The functions of marketing and
sales are examples of the “acting body [that is] an infoomgdrocessing machinery”
(Knorr Cetina, 1999: 97). Thus, the creative team is an examplesoBarg division of
labor into sensory and acting bodies. Curtis and Williams (2001) propose¢héha
intentions and logics of artistry and sales necessarily ttabe aligned. In contrast to
the increased out-differentiation of tasks and functions, the professiamalact
through common knowledgeabilities (see also Pybus, 2006a); ideallyexeayplify
“experienced bodies [that] calls attention to the temporal anddpbgral dimension of
embodied work” (Knorr Cetina, 1999: 95¥ Interactions between members of the
departments recur in project work, particularly between the fundin@tsare organized
around accounts. Basic mutual understanding is necessary. Grabher (@@ddans
the necessity to have sense-making capabilities of each otherspective and
approach in order to assure meaningful interaction and fruitful colkxroré&owever,
cognitive distance, i.e. the difference in cognitive function (Nooteboom, Z&)Othat
exists between practitioners is, as in the example of adwertidiat Grabher
investigates, rather preserved than reduced over time (Grabhea)208% has to do
with the specificities of becoming a practitioner in the paldic area: for example, a
marketer in a fragrance supplier can not quickly become a perfoetause of the

significant training and the necessary talent.

147 The sensory body inspects and inquires what isgrized and experienced through the human senses;
in this case, the sense of smell receives particui@rest.

8 For instance, an account manager has basic erpesién terms of olfaction and a perfumer knows
about the generalities of a particular account.tl&e(2008: 209) adds in this context: “Given thiag
basic building block in this process is the indiadl worker/manager/researcher, it stands to retsn
particular attributes of the individuals involvedillwhave an important impact on their ability to
understand one another as they engage in colldetiveing and innovation processes.”
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In contrast to the setup of the perfumery department, most h@guppliers
organize the departments of evaluation, marketing, and sales accarduagticular
accounts, i.e. based on the client or brand. This organizational design stresgetest
between the manufacturer and the supplier as well as the marefaahd the
particular members of the creative team (Grabher, 1993; 2002). Thetsexpe
organized in corporate departments that are located in fineriggsaudios in all major
markets. These studios vary in size and are organized by fundtierfrdgrances are
created in the studios while functional fragrances are creatbiéw Jersey or in the
‘Cosmetic Valley' outside of Paris (Berthoud et al., 2007). Thatore team works
pro-actively and re-actively; | narrow the discussion down to re-actvk. #°
The following paragraphs focus on the knowledgeabilities and aesivadf the four
experts. Figure 5.1 presents my synthesis of the four practgi@metl their roles in
shaping the epistemic object. The first part on the perfumeoiis Bxtensive since the

role is crucial for a fragrance supplier.

5.2.2.2 The perfumer

The role
The perfumer is central for the creation of a fragrance. Pertirrontribute
with their particular abilities and capacities to constructuypee. The art of perfumery

has traditionally evocated comparisons with other artistic professiongqseestance,

149 pro-active work means that a supplier actuallyrapghes clients to propose a new fragrance or an
olfactive concept to the client. This kind of wallkkmands an in-depth background both of the client’s
existing portfolio, potential new fragrance concg@ind promising new consumer markets. The dieton
this point is, yet again, that the client is kehe treative team has to know the brand and it$ghortthe
potential to propose an olfactive concept.
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Berthoud et al., 2007; Krell Kydd, 200%}° Connections to architecture, art, and music
have been explored in order to make sense of what a perfumerLdaésamiel (in
Berthoud et al., 2007: 102; see also Calkin and Jellinek, 1994) characteisze®rk:

“In short, he or she is an accomplished architect except thatethdting work is
appreciated by one’s nose rather than one’s eyes, and the effeetamd becomes as
powerful if not more.”A perfumer is described as an artigl acientist, a rational
designer in chemistry and a connoisseur or composer (Laudanaie] 2008)*>! The
aspect of chemistry and science can be summarized by the foomu&chniques that
perfumers work with (see also below). They are based on the pariicgiedients in a
perfume and follow, in their basic setup, logical processes: airperfis usually
organized according to major notes (= single smells) that do&@erfumer’'s action
during the blending into accord¥ These accords are the theme of a perfume. Thus,
upfront a new fragrance can be thought based upon its representatigghthates and
accords. In contrast, the aspect of craft, art, and composition maizad through the

inspiration and interplay of fragrant materials.

130|n public, perfumers have been understood asigesagents and artisans that are engaged at the
crossroads of the exact science of chemistry aadntlependent work of art (Turin, 2006 ; Blackson,
2008). Boden (1994) characterizes the two majonarstones of creativity, namely novelty/difference
and freedom to express a talent or vision; agdimistbackground, the true ‘creativity’ of a perfunoan

be questioned since the freedom of expressiorsidgted and channelized.

151 Wolfson (2005: 858) points out that the “scentike an image” and describes the development of a
perfume as “black art” with perfumers who “have anbination of tremendous memory, skill, and a
willingness to experiment.”

152 A note is a “characteristic odor of a single miate{Newman, 1998: 41). An accord is a “balanced
combination of several notes blended together” (Maw, 1998: 60); for instance,pgntacordhas five
notes that are created with a specific olfactogyesgience. Newman (1998: 41) characterizes the penfu

as a composer, arranging a three-part fugue —faubase, heart, and head note (also called tajyjlei
and base note) — which is arranged temporally d@oegrto their evaporation. Laudamiel et al. (2008:
1160; emphasis in original) connect perfumery tcsiciwhen they stress that “like music, thg of
Perfumeryplays with the impalpable; molecules and natuaaésour instruments, whose odor facets are
our notes. Like music, thert of Perfumenjuggles with accords and pitches, and with théongtof time

and space.” Accordingly, a fragrant compositiors Hanal and atonal characteristics based upon
harmonies and disharmonies (Dove, 2008; Laudarhadl,e2008).
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Composing a new fragrance is based on iteration and improvisatiois not a
linear and coherent development but rather based on rupture and revisiohad s
do with the caprices of molecules and, in accordance, the organizatiovorkf
processes. While the perfumer might imagine a smell when smeiltdes, the actual
smell of the created mix sometimes differs from the imaigind*>* “Fantasy. It's the
difference between a chemist and a perfumer. You dream youmpetbefore you
write the formula. It's not just chance. It's not just exacersce” (Newman, 1998: 49).
The dreams are based on the caprices of the muse: a compaiserasbricoleur, thus,
a playful organizer of fragrant materials.

The work of a perfumer can be conceptualized according to wheyework
and what they create. A first differentiation is between sctraoled and self-trained
perfumers (see below); a second differentiation distinguishegeber ‘independent’
and ‘industrial perfumers.’ Industrial perfumers work on the creatibrbranded
perfumes within the large fragrance suppliéts.Furthermore, different types of
perfumers exist according to what they create. Curtis andawisli(2001) distinguish
between creative and technical perfumers. Creative perfunwisiw fine fragrance
studios on the formulation of fine fragrances. In contrast, techpedumers are

characterized by the ability to solve problems: “how to redheenew fragrance in a

153 A linguistic connection to music exists: perfumesyeaks about notes, accords, and compositions.
James Bell, senior perfumer at Givaudan in 1998ts‘pn recordings by his favorite jazz artistdeligng

for musical notes that he can replay as fragrantesh (FastCompany, 1998).

1% Nicolini et al. (2003b: 23) mention “breakdownsdatulisturbances” that are not only observational
occasions (...) but also reflexive learning and funelatal innovation opportunities.” The perfumer
might be inspired by this unexpected turn and oot to work from there or might redirect the srrell
the intended direction. The perfumer’s experimeafgdroach is based on iterations and imaginations.
135|n this context, perfumers are described as “msitmal ghosts” (Burr, 2008: xvii/xviii) becauseth
are traditionally under-emphasized as creativestarin contrast to marketing and promotion of then
(i.e. designers and celebrities, for example). ffagrance suppliers employ the majority of all penérs

(= the industrial perfumers); in contrast, only ewfperfumers do not work for the industry but by
themselves on their own, individual creations.

147



consistent and cost-effective way, in day-to-day production” (Canigd Williams,
2001: 357). These two types of perfumers differ in their work approacitefreedom
to create. Laudamiel (in Berthoud et al., 2007) presents similerehtiations of
perfumers. He generalizes perfumers according to their motiviat create. The artist-
perfumer is free to develop a scent as she likes; the crafgerfumer follows certain
guidelines. In fact, perfumers are often involved in both ways otiegedn order to

limit complexity, | focus on industrial perfumers who work on fine fragrances

The activity: crafting

Herafter, | discuss the meaning of practicing perfumerylteatnmarize under
the term ‘crafting’. | discuss the aspects of passion, goo#d,vaod individual learning
before | elaborate on what and how perfumers become knowledgeable practitioners.

A key motive and driver for understanding the craft of perfumeryhe
consideration of it through dedication, enthusiasm, engagement, and vocatikin (C
and Jellinek, 1994; Gherardi et al., 2007; Krell Kydd, 2007; Sennett, 2008; Kubartz
2009). These four qualifications can be summarized under the termsiopaghat
motivates the engagement with fragrant materials (Amin amidt,T2002, 2004, 2007,
Gherardi et al., 2007). Passion is inscribed in the understanding thaténgaged in
perfumery is driven by the main intention to do a good job for its sake and not for
community appreciation, competition, or financial remuneration (LaB@€i7; Sennett,

2008)'°° The work with materials and the materializations of creagiesion through

156 Sennett (2008: 97) stresses that “the pursuituafiity is also a matter of agency, the craftsman’s
driving motive. But agency does not happen in@at@r emotional vacuum, particularly good- qualit
work. The desire to do something well is a perstitraus test; inadequate personal performance frts
a different way than inequalities of inherited sdgosition or the externals of wealth: it is abgat..”
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formulation plays a particular role to become and stay passiortdere, the
instrumental understanding of molecules and compositions is juxtapgmsetthe
continuous interpretation and re-interpretation in creative formulattdns.

However, the word passion implies the challenge that perfumersrfaee
directions: obsession and organizational settings. First, Sennett 4BBmentions
“obsessional energy” of the craftsman: this is meant when tHenpar thinks about
what to do about a formula in bed or while he drives to work (Si2g6l7). ‘Work’ is,
as a conceptual segment of the overall daytime, hard to seframtélife-time’ or
‘leisure-time’ (cf. the discussion in Ibert, 2009). Second, the orgamizdtsetting is a
challenge for passion and passionate workers. Often, the setphgsitine ‘dark sides’
of passion where “the desire to do something well for its own sakéde impaired by
competitive pressure, by frustration, or by obsession” (Sennett, 20@&o09herardi
et al., 2007)"*>® Thus, in contrast to the aspects of belonging to a community and
engaging in competition as additional drivers for passionate worlghidu@cterization
of recurring work for clients in perfumery potentially strem@$ the dedicated good
work of the perfumer (Sennett, 2008). It is not about blunt work fueled Isyopalsut
about the integration of passion in increasingly rationalizing envieotsn(Kubartz,

2009).

Furthermore, passion of the perfumer is also rélatethe consumer’s craft knowledge, which is “a
sensory appreciation of a product’s qualities, alest understanding of different production techegu
and the imagination to construct a product’s ‘bsicy™ (Zukin, 2004: 185).

37 For instance, a perfumer might test and experiémedehavior of the raw material ‘Bergamot’ (which
belongs to the Citrus family) in different compasits out of his or her passion for the ingredient.
Perfumers become particularly aware of how ingmdiebehave by ‘playing’ with them and
understanding how they perform. In this contexttamals behave differently depending on the quistit
of the other materials; this lets perfumers renlegirtinterests in particular molecules on a reghksis.

It characterizes the interactive materiality ofgi@nce substances.

158 Sennett (2008: 38) adds: “When practice is orgahis a means to a fixed end, then the problems of
the closed system reappear; the person in tramithgneet a fixed target but won't progress furtfier
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Second, related to the aspect of passion are the aspirations anthgoaécur
anew in each project and that are intended to result in ‘good workvevsy, ‘good
work’ can be understood and more objectively recognized through aspebtasuc
fragrance stability, longevity, and complexity (Burr, 2008). Thespects are
significant for manufacturers because they allow quantifiableltseand also have
potential impact on the decision of which fragrances win competitiemghermore,
‘good work’ contributes to the particular understanding of a perfumer by heaguods.

Third, learning individual skills and capacities stands in the centattention;
this is similar to other craft-/task-based communities. Howeweontrast to other craft
objectives, e.g. learning through improvisation (Orr, 1996; Sennett, 2008psthef
perfumery is less communal and objective: recognition of a fragraglative to its
intended end and the urge to change a fragrance formula are, hafidstrecognized
by the sole perfumer. Through the alteration of a formula, therperfunderstands the
behavior of a particular molecule within a composition. This understamnslpaytial to
begin with and the recognition and appreciation of a specific molebhalgges over the
course of time. The perfumer actually compares the olfacteation with an intended
picture of the scent. Thus, the craft of perfumery remains ratimplex, ‘magical,” or
‘mystical’ for non-practitioners in contrast to other crafiat focus on knowing and
learning through visual, verbal, and haptic senses (Lave and Wé&8§ér, Cook and
Brown, 1993; Strati, 2003). Communal bonds beyond the community of the olfactively-
trained are challenged (Amin and Roberts, 2008b; Gertler, 2008).

Perfumery demands a long period of in-depth training where spskifis are

sharpened and educated. The perfumer completes training that focusesksothat
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target the capabilities to make use of the sense of smellhenduman body as the
organ of experience. This attribution leads to questions of how a perfitngined and
what she does in order to become a knowledgeable practitioner (Gherardi, 2006).
The training of an industrial perfumer has become standardizmegthe more-
or-less formal education, enculturation, and elaboration of talgmerfume schools?
Social and cultural heritage is increasingly uncoupled from theorbing of a
practitioner (cf. Lave and Wenger, 199%j.The workshop moved from the family
home to private institutions (Sennett, 2008). Large fragrance supiéso some
manufacturers) run perfumery schools; in additibme Institut Supérieur International

du Parfum, de la Cosmétique et de I'Aromatique alime(®iPCA)**

developed as a
central institution. This shift characterizes a change in tefnthe geographies of
professionalization and the role of schools as centres of knowlegiggoa (Ewenstein
and Whyte, 2007; Ibert, 2007a; Hall, 2008; Faulconbridge and Hall, 2009). Symilarl
shows how professionalization has shifted from self-training wiognealization was
little to an “intense and well-planned instruction” (Calkin and Jellinek, 1994: 11).

Newman (1998: 53) and Calkin and Jellinek (1994) describe what students lea

in perfume schools: the raw materials and their classibiegtithe technique(s) how to

159 The traditional way of getting into the fraterni§ perfumers was based on family relations (compar
with Lave and Wenger, 1991). Perfumers were bota ‘iperfume families’ and the skill to formulate
was intertwined with the overall socialization ainte (Newman, 1998; de Feydeau, 2006; Sennett,
2008). Working, training, and living were closelgnnected (Sennett, 2008). The system worked on a
basis of nepotism and patronage. An intervieweekespabout ‘perfume aristocracy’ in this context
(Perfumer, June 2007; translated from German batitigor).

180 Reasons for this are the upper market charadterighore products, more brands, more markets), the
generally higher demand for perfumers, and thealiping strategies of the major fragrance suppliers

1 The Institut Supérieur International du Parfum, e Cosmétique et de I'Aromatique alimentair
(ISIPCA) at the University of Versailles, FrancesMaunded as ISIP in 1970 by Jean-Jacques Guerlain.
One requirement to enter a perfumery school igd#haonstration of a background in chemistry. This is
actually, contrasted by a majority of older perfusnaithout those backgrounds. This discrimination
leads, as Turin explains, to a potential lack tdratance by more art-oriented students (Turin, 209%
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smell, how to develop a vocabulary of fragrances and for scents,tthe afeclassic
perfumes and the different fragrance families, the chemistrfragfrance, how to
reconstitute an existing scent, and how to construct a new'$¢Bwiing the craft of
perfumery is deeply connected with materials; materialy the affinity to experience
and experiment with single ingredients and compositions in theirriadegation are
significant (see also Cook and Brown, 1993; Strati, 2003, 2007; Sennett, 2008).
However, doing perfumery is not based on cognitive memorizations ofiakstehe
example of a perfumer’s diary (Dove, 2008) or workbook (Ellena, 1991) sskivat
memories of scents are personalized and remembered througlst¢hetos of words
and feelings that an individual develops through a mat&fi@ersonalization actually
qualifies the term ‘school’ in this context: in contrast to the typically ¢ogniunctions
of students that are trained and enhanced at a school and areteateegular basis,

such tests are, only to a degree, possible as well as intended at a perfumery school

182 Furthermore, Sennett describes the shaping oé itmecial abilities of a craftsman during the tiain
period (Sennett, 2008: 277-280). These are thdiabito localize (i.e. where is something happg@jn

to question (i.e. why is it happening there?), émdpen up (i.e. what can we learn from it through
abstraction?). Sennett (2008: 277) says: “The finsblves making a matter concrete, the second
reflecting on its qualities, the third expanding $ense. The carpenter establishes the peculiar afra
single piece of wood, looking for detail; turns tlveod over and over, pondering how the patternhen t
surface might reflect structure hidden underned#itides that the grain can be brought out if heher
uses a metal solvent rather than standard woodsbatThis can be applied to the perfumer as well.
During her career, the perfumer locates a fragstimtulation first in the nose and, only after sfgaint
training, in the brain (from smelling to thinkingftagrance). She gets to know certain materialg sin¢
finds out about their different behavior and perances in other compositions; and she activelg tae
challenge some materials by purposely bringing threnovel compositions.

183 The understanding of a sensual experience thrdtagrant materials remains restricted to the
individual sensibility and recognition and is ordistracted through verbal or visual expressionseDo
(2008: 67) explains that perfumers use a diarynimtdte the thoughts and associations that eachrodou
evokes, so that when they smell the odour agaiy ¢he refer back to the book. To illustrate thisnpo
when | first smelt [sic!] patchouli | recalled alléa tree in the wood behind my grandparents heuse
damp earth and decay, wet soil and worm-cast.” Tauakary helps to recall olfactive experiences.
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In addition, the student learns the “practice to achieve and [theliqgerao
maintain” (Calkin and Jellinek, 1994: 12). Materials are leaffié@hallenging the
sensible knowledge of materials is a life-long achieverffé@ver time, the apprentice
learns to understand and anticipate the behavior of certain materials in tanpasd
how to make use of them. One way to do that is to learn the behavaertain
ingredients by comparing different functional groups of fragrant ptedaow does a
note behave in a fine fragrance versus an ‘application’ such as arsgpehor a candle?
The relationships with materials are, in general, hard to comaterand do not easily
transcend from the individual recognition. This enhances individualization but
challenges communication that is, in contrast to other craft envenatisiess universal
and objective (Cook and Yanow, 1993; Amin and Roberts, 2006). A non-existing
objective language of the sensory stimulation of smell accetetthe difficulty to
interact with others. | will document below that perfumers aaméd to describe
fragrance materials and compositions verbally and that the @randtitalking’ about
materials and materializations is a key challenge and teplesson for the student at a
perfumery school (see also Lave and Wenger, 1991). In fact, knowleedatkohbout

scents is key to act in the professional community.

184 earning is described by th@ivaudanperfumer Jean Guichard at the example of the Qzates-
method: “Here [i.e. in every learning process] aose will be slowly getting (acclimated) and slowly
improving. It (requires) continuous work; exercisenecessary every day. Exactly as musicians reed t
practice scales with their fingers, perfumers rnieeggractice raw material scales with their nosa’Krell
Kydd, 2007: 41).

185 Two aspects are connected: first, the individuahmory-building capacities through the connection of
a scent with a word, memory, or place are challdrmgethe abilities to abstract. Second, this gigsithe
interaction and understanding of materials in tlaetipular case of perfumery: the recognition and
memorization is not and can not be objective bubdased on personalization. Actually, the intimate
relation with natural and synthetic molecules, itisenells, and their significance and role in conifmss

let the trainee develop particular individual rilaships with materials and ways and means to ftatau
Calkin and Jellinek (1994: 11) mention: “in perfumeas in painting, photography, or music, there ar
no set rules of technique” so that “no two perfumsork in precisely the same way.”
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While the reconstitution of existing scents belongs to the e@des of learning
how to compose (see the discussion of ‘matching’ in the footnote ableability to
formulate individually takes much more time. Creating a fragrailaces several
challenging tasks. First, perfumers have to document theiivergan formulations. It
is a complex and laborious process with specific formulation tectsif§aed a mixed
integration of the usual steps of writing down formulas, sampéingglling, changing
formulas, smelling again etc. (Ellena, 1991; Roudnitska, 1991; Calkin alteKel
1994). This has to do with the aspect that the behavior of each noteagrance is
difficult to anticipate. Fragrant ingredients behave unexpectedlithat a gap exists
between the written formulation (resembling the fragrance tigapérfumer thinks of)
and the composed fragrance. Therefore, a fragrance demands numiéecatsores and
revisits*®’ Over time, the perfumer develops the ability to anticipate howaterial
behaves but the complexity of mixtures always challenges ‘truths’ and $elief

Second, perfumery schools provide only basic training of a perjumer
apprentice. Sennett (2008) characterizes the typical periodraftancan as a three-part
training period from apprentice to journeyman and, thereupon, master.aCamhall
portion of the students start to work in the segment of fine fraggameest of the
trained perfumers become, for instance, evaluators, technical gesfuor work in

related domains; these domains require different qualities of dnfinper. Fine

186 Examples of such formulation techniques are givgraudamiel (in Berthoud et al., 2007: 98-102;
also in Krell Kydd, 2008) when he mentions the JE&arles-method [learning natural and synthetic
components through similarity and contrast; forrtintaa fragrance according to the volatility of the
ingredients according to the top-middle-base logitd remix method [formulating in terms of remigin
an existing formula or mixing well-known formulasee ‘matching’ in Calkin and Jellinek, 1994], ahd t
raw material method [formulating based on the ir&mn of one/a small set of key materials]. Jean
Carles was a well-recognized perfumer that creimpdrtant artifacts (Dove, 2008).

157 However, perfumers are not trial-and-error-baséctrs; in reverse, they are olfactive architectthwi
specific techniques to “dress up” a scent (LaudbmiBerthoud et al., 2007: 102; see also below).
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fragrance perfumers learn subsequently though experience and rexposthe job
during a stage of legitimate peripheral participation (Lave anengdfr, 1991,
Ewenstein and Whyte, 2007

During this stage, perfumery school alumni usually work with onenore
mentors. Young perfumers often work with more than one mentor when timeyldte
for different products; at the start of their career, they tenavdrk on projects in
different product category areas in order to learn from varyeguirements. The
collaboration with mentors is typical for environments of task-aaft-based knowing
(Amin and Roberts, 2008a) and intends to train the young perfumer lablystit is
about composing, talking about compositions, competing with other perfumalisgde
with clients, organizing multiple projects, traveling between fragrance studios, and
connecting scents, brands, projects, managers, and manufactureverahview of
the creative business. Calkin and Jellinek (1994) add that the misntorsenior
perfumer that maintains the young perfumer's enthusi&8nfurthermore, this
engagement facilitates capacities to train and share “a conyrspecific language,
relating stories, building strong ties of reciprocity, trust, and rmidg®ce, drawing on
facial, tactile, and emotional contact” (Amin and Roberts, 2006°2gave and Wenger

(1991) mention that peripheral legitimate participation contributesddaeelop a

188 | ave and Wenger (1991: 29) describe legitimatéperal participation that “provides a way to speak
about the relations between newcomers and old-simend about activities, identities, artifacts, and
communities of knowledge and practice. It concahesprocess by which newcomers become part of a
community of practice. A person’s intentions torfeare engaged and the meaning of learning is
configured through the process of becoming a failtipipant in a sociocultural practice.”

189 calkin and Jellinek (1994: 12) explain that mestare “instilling in them a spirit of inquiry, wiail
providing them with the discipline and sufficienfarmation to allow them to make the rapid progress
that will fuel their excitement and creative seatffidence.” For instance, the mentor is challengimeg
developing preferences for certain materials: adbtef just abolishing some materials from the palet
ingredients, the mentor recommends to work withemialls that the young perfumer might be opposed to.
10 Amin and Roberts (2006) stress the significancthefspecificity of garticular language that helps
to communicate knowledge about scents, for example.
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professional identity and a form of membership through enculturatleninkention is
to lead the perfumer towards the stage of full participation antergasf the subject; at
the same time, it is about a creative stimulation through dismssgiith the mentor and
colleagues for the reproduction of the community as well as theidodi definition
within the territory of perfumery (Lave and Wenger, 1991). Thus, atoneés not an
instructor but an accomplice that uses the same vocabulary for practice.

Over time, the young perfumer on her way to full participatiomketo answer
guestions that formulas and formulations inherit by herself. The perfaanstructs a
career out of the use and work with certain ingredients, approaxf@snulate, actual
compositions, portfolios of compositions, and sympathies with particulad$rdn
addition to Sennett’'s remarks (2008), the component of passion deservestian audi
terms of the management and organization of projects by the gerfliroften takes up
to ten or fifteen years until a perfumer is allowed to work on major prdjécthus, the
setup of particular curricula and the emergence of certain schodlfcations where
industry perfumers are trained (Faulconbridge and Hall, 2008;eGe2t008) moved
perfumery towards a professionalized craftPerfumers are increasingly mobile in

order to experience different fragrance suppliers and their ways to cleageaace.

1 This has not only to do with the specific orgatitmaand hierarchical structuring of the craft, bigo
with the monetary values of big projects.

2 Two examples for this change are presented. Hyrmpers do things they have not done before. The
traditional focus of perfumers was to compose tglothe use of the olfactory organ (e.g. in Morris,
1984: 269). Morris (1984: 269) mentions that “theal perfumes of the twenties and thirties were
created at consoles such as these [cf. consolepanuae], filled with vials of essential oils apdoducts

of synthesis, weighed, and evaluated on blotteepapips. Today, the scale is electrical, and robste
components are assembled by an assistant in amiadjooom.” The specific setup of the organization
of a workday of a perfumer has changed (Siegel7R0a addition, perfumers are largely involvedtie
development of formulations, the dynamic knowledf§geographical markets and their characteristics,
and a repertoire of brands and brand represensatiBarthoud et al., 2007; Siegel, 2007). This has
occurred because of numerous reasons such ascteasimg number of fragranced products and market
pressures (e.g. shortened shelf-lives and developoyeles). Hayden describes a ‘fragrance dilemma’
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The initial training at the schools focuses on the basic ‘kmow' to compose;
the time-consuming and context-dependent training on the job adds quahBcttat
deal with a ‘know who’ makes decisioH8 and a ‘know how' of organizational
processes. Thus, the school training focuses on technical capshlitdoing (= the
learning curriculum; see definition above; also Gherardi, 2006), timentyeon the job
centralizes the communicability and olfactive-verbal interactioenable and further

full participation (= the situated curriculum; Lave and Wenger, 18 erardi, 2006).

The community of perfumers

Different repositories of where perfumers are active patist:ebeyond the
individual practitioner, perfumers work with and monitor the work ofeaglies in a
firm and the epistemic community of perfumers (Knorr Cetina, 199enghr, 1998;
Burr, 2008). The concept of the epistemic community as a communéypafrts and
practitioners develops out of and stresses the significance otafmenunality of
perfumers (Knorr Cetina, 1999, 2001; Grabher, 2004a, 2004b; Gherardi, 2006; Grabher

and Ibert, 2006; Amin and Roberts, 2008a). On a conceptual level, groups ofgrerfum

since creative formulation is centralized in a feuppliers and the formulation tact is increasingr(B
2008; Hayden, 2007; Siegel, 2007; Perfumer anddfisty 2008a). Noses have become efficient in their
work on compositions and are far from being indelegn in terms of their creations. The capriciousnes
and unreliability that has been characterized ass®ary and a significant determinant for beingtore

is put into perspective (Newman, 1998; Perfumer Blaborist, 2008b). 2), the division of labor has
increased over the last decades. Sales personaddetars, and evaluators as well as laboratorgtasds

are only a few examples of functions within fragransuppliers that re-define the competencies,
qualifications, and work environments of perfumétsr instance, lab assistants compound formulas for
perfumers; the perfumer is often not involved impounding anymore and a shift towards formulation
occurs. The significance of the increased divigiblabor lies in the separation of work processas ia

the spatial effects in terms of transferabilitynafrk across distances. This will be discussed below

31n his focus on craftsmanship, Sennett mentioasighue of authority of a superior versus autonomy
(Sennett, 2008). Sennett (2008: 54) explains thatcfaftsmanship there must be a superior who sets
standards and who trains. In the workshop, inetigsliof skill and experience become face-to-face
issues.”
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can be summarized according to their approach how to formulate. tilesuses the
epistemic community and it describes affinities and loyaltiet are connected to
specific techniques of constructing a fragrance (Knorr Cetina, 189@nha (1991),
Burr (2008: 80-93; 100/101), and Roudnitska (in Perfumer and Flavorist, 2009a)
describe major approaches, styles, and schools of thoughts of pexfiiheeways to
create are added by the differences in the personalitigsrisfimers.’® These are initial
ways and means to characterize the shapes of the epistermwundynof perfumers

and the differences within. One example of a differentiation ofupesfs is the
characterization of how perfumers make use of ingredients: Buaracierizes a
“Bauhaus school of perfumery” with clean lines, deceptively neatttres, simple
formulae, luminescence, clarity” (Burr, 2008: 100) that can be contragtaa tpposite
approach: opulent structures, complicated formula, and high degrees ofexibynpl
Roudnitska (in Perfumer and Flavorist, 2009a: 23) relates perfumgrairtters and
mentions “impressionist, baroque, naturalist, or realist perfumeang’their differing
approaches. Thus, a spectrum of perfumers exists. Perfumers wavkebethe
mentioned extremes, depending on personal training and the requirements per project

The work of a perfumer is informally monitored, evaluated, and ranked b

colleagues. This takes place in the epistemic community ofipers beyond the

boundaries of a firm. The size and structure of the industry contributiss buzz in

1 Burr (2008: 90/91) describes the relationshipgpeffumers with each other. The total worldwide
amount of perfumers and the training in a few sthouply that most industrial perfumers (and beyond
know each other. He qualifies this recognition: &irhstrangest relationships are often with eacleroth
competition, collaboration, envy, revenge, admiratiEvery perfumer belongs to a corporate camp, and
everyone knows what everyone else looks like, &edbibsses are always watching, and so at parties,
they can but they can’t socialize” (Burr, 2008:.90)
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the industry (Bathelt et al., 2004; Maskell et al., 2088)Since the majority of
perfumers are industrial perfumers, the firm as a legalyastitelevant in terms of the
affiliation of a perfumef/® The perfumer and the fragrance supplier share reputation.
Within the fragrance supplier, informational exchange of news tapksse on an
iterative, ad-hoc, and often daily basis (Siegel, 2007). However, beyjyandirm,
creations are signifiers for the work of a perfumer. In tdatext, other perfumers
recognize the scent architecture and, through experience, netateing architectures

to perfumers-’’ The social processes of monitoring, evaluation, and ranking occur
beyond corporate boundaries and they are not organized according te spetiies

(cf. the comparison in Lave and Wenger, 1991). The aspect of cadlecgativity that
industrial perfumers increasingly practice with other perfunsehardly examined. The
idea of individuality and the ‘single genius-phenomenon’ is chalkknigelaborate on

this further below.

5 Another set of potential links for exchange betwgerfumers exists through associations like the
American or French Society of Perfumers, for instaSennett (2008) characterizes the historical role of
guilds for craftsman. These societies, in esseo@nize and conduct events for educational pugose
where also a general exchange of ideas takes place.

178n fact, the affiliation implies significant asgscfor the creativity of the perfumer the go beyond
quasi-political relatedness to a specific house tamget criteria such as the supply with specific
(proprietary and/or unique) materials for the wank particular projects. The success of a perfume,
documented in sales’ charts, and the nose behiigl dften related to the involvement of particular
ingredients. Symrise (2008), for instance, showgifitant correlations between the research and
development of synthetic molecules and the sucotsgecific perfumes or fragrance families in their
perfume genealogies. These perfumes have olfasiamyjarities and perfumers are actually using the
popularity of specific molecules amongst the constanto create successful scents. | discuss belatv th
perfumers recognize the potential successes basdteouse of ‘hyped’ molecules and formulations.
Therewith, perfumers are quite successful for alvemof years as well (records are, for instancecess
rates in winning big projects or producing sucaglssicents). Santagata (2004: 85) speaks about
“crescendos of attention” that are defined by ac#igegeneration (of perfumers, in this case) with
individual identities, pace, and distinctions.

Y7 perfumers develop certain signatures (Perfumer Rladorist, 2008b); these signatures stick to a
perfumer and might as well stick to specific bratid®ugh recurring work of specific perfumers tisat
implemented in the logic of temporal coherence {Bmrd et al., 2007).
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5.2.2.3 The evaluator

Evaluation is a comparatively young function within the fragrasugpliers. It
evolved in the 1970s and is a result of the growing consumer marketeaincreased
division of labor within a fragrance supplier. Evaluators and perfugrgpsrience a
similar basic training: they are trained at perfumery schobluppliers or at ISIPCA
(see above)’® This basic training is, just like in the case of the perfunddead by a
long and in-depth training period on the job. A major difference thatraegaan
evaluator from a fine fragrance perfumer is the abilityceonpose. Evaluators are
excellent critics; however, the creative act of composingmgdd. The capability to
compose versus to critique is already developed during the training periochabh sc

The skills of the evaluator are, first, to distinguish olfactremds on different
geographical marketg? The evaluator situates an emerging fragrance olfactively in a
particular consumer or geographic markéf. Second, the evaluator is an
institutionalized internal fragrance critic that reviews nése Evaluators compare
markets with each other based on a generalization and ‘readindfevédt markets in
order to inform creative action. This is implied in the professiterah of ‘fragrance

development’ and the ‘fragrance development manager (FDM) toatadays

"8 The training personnel at ISIPCA developed itse#i®ace also through the competence of being able
to understand and differentiate the creative p@emtf the students and schematically differentiate
between perfumers and evaluators.

19 Furthermore, significant characteristics of evidtm are the “excellent knowledge of products
launched on the market, an excellent memory to nepee notes in the collection, a marked olfactory
sense in order to answer requests from the perfumersales managers fast, technical command of
products, raw materials and production methodsexaellent knowledge of the rules and legislative
constraints which frame our profession” (Berthotidle 2007: 200).

180«Eyaluation will review all the fragrances thaealready on the market [of a specific client; BH®,

like a gap analysis: which area are they covenvitgt are they missing. They look at the trends wher
we see the market evolving. Well, if floral-oriehisa big trend right now and in your portfolioyare

not covering it then it is time for you to attadlst part of the business that you are not cover{&ghior
Marketing Manager, August 2007).
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increasingly replaces the older term ‘evaluation/evaluator.’ @ beth terms as
equivalents. The capability to advice enables the evaluator to waak'rairror’ with
the perfumer: a central task of evaluators is to give feedbacgetfumers and
communicate opinions about fragrant creations based on the individusbrciead the
overall market knowledge. The ultimate goal is to win competitidhsyefore,
perfumers re-formulate a fragrance multiple times based t@oadvice of the FDM.
At the same time, the FDM coordinates the internal submission of fragramgesjpet
and, together with the sales manager, chooses which formulatiorsslegeate for
submission to clients (Curtis and Wiliams, 2001).

The evaluator recognizes and shapes a fragrance through hervelfacti
understanding of the scent, the brief per brand, the consumer, and rited. réhe
serves as an outside observer and in-house mirror, which advises perfamae
discriminates between internal scent submissions. Evaluation iétiar nvhere the
evaluator stays “behind the scenes for customers, perfumers,abesd rsanagers.
Encourage, reassure and advise perfumers and sales managers ewtrogoing
outside the role of the ‘silent’ interface” (Berthoud et al., 2007:).2&Yaluators
recognize and organize the perfume market olfactively; an dwvalggtuates the
epistemic object within the fragrance market; she coordinatggafices olfactively
within the creative team and differentiates the market focltat on an olfactive basis.

Perfumers and evaluators creatively react upon visual and verbal
characterizations in order to come up with an olfactively weted product. The
perfumer and evaluator are working on the creative and techrdeabkproduction in

terms of olfactive materials. They mutually enforce theirativéy through their
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interaction in complex and recurring processes of presentation adbtabde of

presented scents.

5.2.2.4 The salesperson

Salespersons coordinate accounts in project work externally andalhter
according to a service and a management logic (Grabher, 2004a, Y8(hyt, a
salesperson is in very close, also face-to-face, contacttietitlient. ‘The client is
king’ in this business-to-business environment where the manager Salh@aservice
logic. The supplier is mainly responding to the preferred forrmtgfraction with the
client. Sales provide the client constantly with information: whtiss stage of the
development of the fragrance, how is the market tested in consurearcieswhere
does it test well, and why is that the case. Those are aXamples that show that the
salesperson is an gatekeeper that deals information to the Thentorm of exchange
(face-to-face, telephone, email) is dependent on the preferamck situations of the
client. It is crucial to maintain an optimal relational distatitat is determined by the
client (Ibert, 2009). Second, the salesperson is the central coordofapoojects
within the creative team; in this context, she follows the managelogic (Grabher,
2004a, 2004b). She coordinates and leads projects according to milestones and
deadlines and trades information interndff§.Thus, the salesperson coordinates a

project throughout the different development stages; the epistemic¢ obgerfume is

811n order to develop knowledgeability to practitiee salesperson develops an understanding of how
clients function also through employment within ghohouses. Thus, the work of salespersons in
fragrance suppliers is based on reflections froriezavork within the clients.

1824f they [the client] know how the bottle will Idolike | will always ask for it and then show it the
perfumer. | don't know how much that influencesnthd don't know that at the end of the day but at
least they know” (Senior Account Manager, Augud20
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recognized through an organizational and process-oriented point of viéer imork,

she is guided by the logic to organize accounts by numerigaifisance for the
supplier (in terms of overall sales) and strategize fragraswmissions to win
competitions. Sales views and abstracts, understands, and conceptuatjr@sces
according to their financial potentialities for a brand: she tootis and views the
epistemic object as a financial entity; she manages accaithia the creative team,;

and she coordinates projects with the client.

5.2.2.5 The marketer

The functional development of the task of marketing as a constiim the
creative team at a fragrance supplier emerged not until the 1¥§9@arketing typically
works with the fragrance development department at the clienthendepartments of
evaluation and perfumery in-house. Marketers have internal and external functions.

First, marketers investigate, elaborate, and scout new geperalcsiltural as
well as olfactive concepts, themes, and trends (Falk, 2008). An exdorpsuch a
concept is the ‘color-as-a-theme’ ‘black.” A marketer links aceiseconcept to the
general market in order to delineate and characterize where ‘ddokated olfactively
and conceptually and what it stands for in a market. A signifieHatt is to visualize
and grasp, thus, understand, the market through the development of emtagting

tools that “help [to] understand and analyze trends; trends not omheimnolfactive

183 One interviewee traces the history of marketir&: 6ne point, people needed to get more specialized
because they couldn’t do everything anymore. Andeirms of marketing at [company xyz], what
happens at the beginning is that one of the needstav know the market. So they started to do little
mappings, it was more evaluation at the beginning then from those little mappings they started to
make gap analysis and then from there they staotédve an analysis of the advertising and so on. S
step by step they needed to have more and moreetenges in marketing” (Senior Marketing Manager,
August 2007).
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reality but also in terms of advertising signals, in terms ok@ging and bottle signals,
in terms of semantics” (Falk, 2008: 49/58) All this is to inform and update the other
members of the creative team internally. Marketers represenall markets internally
for the creative team with the intention to inspire the other creative members.
Second, marketing represents work of the perfumer at the cliemketdes
represent with such devices as fragrance pyramids, fragi@mdess, and the fragrance
wheel, which are examples of generalizations and visualizatbddna fragrance
(Edwards, 2009). Thus, an individual perfume is often represented througirante
pyramid according to a top, heart, and base note. The fragraneeigyis a
communication device both for clients and to communicate scentsatatinsumers; it
is reflecting the major constituents of a perfume accordinbedlifferent time periods
of evaporation (Dove, 2008). For instance, in order to be market@sh adfactive
concept, marketers abstract the color ‘black’ and relate fitthtag fragrant reference
materials like tonka beans, mocha, incense, black amber, black suoisde aad black
licorice which are described as dark and heavy and traditionafipected with the
verbal connotation of ‘black’ (Falk, 2007a; Perfumer and Flavorist, 200 7akdiers
emphasize and highlight the concept through narrative connections tesemddrial
entities that are connected with ‘black’ (= pictures, fragearat non-fragrant materials,
textures etc.). Individual fragrances are organized and situatedmajor families
(floral, chypre, oriental, woody, aromatic, for instance; Sym2008a) or according to

the fragrance wheel by the perfume expert Michael Edwargsrteralize and visualize

184 Falk (2007c) presents the lifestyles of exoticel(iding exotic botanicals for beauty, home déaut a
household products), health and well-being (reflectestful, restorative and uplifting environmeatsd
complement consumer desires for soft, calming sdlaand luxury living that inspire fragrances and
relate to particular accords. Similar exampleseinmis of flavors are fusion, culinary tourism, aeelf
good (Perfumer and Flavorist, 2008d).
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the overall olfactory market (Edwards, 2009). Marketing perform&ehaesearch on
accords and olfactory concepts in order to supply clients with pdtgatias for the
future!® A key requirement is to characterize an accord verbally andliiswhy is it

important that the new product is launched with this particular nosecard? This
helps to grasp existing markets and market potential per brafal @s fillings of

conceptual gaps are concerriéd.

Thus, the marketer studies fragrance markets conceptuallytaattsiemerging
branded fragrances in a particular consumer and geographic nelrketinderstands
and represents the epistemic object through words, pictures, andivearrahe
organizes and coordinates fragrances and fragrance markets oaligepithin the
creative team; and she conceptualizes fragrances for the client.

Sales and marketing generalize and visualize olfactive nsdfk@he function
of sales organizes and coordinates a project within a fragsamplier. The function of
marketing presents, represents, and promotes concepts, matereds andtfragrances
on their own or in concert. The roles of sales and marketing areldesas located
between the capabilities of “in-company specialists” — essentiaile professions with
a significant training and background in olfaction (Curtis andi&yhis, 2001: 361) —
and the client. Overall, sales and marketing coordinate, medwateugport in order to

communicate between the intentions of the fragrance supplier and the client.

18 While marketers usually receive information abthg brand from the clients, an analysis of the
olfactive portfolio contributes to generalize ansualize potential markets for a brand.

18 Therewith, marketing also proofs that the frageastpplier as a whole “understands the brand”
(Senior Marketing Manager, August, 2007) in terrhbrand history and the brand’s core values, prbduc
history, and overall market development in theipaldr part of the market.

87 The term ‘generalize’ implies that an olfactorydageographical market is abstracted and simplified
from its complexity (e.g. particular fragrance féigs that are successful on a specific geographical
market) while the term ‘visualize’ means that nunsbeharts, and statistics help to understand.
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5.3  Practices of knowing and spatialities of knowledge

5.3.1 Introduction

The following paragraphs describe and analyze the praadfdaowing that are
performed by creative experts in the international fragrandestry. This is done in
order to examine the particular challenges of work. The subsegaemgraphs are
structured by the steps that a new fragrance experiences darargergent career: the
epistemic object develops a trajectory in five charactersps that recur in most
projects and serve as organizational focus points of interactlom.p@ragraphs are
structured according to the mobility and stability of the epistehject of fragrance,
the activity of people and things (practices of knowing and repositofiknowledge),
and characteristic places that are constructed as relevatgd@nd learning places for
knowledge creation and interaction (spatialities of knowledge) t&@tebelow uses the
procedural analogy of ‘meandering,’ i.e. moving between differembileg places that
are depending on the development stage of the epistemic objett Z&9). | look at
the object, how it changes appearance, and how it meanders antthibetween the
manufacturer and the fragrance supplier; | synthesized this gareFi5.2:%® The
manufacturing of a perfume takes — depending on the manufactureveehet2 and

24 months; however, over the last few years, typical mass-mprkgtcts saw a

188 | mentioned above that a number of professionalsravolved during different steps and with differe
competencies. The focus below is on knowing inoactihat is practiced collaboratively by multiple
professionals. The structural organization of tbisapter should not closely follow the conceptual
requirements based on the actor network theory-ténsbligatory passage points’ (Callon, 1986) or
‘space-time diagrams’ of the Swedish time-geografttéggerstrand, 1970), but centralizes the practices
that emerge through the behavior of the episterjead. The focus is on the mobility of the emerging
epistemic object between the manufacturer andrétggdnce supplier.
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significant reduction of development time so that eight to 12 mon¢hsaar intended.
To meander is a necessary requirement for the fragrance intorgkein shape; both the
fragrance and involved practitioners remain mobile in order to givdraigeance its
shape. This is the case at specific sites of knowledge creattbimteraction where
learning takes place and the epistemic object is altered. Thdslineate which
knowing practices are significant for the emergence of thstezpic object at the
specific site'®® A fragrance develops as a highly mobile and mobilized epistemic object.
Similarly, the discussion illustrates that a brand is aisognt social logic, cultural
glue, and organizing mechanism for particular practices of crdaimeing beyond the
traditional focus on firm-specific, project-specific, and interamigational ecologies of
knowledge (Grabher, 2002a; Olins, 2003). Thus, the aspect of spatiahtgrisvined
in the discussion: at the end, the idea of a brand ecology of knowedgesented that
stretches spaces and depends on a non-linear and non-scalabspatreor where the
epistemic object moves depending on the performance of the fragramae 002,

2003; Amin and Cohendet, 2004).

18970 reiterate: practice-based approaches to kn@elén economic geography intend to understand the
development of specific geographies by looking r#cpces of knowing (see Chapter 2; Bathelt and
Gluckler, 2003; Ibert, 2007a, 2007b; Amin and Rede?008). It is the “reading of space that emerges
from a heterogeneous interpretation of knowingdtioa” in order to delineate geographies basedhen t
“shapes and sizes of knowing in action” (Amin anobBrts, 2008: 365). | will follow what Ibert terms
“the argument of place” (Ibert, 2007a: 111) examinlocalized practices but also spatially distréalit
work.
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5.3.2 Sensing a brand

Hereafter, | explore the meaning of ‘sensing a brand’ and exathme
development stage as one with three major developments: the epistgett is a
flexible concept, a brand manager is actively involved in developingnaept and
estimating its legitimacy and credibility for the brand, and sappkontribute through
their work to allow estimations of the success of a brand con@&gtsing a brand’
takes place in the organizational spheres of the perfume manafactat this early
stage, the fragrance supplier is, if at all, participatingdatiglly. ‘Sensing a brand’ is
an example of largely cognitive rationalizations of potentibas; this unifies the step
with the final one of ‘branding a scent.” At the same time, ta@dmanager practices
sensible knowledge solely and in concert in the decisions about then@pisbject, for
instance. Although | emphasize the role of the brand manager ftéiveraetion during
the stage of ‘sensing a brand’ | stress that the decision-mpkitgsses to develop a
new product concept are complex and depending on many differentdunalsi
Furthermore, these processes differ per company. The gpetigthat are highlighted

are simulated environments.

Conceptual flexibility

The epistemic object evolves through the invention and development of a
product concept for a new perfume. The product concept is weakly defited a
develops through the competence of the brand manager and related sepylers

towards a more robust conceptual strategy and intention. Throughoutatjee of
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sensing a brand, the concept for a product is tested and cohered irtooatleww a

summarization of it in a brief.

The brand manager: the conception desk
Here, | focus on the invention and artistic development of a new product concept

for a perfume per brand. To limit complexity, | focus on the dgwekent of a
completely new branded produtf In order to come up with a product, brand
managers sense a brand. The particular practices of knowingelcktamacterizing this

step are developing a perfume conceptually and estimating thigméey and
credibility of this concept. This is typically done at the deaksl through talk in
corporate offices, most often, at the headquarters per brand. Thesntieption desk

of the brand manager materializes as a conceptional space andnloghere the
concept is organized. The ability of performing this developmenteatithating the

legitimacy of a product is connected with study of different mt@rkand different

10 This development is contrasted by the developroéfiankers and seasonals to which | briefly refer.
The significant growth of flankers and seasonals heen characteristic for the industry over thé las
decade: “flanker is the industry term for a newsi@n of an existing perfum@olois a hit; Ralph Lauren
puts outPolo Blue” (Burr, 2008: 168). Flankers are, like sequelshe film industry, slight variations of

a common concept theme, especially as far as thee rend marketing are concerned. Seasonals are
launches of a fragrance in a season (most ustaliymer’). Seasonals are repetitively updated; ey
permanent in existence but slightly changing oraanual basis. Both devices are examples of product
brand extensions (Tungate, 2005). The logic ofkiéaie and seasonals lies in the ‘economic harvdst’ o
product names; manufacturers exploit the existiragketing solutions for a branded product. In fact,
flankers become a business model on their own diheetop performers of the perfume charts are
nowadays well-advised to produce flankers. Thesiletito launch flankers characterizes the exploitat

of a successfully sensed brand; however, the aectsilaunch flankers is increasingly dependenthen
project budgets and product significance. Flankeesalready planned when the ‘product brand-mother’
is launched. The conceptual overlap is contrasteth®d scents of a flanker. Most often, they sholy on
minimal olfactory similarities to the brothers asidters with similar names (Burr, 2008). Certainpaf

the product development process are financiallyagdtively minimized (naming, for instance), bl t
development of a scent for a flanker or seasonstilisnecessary. Product concepts trickle dowrhiwit
and between brands; this has been summarized timeléerm ‘product variety’ above (Lorenzen and
Frederiksen, 2008). It is an interesting facethef fragrance industry that concepts, in a way, @oonly
trickle-down, but they also, in an olfactory serisiekle-up: the highly-competitive household protiu
segment invents compositions that are picked updsfumers for fine fragrances and are integratéa in
new perfumes.
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locales of where the product is launched. Thus, in parallel to tisBcadevelopment of
a conceptual idea stand the more managerial and project managenantdeas of
leveraging a business plan, extrapolating product and retail pointiffefence,
developing appealing packaging, market positioning, and, towards theretad,
execution (Long and Czajkowski, 2007).

A crucial capacity to develop a concept is an understandinghat a brand
signals (= deciphering the brand-DNA; Gobe, 2007) and how a brand cae-be (
)interpreted, (re-)mixed, developed, and integrated into as welligagfiest and
represented by new products (= modeling and projecting facete dirand-DNA). In
biology, the term DNA means that “DNA contains the building blookdife; all
information needed to create an organism is coded in the large mdtaowa as DNA
[which is] a linear sequence of four smaller molecules” (Kr@@etina, 1999: 139).
Knorr Cetina adds that “life is the realization and expressiorthef information
contained in the segments of DNA called genes” (Knorr Cetina, 1999: Ha3@ever,
in contrast, ‘brand-DNA’ is a dynamic metaphor for something éxats out of and
contributes to a producer-oriented discourse about a brand (cf. Gobe, 2002, 2003, 2007).
This DNA consists of core values, a particular history anddggj and a general ethos,
soul, and outlook on the world. The term brand-DNA implies the possitnlitreate
something out of the information in the pre-given stock of this cultanad, not
biological, DNA. Thus, a new product shares ideally both the DNA afvkeall brand,
develops its own product DNA, and helps to strengthen or recalibraterehel DNA
of the brand. Brand-DNA is discursively-created and repetitigtgred by parties that

are involved in the creation of a fragrance and representation obrdm&l. The
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metaphor of the brand-DNA helps to idealize the most importanacieaistics of what
a brand signifies.

The traditional logic of brand management is, as described atmoaegue for
conceptual connectivity and coherence over time on the one hand (devdicglg
personality as well as emphasizing and strengthening brandesqnibrder to develop
brand loyalty) and difference to other brands in order to develop uniqnd badues
(de Chernatony, 2009). The brand mediates between strong sym{larth other
brands and branded products) and low authenticity versus low siynigard high
authenticity. The authenticity of a concept varies between wbaeiPand Hauge
(2008: 128) for the case of fashion call “hierarchical brands” (mmkniblogies and
trends that are prototyped, tested, and launched in a smaller highicilaemarket)
and those that adapt them to the mass markets depending on thefstafosrfume
brand in a geographical market and within a manufacturing firns difierentiation
exists for the perfume market in a comparable form (Burr, 2008)ajarndifference is
between those perfumes that drive versus those that mditet the brand. The latter
is characterized by a strong position of the brand itself andageahce is developed
based on that:

“We are feeding off what the brand is, the fragrance haweoulinderneath the
brand (...) If you work on designer brands I think what drives tratdforward

is much more image and positioning and emotion and then the consumer will

follow” (Vice President, Global Marketing, September 2007).

In order to characterize the development step of sensinghd, bravill use the
analogy of the concept of a prism and a spotlight. Brand managees §pot on a

particular facet of the brand-DNA through a prism. Perfumestetdeunder the Ralph
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Lauren brand, for example, stand for a particular charaatemstitude, or belief of the
designer Ralph Lauren; the brand-DNA that it implies might alsohiaeacterized as a
landscape of potential concept developments. The landscape of a brandHDits
significantly between brands: ‘Ralph Lauren’ and ‘Giorgio Armaapresent different
characteristics, attitudes, and beliefs; they form, so to diffgrent landscapes. The
logic of the prism guides the legitimate practicability of amgnup with new Ralph
Lauren perfumes. Thus, the prism actually includes all hypo#hetomceptualizations
within the range of a brahtl; however, out of the overall prism only a certain part is
actually put on the spot, only a part of the landscape is in focuseXavoples how the
prism works are given through the conceptual spotlights of ‘black exmloration.’
First, the concepts of black and exploration have to be ‘sensed’ intordederstand if
they potentially work for the brand (i.e. fit into the fashion statenof a brand) and
what these terms mean in the case of Ralph Lauren. Thiggbls interactive task that
is not only performed by the manufacturer per se (see the siscuselow). Second,
the concepts are sensed according to the understanding what thgyfanphstance,
the color theme ‘black’ represents and signifies upper-cldsggliyle and conservative
modern appearance, the emphasis on the theme of ‘exploration’em@gréise search
for newness, investigation, interest, and travel. A defining moment botheofwo
concepts as well as the brand landscape is the aspect thahteptual ideas of ‘black’
and ‘exploration’ lead to very different connections, narratives, and oagavhen
they are spotlighted for ‘Ralph Lauren’ versus ‘Giorgio Armaniowever, two spots

are recreated and marketed as branded representations of theRlatphdLauren.

¥ The range of a brand is defined by its credihilaythenticity, and credible marketability, thug th
argumentative power to speak for particular corsaptl products.
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Different characteristics — in this case of the designeptRélauren — have been
imprinted into branded perfumes in the past. Overall, the cruciadnaeator for
market success and positive communication of the concept that iswjputhe spot
within the landscape of the brand-DNA is the ex-ante organizinthéocredibility of
communication (thus, the set-up of a brand positioning-strategy thailissensorial;
Gobe, 2007) as well as the ex-ante anticipation of a potential tplade for a perfume
according to a particular concept and the ex-post coherence ohgh@rbduct. Thus,
the brand enables, just like the metaphor of the prism suggestisverevelopment in
different directions but it is also limited by the credibikthich is, yet again, a function
of material, immaterial, and communicative characteristics per perfum

Thus, what is sensed are two significant aspects: firstxtaate likelihood of
creating and coordinating a branded product that is conceptualiplerand graspable
for the target audience and, second, the overall direction, cachet, aationdity of a
brand for the creation of a particularly conceptualized fragratic is about the
following question: “is there white space [i.e. conceptual emgdine the marketplace
that we can ultimately explore and develop a real brand?” (Vice Presiddabal
Marketing, September 2007). Thus, the brand landscape and the overiafit ma
landscape are brought into discourse, are investigated, and a canhapieloped

through brand managemeéfit.

192 The industry press gives an example mentioning th@brandPlayboyfits, first, into the portfolio of
the umbrella company and, second, in terms of @r@ume concepts that can be developed: ““Playboy is
an aspirational lifestyle brand that embodies § wayful, metropolitan lifestyle of success andisess.
Playboy is the perfect match to create a new migagrance, as it is a brand that inspires a lilestyf
fantasy and desirability,” stated Steve Mormori¥PSGlobal Marketing, Coty Beauty” (GCI Online,
2008). Thus, in this specific case the br&tdyboyis translated for the marketing profession: fiist,
represents a specific lifestyle and, second, {ifestlike this are typically connected to spectfipes of
consumers. The intention to integrate the brana tingé portfolio of brands has to do with the lonigev
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Service suppliers: concept mobility

This investigation is not only performed within the boundaries of the
manufacturing company. In contrast, the focus is on two other sets@t that play
significant roles for the becoming of the perfume concept: traddvaarket researchers.
The creative practices of knowing that they perform arejfegrent points during the
creative process of inventing a concept, that of shaping and testing thptconce

First, trend researchers provide advice up front and during thevergaticess.
They shape a perfume concept through their unique set of informatend research
agencies provide general information of developing trends in terms@Ectextures,
scents, fashion, and, overall, social developments. These trends aredaad looked
at in order to stimulate product development. Thus, input as far asaggrads on the
fragrance and fashion market are concerned is provided during theotaiand pre-
product development stages. Trend agencies provide information through the
publication of trend books (with general information) or the spewifick for a client.
One major international creator of these trends and publisher efeditftrend products
(e.g. books, visual media, workshops, presentations etc.) explains ionlere
presentation that “our publications are polysensorial to the eye tlandtouch,
combining photos, fabrics, material samples, swatched colour palaites, patterns,
silhouettes, sketches and print descriptions” (NellyRodi, 2008). The#ematerial
and multi-sensorial trends serve as a starting point fotiweethinking about and

initially ideally delineating a concept. Thus, a first task is to understand

the idiosyncracy, the complexity of a brand, anthwthe existing portfolio of brands. A questionttha
guides the initial implementation of brands intaumt portfolios is if it allows enough prism spaoebe
spotlighted and market potential to create and conicate concepts and stories out of and for a brand
Secondly, the brand narratives per perfume arelzded so that a coherent whole develops.
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“where the market is going to go — we are very linked to fashism— (...) let's
say ecological, natural, organic et cetera; where are wegvane we not, and
where is our competition, and is there a spot there. And if weHlatdhere is a
spot there then based upon this we will define our concept.” (VicadEngs
Global Marketing, June 2007)
Second, trend researchers serve as a way and mean to deterdiorevesualize the
landscape per concept, per brand, per consumer, or per geographicéhasgdeyond
the general societal trend development, trend researchers anedtvtolconsult on a
brand-specific level. The concept of the color theme ‘black’ npgissibly do well for
the brand Ralph Lauren because gmsvogudor the target male consumer between the
ages of 18 and 49 in the US and Europe. Trend researchers therawiittvaifdate
what brands already planned — depending on the cachet of a brawdreperts are
often only used as argumentative mirrors what to do or what not to do.
Second, internal and external market research coordinates adifiis @oint->>
Market researchers perform creative practices of knowingstihg a concept on one or
more markets. The common result is that the concept is alteceddany to the test
results and targeted geographical consumer markets. The ¢oitiegpt is often tested
in focus groups (Catterall and Maclaren, 2006):
“We went in [into focus group research] and it [i.e. the concepth®mproduct]
was all about being outside, all about being free, it was all dd@dty open, and
it was all about sunshine. That is what that [product] brand is aboatvery
simplistic level. Simultaneously we went in with a number of diffé names.
(...) If we are far enough ahead we may also have some verynipaly
packaging ideas that we may put on the table to sort of gaugewould be the

consumers point of view and where do we stand? (Vice President, Global
Marketing, September 2007)

193 Market research has often been criticized for ‘Himg down’ a perfume (Burr, 2008). However,
product creativity and complexity might be tradeghiast market success. However, testing a consept i
not a trial-and-error approach to make a genuimeegt work at the expense of losing its uniqueness.
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This quote presents the intentional proximity to the targeted congyrowgw — a point
that continues and accelerates in complexity during the following devetdstages of
parts and the whole product. Market research is a significartedvreflexively create
and visualize a market in order to extrapolate the competition ofdéweloping

perfume concept (Cochoy, 1998; Burr, 2008).

The brand manager: collaborative mobilization

However, the manager is guided by the brand’s past, present, andeitt
future. Sensing a brand is, therewith, not simply dependent on the braagenand
his faculties but takes place in a community with the involvemeihtrarid-affiliated
decision makers. The concept for a fragrance necessarilystragedss the world in
order to receive legitimacy and to develop shape during its jouTieyinternational
brand manager, most often both functionally and bodily located irh¢aglquarter
offices of the manufacturers in New York or Paris, has a gemederstanding of a
brand and the potential performance of a concept in particular maiketstime-
intensive practice of sensing is backed up by intensive talkstmetibrand owner and
other team members once the concept becomes more elaboratedaaad Clreative
interaction starts during the initiation of a new concept and runs tinetilultimate
product is presented and adapted to the retail environments in aycdfifitre crucial
competence and practice of knowing is, however, connected to the questicilm how
make a concept geographically sensible and sound. Thus, duringgdefstsensing a

brand,” the epistemic object travels as a concept. Since brand andergt and

194 Furthermore, communication is also based on tlendweam characteristics of implementation of the
product (distribution, retail) where questions de#h brand positioning in a market.
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performance is different according to specific markets, thadoraanager receives
feedback from brand affiliates that are experts of the brandpiartecular country or
region. These individuals are affiliated with each other through bifaed and,
accordingly, monitor the market performance of the brands’ productsredisen for
the travel of a concept is to examine and test the operatiopdbikituate a fragrance
concept in multiple markets. The local brand affiliate, for instariooks at how a
globally launched perfume concept can be inserted into the nationtxt under
which circumstances and with which attributes would the concephifobrand work
for the specified consumer segment? Does ‘black,” for examplejth a particular
face that is nationally recognized? Thus, the interaction is dbeudtrategies how to
communicate and translate a global concept in targeted markatsifidon and
Cowking, 1997). This thinking involves not hierarchical decision-making but work
exchange with the brand manager. The initial conceptualization ckexthegainst the
portfolio of fragrances within the market. This seems to be r@mgess order to
understand how a brand is recognized and to shape its recognition inutiee Braind
affiliates stay familiar within quickly changing brand enviremts. The situation of an
affiliate in the local context allows for a relational urselanding of some challenges
and problems of conceptual implementation within the specific couifitiys, the
concept is mobilized across space and conception desks. The brandrmzaragevers
between local brand affiliates, the brand owner, and trend and madexdrch in
different countries of the world. Fragrance concepts travel acspsges and

coordination takes place in relational proximity (Bathelt and GlicRi@03; Amin and
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Cohendet, 2004). Distanciated creative knowing and learning emerges$ thet co-

alignment of different viewpoints in working on a perfume.

The brand manager: labor stability versus mobility

However, not only the concept travels, also the brand manager is mgbhiige;
she is involved in permanent mobility that enhances employability laadrtobility
accelerates her ability to develop and estimate concepts, (R@d7b). A brand
manager breathes, lives, and represents a brand in a busHiessAess context in
order to argue for or against artistic developments. The question &leoahhanced
skill-set and experience through professional mobility relatek twathe professional
ethos and enculturation of the brand manager. Most brand managersdrkggng or
business school backgrounds, which affect how they approach and visheiiagdrk
tasks and, more generally, the market (see Cochoy, 1998; Lury,2004ys, brand
managers are both shaping the market economy through branding andnigesheipi
own activities at the same time (Cochoy, 1998). They becomeeehtbto so through
the intelligent mix of staying with a brand (= labor stapjliand switching affiliations
(= labor mobility).

Labor stability versus labor mobility of marketers within tregfance industry
represents, in essence, the mediation of loyalties between tigk dwd the individual
career (see also Grabher and Ibert, 2006). On the one hand, laboystabignhificant

for the brand and the brand manager. The brand manager receivasy sswd an

19 Branding, just like marketing, is a performativisaipline (Lury, 2004) or performative science
(Cochoy, 1998); this means that subject matters sneultaneously described and constructed.
“Performation’ of the economy by marketing dirgctiefers to the double aspect of marketing action:
conceptualizing and enacting the economy at thegane” (Cochoy, 1998: 218).
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understanding of a brand in concurrent projects; the brand itseltsaodnnotations
serves as a trajectory for the brand manager to createtlgnd direct. The market
setup and recurring projects with the fragrance suppliers atlmatrand managers to
develop loyalties from one particular project to another in omlsolve the problem of
making scents successful. These loyalties emerge out ofcthal @roblem and its
solution whereby trust and problem solving-capabilities develop. Viceayeome
companies prefer to keep brand employees loyal for a long tinaidee¢hey can be
sure that the personnel ‘know the brand’ and that processes are codrgmatathly.
This is reflexively integrated into the self-understanding gblegees as belonging to a
club/elite and strengthens the loyalty to a brand (KarremdrRglander, 2008). Labor
stability characterizes the experiential depth in developingeatithating a concept as a
practice of knowing that is beneficial for the longitudinal trajectoryeflirand.

On the other hand, labor mobility is similarly relevant for bhhand and the
brand manager. First, the individual skills, experiences, and reputaiti@n brand
manager is intensively coordinated and maintained. Marketersireci@e agents for
a particular brand only for a few years — at least withinkiggeest companies. Job
changes enable individuals to be confronted with new brands and branding
environments. The brand manager trains the practices of develamihgséimating
concepts with professional mobility between different brands. Terifyoemhances
employability and enables brand managers to provide fresh anerndaas as well as
to push the career and increase the individual market value (ARDO8, Karreman
and Rylander, 2008). Thus, similarly brands benefit from labor molmlityhat new

managers repetitively alter the brand trajectories and rejuevémabrand-DNA through
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novel approaches. While brands that are summarized through traditadnes intend
to retain human capital, the market environment of progressive braedsbsand
managers with fluctuating affiliations as more common. Thus, techmobility harms
a brand and scrutinizes the depth of the experience by the brawagienaln this case,
sensible knowledge of the brand and the brand-DNA is rather limited.

Labor mobility has a significant geographical note. A brand maregeriences
her understanding in geographical terms of how a brand is understoochlaedded in
major markets. This is the case both organizationally as agelartistically. Brand
managers typically are experts on specific markets: the lgi@ggance industry works
with a separation according to different major markets such caith M\merica and
Europe. The brand manager contextualizes brands in geographicaldserssa concept
work and fit into a particular market? This brings into question h@ndevelopment of
brand conscience is enabled and maintained across space.

“What | bring to the party is not only a full understanding of tregrance

industry but also just brand imaging and also how to make branddyshubrte

global versus more regional” (Vice President, Global Marketing, eBeper

2007).

Both brands and scents are with the exception of a small humbyetyointernational
companies locally inherited. Nonetheless, brand managers oftéch saffiliations
geographically to become knowledgeable not only between brandssbubetiveen
context, thus across different countries.

Third, professional temporality of the brand manager helps in undéirsgethe
different facets of branding; while the knowing practices of deve¢ppnd estimating a

concept are trained and enhanced through permanent re-locationsbranidlesphere,
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the brand manager also benefits from horizontal labor mobility: <ka @forked for
time periods between six months and a year in sales, communicatmmlic relations
for either a manufacturer or supplier. The understanding of fagtagn consumer
goods (FCMG, see Chapter 3) is more crucial than being involvezheénor two
branding environments only. Thus, the aspects of breadth are negotiatest Hyzi
depth of insights into a brand. In order to remain mobile in a higypetitive labor
market it is imperative to understand different aspects and wfagpw branding is
performed. The practice of developing and estimating a concepvesc therewith, a
more circumstantial affection because brand managers getenqestiin other genres
that help to enculturate the professional in fashion-driven cultural industries.
Overall, the economic performance per brand reflexively bramelsnanager:
(a), by the occupations and functions that s/he has been involved in, (bg byand
that s/he is or has been working for and, (c), through the work in gpgedgraphical
markets. Therewith, the branding performance of the manager alsztenees her in
industry circles. The industry press is closely monitoring and tiegowhich brand is
moving into which retail environments, for instance. Such charactenzatontribute
to the employability of the brand manager. It becomes theegicacapital for brand
managers to cautiously mediate between rupture and flexibdibymtany job changes
are as harmful as stasis. The practice of developing and ®&stne concept is
mediated between the loyal brand manager who knows a brand in\eptis the
mobile brand manager who moves between brands in order to practicdenendif

environments.
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5.3.3 The brief and initial formulation

In this part, | explore the developmental stage where the briethendhitial
formulation of a fragrance are in the center of attention. Thexethe brief, the
briefing process, and the initial round of formulation by a fragrasueplier are
discussed according to their practices and spatialities. Multidgrances are
developing during this stage, the creative team within the fregranpplier is put on
the spot, and the object exists in a multiplicity of first ing&ions in a highly mobile
and changeable form (Ewenstein and Whyte, 2009). | will examiree thrajor

instances below where practices are performed.

Emerging fragrances

The epistemic object develops in two significant steps: asgshdnd an initial
formulation based on the brief. First, the largest manufacturerserdfinpes have
internal fragrance development and evaluation departments in whibhi¢hes written
(see above). A brief is a loose condensation of the epistemic @lffectthe initial
concept of a new perfume has become manifest. In the brief, theperwme is
summarized as far as the general ploy of it is concerhamgntains information in
regard to the overall characteristics, target group, priaging(production and retalil
price ranges), and potential ingredients, for instance (see Pybh; 200 a critical

view see Burr, 2008)° Thus, the brief is both a summary of the product concept in

1% n general, the precision of the description ane ¢ontent of a brief vary enormously per brand.
However, the major cornerstones of the fragraneenzgntioned so that the creative process can begin;
the olfactive shape of the emerging fragranceresaaly determined and channelized at this point.
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terms of the fragrance and an instantiation of the epistemictolljeworks as a
guideline with potential restrictions and parameters (it isug sketch and a general
outline which, nonetheless, defines potential formulations; Perfumer lavdrist,
2007b); it is a materialization since the fragrance, based mvénall perfume concept,
is summarized as a written abstract on a sheet of paper or in an emaihngrex
Second, the brief is moved from the manufacturer to suppliers. Tlydhaar or
five suppliers receive the creative brief. This number alloresitive freedom but also
restricts the overall number of emerging fragrances. Theattten with fragrance
suppliers is related to logics of strong ties (Grabher, 2004p9: Ists of between two,
three, four, or even eight preferred fragrance suppliers timaipotential birthplaces of
a fragrance, highlight the relevance of particular suppli@nd enable long-term
planning security but also specific power relationships betweetwthectors (Turin,
2006; Burr, 2008}°" Core lists are advantageous for suppliers since they guarantee
work in reduced competition pools for specified amounts of timéeasame time, core
lists are related to concessions that fragrance supplistagitheir clients. The same
brief goes to the suppliers that compete against each other. Ewepjier usually
submits 6-10 fragrance prototypes towards the end of this devela@e&ge; in total,
up to 50 fragrance drafts exist. Depending on the relevance ofdjeetpthis process
takes place over a couple of weeks to a few months. The manufatisgoeminates

between the competing scents in the next step.

7 The briefing process is increasingly coordinated aestricted in terms of who is allowed to
participate in the competition. So-called ‘corddisstructure the briefing process (see also Chajte
these formal agreements imply only a handful ofgred fragrance suppliers that “handle needs on a
global basis” (Fragrance Development Manager, $epée 2007) are listed as legitimate for the supply
of fragrances for a certain price, in a certain amipand for a particular time period. These lats
reviewed on a regular basis in terms of certaiteiga and altered when necessary.
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The salesperson and the evaluator: computer screens

The arrival of a brief on the desk of an account manager isiteafgoject at a
fragrance supplier. The two sets of processes — the brief ¢ém¢essipplier and initial
formulation starts — connects the functions of sales and evaluatttiffarent places.
The salesperson and the evaluator are busy in the practices oftealmang, re-
writing, and mobilizing a brief.

First, the brief enters a fragrance supplier through $&&@omputer screens are
mobilizing devices that allow the creative brief to travelesalontextualize the brief.
The salesperson evaluates and situates each project accardisgsignificance in
terms of project budget, product quantity, and geographic scope intoetadl project
load per brand and brand portfolio. Global and national projects are diffeeel. In
global projects, the manufacturer intends to launch a perfume on muttigleets;
national projects focus on a single market difyAccording to the scope of the project,
the sales manager builds the team for a project. In termsr&ktimg and evaluation,
the team is often already pre-determined through the work on accounts.

Thus, the salesperson moves a brief to the evaluation departmerd #rel t

FDM that oversees a particular account. People working in the @wvaluBepartment

198 This part describes reactive work of fragrancepiaps. In contrast, also proactive work exists.i/h
the work on a brief is a reactive process (a cl@atts the creative process and intends to reeive
fragrance from the supplier), the creative teamiarghrticular sales as a connection point to thentis
proactive: she approaches the manufacturer withidess in order to anticipate project potential and
secure creative work in the future: “BK: Who iswadty organizing this teamwork on both proactive an
reactive projects? Sales: This is where sales thenshow. We are reacting to the ongoing brief.ane
trying to be proactive on anything we can give diignts to feed them information, the more theyrhea
the more we have a chance to win. It's all aboce fime” (Senior Account Manager, August 2007).

199 The reach of the product defines the authority whordinates a project: if a French brand intends t
launch a global perfume, for instance, the salesager becomes in charge of the account. Most often,
the international sales manager is co-located wharethis case, the French brand’s fragrance
development center is headquartered. Proctor & Gamfyagrance department, for example, is located
in Europe: therefore, the head of sales for the R&Gunt is located in the same region.
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typically rewrite a brief. This is done so that the rewnmittzief can be used as an
instructive orientation by perfumers. The degree of rewritingdifper supplier. This
rewriting intends to generate and guarantee a higher degrearitf tr the perfumer
and pre-arranges the creativeness of the involved perfumeranlesample of the fact
that the overall business is translation-intensive: since no unifomch objective
language exists, the clarity of words can only be enhanced througfal experiences
and understanding of involved professionals. Thus, the initial epistenact@bjers at
the desk of an evaluator. Depending on the size of the fragranceesuppliinitial
meeting of the involved project members follows where discussien®eunsed around
the particular brief, brand, the targeted consumer market, and the gecgjraysricet.
Thereupon, the brief is mobilized in order to evocate creative feledbam
different perfumers. For example, if a fragrance should be ladnmhea global level
with a high prestige, the salesperson submits the brief to theirmoasttant other fine
fragrance studios across the world. The goal is to receiveptewdubmissions in order
to increase the variety and breadth of potential submissions anchtthevibriefing
process. The logic is to increase the olfactive breadth of formulations:
“l always need to have submissions that come from Europe, just tahauve
When | come back to my clients with a range of fragrancest twahave some
European fragrances in there” (Senior Account Manager, August 2007).
The brief is mobilized and travels through computer screens ifiyemarldwide in
order to reach other evaluators and perfumers. The creative wankesfumer is based

upon her choice, motivation, and vision to work on a project. Perfumers decide
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individually on which project they want to wof® However, in addition, sales and
evaluation approach particular perfumers directly in order to reapxiherience of a
perfumer with a particular brand and client; in a few cases thle manufacturers
approach individual perfumers. What is actually targeted and expéoitetthe personal
networks that a perfumer has built during her professionalrcariees, in order to win
a brief, a perfumer is approached that is experienced with a bmaockative and
personal senses. Sales and evaluation recognize the strengthseaknesses of
perfumers in terms of successes for particular clients antyar markets and pre-
organize the competition and, therewith, competitiveness of perfumetssicase, the
individualized integration of particular perfumers through satesevaluation leads to
an internal ranking that is based on brand expertise and individunalie$fi This can be
of particular value for the fragrance supplier when it cotoesignificant projects. The
recognition of perfumers has a brand-specific and geographic caonotabme
produce better for particular brand and markets. Thus, the individualizesiodeby a
perfumer to work on a brief is added by the structured approasdies and evaluation

to integrate specific perfumers.

The evaluator and the perfumer: the fragrance library
Industry perfumers start with their work that is based on theudiwe
interpretation of a brief with the evaluafSt.Perfumers and evaluators form alliances

since they speak the same language of olfaction: they are ategpthe meaning and

20 The decision to become engaged in a project i®mtgnt upon the current workload, deadlines,
brand, interest, and overall size of a project.

201 A prief cannot be a detailed plan that tells ayraer what to do. Rather, it is a suggestion wilbta

of room for interpretation. This suggestion is lthsm the relation between the perfumer and the
evaluator and the communication between them.
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longitude of a brief in the context of the brand (Gherardi, 2006). The oomation
helps to analyze the brief, situate the emerging fragrancegroug of existing branded
products, or relate them to previous projects of the fragrance supperknowing
practice of checking and situating the brief against theiegisharket is based on the
interactive engagement and communication. It is positively connedctegpatial
proximity where iterations can take place on an ad-hoc bassever, in addition to
this communicative solidarity and experience, an initial collecliearning place
emerges as significant at this early point. A first learrpface where the practicing
evaluator and perfumer alter the epistemic object is theafmagr library. In the
fragrance library, creative work is secured and shelved; knowlsddenents on a
regular basis in the sense that fragrances are deposttezllibrary and taken from the
shelf when necessary (Grabher, 2004b; Ibert, 2087Bhe fine fragrance exists in a
fragrance library as a material and a formula within a supgpiecific computer
program. The fragrance library is a learning place of sedimented |éahgsy that
becomes relevant and activated for the creation of new knowledugetioular cases.
First, it is a potential place for inspiration of the perfum@reative work on big
projects can receive inspirational feedback from the fragrilm@y. Second, within

the mass market-segment, for example, a hierarchy of pr@gidts in dichotomies

22 For instance, the creative work on previous pisj@there a competition has not been won is stared i
order to be used or to get an inspiration fromrfew projects. In general, fragrances that are dutcat

the library can be differentiated according to apegimental or trial number and a corporate number:
creations of the former are “experiments to see yow idea really is — maybe in reality your idsadt

so great as what you desire;” however, “when itemeined that the company wants to send, and its
good enough to send that perfume to a client themoves from an experimental number to a corporate
number” (Senior Perfumer, February 2006). In otdenove from an experimental number to a corporate
number, the supplier needs to guarantee that itreproduce the scent, determine the exact pric#, an
communicate the availability. Numbers are givenusedjally and a scent, over the course of a prpject
receives different numbers during its emergencethEtmore, the creator of a fragrance is mentiored
the bottle in order to guarantee access of thdicecaose.
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between, for instance, lower-ranking scent compositions (e.g.doyeroducts’) and
the development of a completely new perfume. ‘Me-too products’ serae axample
to examine the role of the fragrance library; these amgrdreced products that are
copies or clones of existing top sellers. Product development twotess and the
necessity to launch a ‘clone product’ after an olfactive brothsister (which is similar
in olfactive terms) tops the consumer markets forces suppliersnandfacturers to
come up quickly with a formula (Siegel, 2007). The creative workdbaglops with
the intention to create a ‘me too-product’ is a fairly simple an@erfume is a top seller
on the market, a competing manufacturer wants to take a sharenoétket success; a
fragrance supplier is instructed to create a similar produetpérfume is purchased by
the supplier, decoded through GC/MS, re-composed, and slightly nuanced by the
perfumer (= matching; Calkin and Jellinek, 1994; Turin, 2006); and, finals/put on
the market under a different name for a similar consumer mgtep° Accordingly,
the approaches to create a ‘me too-product’ versus a new rfcaguiffer>®* The
differences lie in development time and the spatializing pextiow to compose and
where to create. Shelf fragrances and the work on them accadodihg logic of “rip,
mix, and burn” (Currah, 2006) using economies of recombirfifi¢Brabher, 2004a) is
en voguefor ‘me too-products,” smaller projects and non-strategic brandsndpthe
above processes of re-composing and ‘nuancing,” existing shelfrfcagrare ripped

(taken out of the previous context), mixed (re-composed in order to thervelevant

203 Most often, legislation that affects the rightsuse a particular package and name is, for instarate
harmed by the manufacturer that re-produces a ssfudgroduct.

204 Shelf fragrances are fragrances that did not veinier competitions but are shelved in fragrance
libraries in order to be potentially used in théufe. All work is stored in libraries. A shelf freemce
might show conceptual similarities with the briéfaoprevious project.

25 Grabher (2004a: 1497) mentions that economiegadmbination develop out of bricolage, thus “the
creation of novel combinations of familiar elemeatsl by-products from previous projects.”
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purpose), and burned (tested and submitted to the client). Knowledgees&glin the
form of a fragrance and formula in the library and is taken otlteotontext in order to
be re-formulated when necessary.

The fragrance library enables the evaluator and the perfumerato &nd
practice sensible knowledge through the materialization of previouk amd the
discussion how to alter a scent. Early on in a project, evaluatovsse the fragrance
library to find a base to start working from; the basis of theskws previous creative
action. However, a fragrance library exists in two spheres physical space in the
form of a room at a fragrance supplier (following a specifeahiéectural setup in the
fine fragrance studio according to the logics of olfaction) andsensible space in the
memorizing brains of evaluators and perfumers. The prospects ks $pavork with a
shelved fragrance are, however, both depending on and fueling practioésradtive
sensible knowing: the ability or necessity to work with a shefreggtance is based on
smelling, discussing, and forecasting how to operationalize antesédeagrance for a
project. The epistemic object is very flexible but materiagjziinitial discussions
between the perfumer and the evaluator are significant for the guidameeatfject®®

Thus, the fragrance library becomes a learning place wthereemerging
epistemic object can be instantiated and receives an initial atedializing orientation
and direction (Ewenstein and Whyte, 2009). Its value lies in the quickee of
fragrant proposals that are results from previous work; the fregigrary has become

more important over the last few years since the work rhythteofmanufacturers

2% How does a perfumer become knowledgeable as fthieathrand requirements’ are concerned? The
market setup with the major manufacturers, the miaggrance suppliers, and the development of core
lists lead, first, to a streamlining of creativemgmetition between the major fragrance suppliers, and
second, to the organization of the perfumer’s érdgtaccording to brands (Burr, 2008).
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fluctuates quickly. Fragrance suppliers are advised to feed workbrdaes in order to
be able and respond to the manufacturer at a fast pace. Thusgthadealibrary is not
only a space for storage but a place of activation of previous work, Tragsance
suppliers have materialized memories through these librariesewkeowledge
sediment$’’ The relevant practice of checking the brief by the evaluatdmperfumer
is added by the practice of knowing how to alter an existing fragrancdentorsubmit
it to the client. Fragrance libraries are storage mediaédhable the recollection of

previous work and give prospects of new sparks for creative formulations.

The perfumer: intelligent mobility for inspiration

After the initial discussion between evaluator and perfumer, tenper starts
to probe his ability to imagine a scent. Thus, a second set of knowioticgsaof
thinking, materializing, and constituting a fragrance is relevimt the initial
formulation; these practices and the related spatialitiesorbe significant as
environments where the perfumer is ‘doing knowledge:’” at a desk, o tlaad in the
laboratory. These environments are qualitatively heterogeneousgdrasent idealized
spatialities of knowledge. The desk and the laboratory are legstaogs while ‘on the
go’ is an example of circular mobility of the perfumer (Ib&®07a). The perfumer
moves intelligently within and between places where she is ehtbfgactice knowing
in order to start the creative process and get inspired. ‘The aedKtravel' determine

environments of inspiration, ‘the library’ serves as a place merxent with and

27 However, this memory is short-sighted since inds, as in the individual cognitive context of the
human brain, ‘collective:’ other perfumers thatdemascent do not automatically know the historytef
development and the context of its evolution.
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exercise this inspiration: thus, creation in perfumery has aatn@mil emotional as well

as a technical side (Calkin and Jellinek, 1994; Hume, 2009; Perfumerlarmtidt,
2009b)?°® Perfumes are, first, thought and, second, materialize based on the thought
fragrance (Hume, 2009).

A perfumer usually initiates work on new projects at a diesk fine fragrance
studio. Desks are learning places that develop in different contexlistHecdesk at this
point ‘inspiration desk’ since the perfumer’s invention and inventivenessnies
recognizable there. The inspiration desk becomes an integmaihiggnlace during this
development stage and will reveal its significance in the fatligvsteps of ‘sensing
fragrances’ and ‘winning the competition.’ Inspiration starts witleloeal competencies
of linking a brief with specific natural and synthetic matesrithat contribute to a
potential composition. Inspiration is also related to the processtsn&fng by the
perfumer who relates one project to previous experiences or otlfamperon the
market. The perfumer is not ‘free to create’ because a nuofllieriting or “restricting
factors” exist (Small, 2006: 1433 The brief (and, implied therein, the price and the
target consumer) and the brand pre-determine adequate and potentgalandte

ingredients?*® For instance, most mass market-perfumes are made of rsatbaa

28 The perfumer Maurice Roucel (in Perfumer and Ris¢02009b) argues that “the most difficult thing
is to have the idea [‘knowing how to express yolfi's®laurice Roucel, ibid.]. After that, it's a gs&on

of technique.”

2 The so-called “perfumery degrees of freedom” &g safety, environmental safety, acceptable odor,
cost, stability, performance, physical propert@sl added value (Small, 2006: 143/144); safety, zes
been shortly delineated in Chapter 3, plays areasing role that informs, discriminates, and deitsem

the shape of a fragrance (see the REACH regulatidmse degrees are to be added by all aspects that
are related to the brief and the brand.

#0The aspect of emotional branding (Falk, 2007a;e&@007) summarizes the tendency that fragrances
are a sensorial communicator for the historicizé@dracteristics of a brand. The perfumer Pierre-
Constantin Gueros of drom (in Falk, 2007a: 55), ifgtance, discusses the trajectories that fragsanc
delineate over time: “The original in the blue patd a big influence on all the perfumes of the Hive
brand line. Fragrances were adapted to the diffdvases. Perfumes launched by a brand on the fine
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stem from a rather commercial palette of ingredients shdeiermined by the aspect of
price (Dove, 2008). Some ‘reference materials’ might standgpdoticular fragrances
and help to set up the basic structure of a fragrance. The fodrukdops as an
ingredient list and is informed by the affinities by the perfurtee use particular
materials (her likeability and sensibility for particulagiedients), the availability of
materials that is grounded in the finitude of the present stock sitidio, and the
connectivity between the brief, brand, and material (see aldankarand Flavorist,
2009c). Thus, even with the restrictions that | mentioned above, it is up to theuradlivi
perfumer and her understanding of and vision for a brief that isfah® individual
formulation; this understanding differs between people and projectgh&boreason,
decentralized creativity across corporate boundaries but alsonwitmpanies is
beneficial (Lave and Wenger, 1991). Good perfumers keep two differgias |land
guides in mind for their initial set of experimental formulatioos the one hand, the
briefing client looks for a formula which is creative; on the otiend, the client also
looks for economic efficiency of the formula construction so that tdmpany also
benefits from the formula in terms of relatively low-pricedss manufacturing. The
aspect of creativity, therein, is not just to create a newerdcbut an accord that is
“novel, but that is also likeable, in a form addictive and that caatecige certain kind of
well-being” (Senior Perfumer, April 2008; translation from Gerrbgrthe author). The
likelihood of having a completely creative versus a more conseevatent is

depending on the brand attitutlé Ultimately, a formula has to fulfill both creative and

fragrance market, as another example, may be &t@dsfor line extensions and reflect the degree of
sophistication that the brand wants to convey @sé¢hproducts.”

Z1|n general, even the most creative mass fragramoes some degree of similarity with other perfumes
in order not to confuse the final consumer. Thusgfances that are targeting the young male market
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reassuring requirements and the perfumer constructs initial sktfragrances
accordingly at the desk.

While these processes of ‘thinking a scent’ are often performda te
evaluator, the desk becomes a learning place where the perfumsates these
thoughts into formula as visual representations. The desk develogs @sportant
learning place to pin down the inspiration: it is not a blank spacenhabited by
material infrastructures for the production of knowledge (Knorr Cetib@99;
Livingstone, 2003). Examples of this are the increasing competesfcthe computer
(or, more traditionally, a sheet of paper) and the unique softwateabisracts a
fragrance from its sensible materiality (Burr, 2007, 2008; Hayden, Z8®ahe
perfumer thinks the fragrance in terms of its overall structure as fae &st, heart, and
base not are concerned that determine the temporal experientragrfaace; however,
she develops the formula according to the chemical constitutiom(T006) and an
absolute price (= reading as a formula with particular ingredemdswith a particular
overall structure; see also Calkin and Jellinek, 1994; Curtis afichiis, 2001; Sell,

2006)*** However, the formulation is not only dependent on the brief and brand but

might include some floral notes, but overall thaghance typically includes woody or marine notes in
order to convince and reassure young males.

%2 |nspiration can be read in two ways: first, frororaative side and, second, from a more technidal s
Two examples follow. First, “Eight years ago, thesiginer Karl Lagerfeld asked Jacques Polge, Chanel’
elegant, talented perfumer, to make a perfume b@ooo’s favorite flower, the camellia, which has n
smell. The limpid and lovely result is ‘Une Flewe €hanel,” a product of pure imagination. Thisds n
distillation, obviously; it is almost a kind of gbact expressionism for the nose.” (Burr, 2007)stH'the
creation of a ghost” (Burr, 2007) implies that st ot the flower but the idea of the flower, thas,
simulated flower that is formulated (see also Hay@®08). Second, “How should the alcoholic product
smell from the bottle or atomizer? How will it déme on the skin once applied? How long shouldst la
between applications” (Small, 2006: 143).

#3The perfumer discriminates between different wersiof a raw material (versions of natural versus
synthetic Bergamot, for example) on the basis efdtice, impact, and her likeability of materials.
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also on the inventory of available materials that are listedyectknown, and
preferred by the perfumer.

The sets of materials that are available differ per fraraupplier and studid.
First, | mentioned above that the largest fragrance supplreracive in R&D in
chemistry in order to create new molecules that can creatbeelysed in fragrances.
Thus, perfumers work with different palettes of materials. Secdred,number of
similar materials differs per fragrance supplier — somgrérece suppliers may have
five different Bergamots while others have ten. Furthermore,farper does not know
all Bergamots so that long lasting linkages to particulaenad$ develop. “I personally
don’'t know all the qualities, for example all the Bergamots, hal Roses. | smelled
them three years ago, but I'm still using the ones that dlikest” (Perfumer, June
2007). Third, while the same materials that a fragrance supplias @re usually
available at every studio, stocks are temporally uneven and run o atudio while
time pressures determine the work with another material. Thugethemer is affected
in his formulation by the materials in their computer-mediatestract materiality. In
addition to the restrictive brief and brand, these materiaictistis let a formulation be
far from coincidental. The computer on the perfumer’s desk akxast information in
terms of prices and availability of substances for creation.pOters guarantee that
fragrance formulas are ‘safe’ in terms of the used masefia. non-allergic one$}’
Thus, with the introduction of new safety regulations to the indus290i in terms of

the toxicology of materials, the computer and its software iftad up. The computer

24 Even beyond this search for usable captives, thEplg with raw materials is diverse and the
molecules that are listed on the screen are cofmimg different suppliers and have different histsrof
becoming so that every fragrance supplier diffegaicantly in terms of available materials forage.

5 Over the last years, self-regulation and exteregulation (see REACH in Chapter 3) have affected
the industry in terms of the safety of certain miats and the ability of perfumers to use theseeniaits.
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increasingly informs the creation and creativeness of the perfuith the description
of allergic information. To complicate the process of developirigage formula,’
however, especially for smaller suppliers, clients have diffeseandards per country.
Finally, computers allow that formulations travel — this i®atdre that is relevant for
interaction as it will be discussed later. Thus, computers deelifes’ in terms of
chemical constitution, prices, availability, and safety regulatiwheh are more and
more complex to overlook by perfumers and evaluators without this tecioadlog
equipment.

In contrast to the manifestation of knowing practices in particplaces, |
describe the aspect and impact of circular mobility of théupesr in this paragraph
(Burr, 2005; Ibert, 2007a, 2007b; Perfumer and Flavorist, 2007b; Burr, 2008).
Perfumers use sensible experiences while traveling in ordest tmgpired to create a
fragrance; thus, for the development of a new fragrance traxaplements the
inspirational sources of the brief, the brand, available materradsh& interaction with
the evaluator.

Professional mobility is described as one vehicle to document thenmeavef
knowledgeable practitioners and how they contribute to the movement ohamglecin
practiced knowledge (Livingstone, 2003; Barnes, 2004). Professionalitywobitl only
enhances and feeds into the employability of these experts,oitdalscribes the
significant characteristics of knowledge circulation and thaifsi@nce of certain
environments for learning (Barnes, 2004; lbert, 2007a; Hall, 2009). Tempanar

permanent mobility of the perfumer have to be differentiated.
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First, the perfumer chooses to be temporally mobile in ordesrtee dack to a
learning place (Ibert, 2007b). The aspect of mobility has, jkstih other industries
where mobility implies potential innovative benefits from irrdati(lbert, 2007b), a
connotation of multi-sensorial experiences in certain atmosphéeesmagination of
scents — often dependent on a fickle mix of visualization, sensualpperceand
reception, and general understanding and characterization — dem#actsore with
‘the real’ that is based on local experience and affectiomr(R007). The example of
the travel to Egypt by perfumer Jean-Claude Ellena in ChandiatsBrork (2005,
2007, 2008) indicates the necessity to, in this case, mirror an alleaftiyd olfactive
idea of the Nile with reality of the experienced atmospheréiseaNile?'° Temporary
mobility implies, in this case, the multi-sensorial experience tlg particular
environment and situation in order to enhance creative work (Burr, 2005).
Imagination/idea is matched against the perceived ‘realitpwéver, the example
shows that the difference between imagination of a garden in Egggha proximate
Sahara and reality had a particularly beneficial outcome:ittioigfinto the imagined
multi-sensorial picture implied and enforced ideas to rethink and frgaos a scent.
This was subsequently done through the inspiration that came from green mhaiaio (w

served as the base for the fragrance) following the initpégences in Kitchenét!

2% |nspiration through travel can be a driver thab#sed on and contributes to the above aspect of
passion. Burr's (2005, 2008) description of theicaxst and interactions of the perfumer Jean-Claude
Ellena for Hermes shows that creation potentialiyolves inspiration in the local setting (in these, the
perfumer and other corporate representatives wdved Egypt) and the discussion about it after the
realization of a scent that followed the inspirati®©therwise, inspiration is often fueled, maingainor
actually imitated by other corporate professiorsleh as marketers who present the perfumer with
particular representations of ingredients and gdremcepts.

“7«pns Ellena walked through Kitchener [“Kitchener sva formal, ordered garden, the kind Ellena didn’t
like;” Burr, 2008: 18], the perfume he had builthis head disintegrated and blew away; now he had
nothing” Burr, 2005). Burr continues to describe #ictions that Ellena performed after being inspire
from the green mango as the theme of the fragraiWben they returned to the Old Cataract Hotel,
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Alternatively, temporary mobility is strategically enhancedotigh firm-specific
programs of geographical knowledge exchange of personnel (Perdumtdflavorist,
2007e).#'® This practice copies the traditional period of a journeyman on an
international scale for a short period of time and is an exahgethe concept of a
community of practice is operationalized (Lave and Wenger, 1991; Wehg@8,
Amin and Roberts, 2008a; Sennett, 2008). Furthermore, it exemplifiesabigcerof
knowledge interaction on a technical level. However, travel is oftgnintentional:
perfumers do not travel with the goal to get inspired and do na ti@ar each creation;
however, they do especially for high prestige-projects. Inspiratiannat be
accomplished just through travel but enables and requires a mixlef ekjperiences,
and sudden sparks in a differing locality. Also, travel cannot beumsttalized:
sometimes inspiration coincidentally hits the perfumer throughnsitde experience
that developed from previous travel (Perfumer and Flavorist, 2007b). Taissré¢o

circular mobility where travel does not have to mean experiencirggnapletely

Ellena went quickly to his room and took out tharaye notebook. Not allowing himself to think toacha
about it, he scribbled down a rough formula oftden ingredients, some naturals, some synthetiesy T
were not things he’'d found in Aswan. These wergdhn perfume raw materials in his lab that he doul
use to re-create the feelings and emotions of Wt found in Aswa” (Burr, 2008: 21).

18 Two reasons can be separated: market experiedcexahange of ideas. First, market experience of a
perfumer is enhanced through work in different retésk The creative abilities of a perfumer enhance
through the work for a period of 18-24 months iffedent studios. Which qualities are connected with
the market experiences that the perfumer colléectaugh work on different markets? First, work rhyth

of fragrance suppliers are pre-given by the taat the client determines and the amount of cli¢imds
belong to the specific market that a fine fragrastelio covers (see also Siegel, 2007). This tdfetrd
significantly. Thus, the specific unique work enwiment — consisting of colleagues, office space,
laboratory, and socio-economic context, for instancdiffers and this plays a role for the work loé¢ t
perfumer. Second, bigger fragrance suppliers rbcesstt up particular programs that encourage the
discussion of perfumers amongst themselves. Thefuipers’ academy’-program” by Symrise, for
instance, intends to enhance the exchange of idetgeen perfumers at different stages: apprentice,
junior, and senior are educated in “communicatioth presentation skills, business management/finance
and the latest chemistry” (Perfumer and Flavo28)7e). This represents an institutionalized way to
enable the exchange of ideas between perfumerdnwitte company that work in other studios.
Furthermore, magazines such as Perfumer and F&earable continuing learning on the job parabel t
the everyday practices (see also Ewenstein and&VBQ07, for the case of architects). In additamme
companies have regular meetings of the perfumeadiime fragrance studio where they smell in cothcer
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different setting; rather, it acknowledges the sparks for ingpirdihat are hiding in a
picture, movie, or café (Boden, 1994).

Second, permanent or long-term mobility implies the intended andgtréiire
of personnel within and across geographic and corporate boundaries itododeefit
from individual experiences of a perfumer. Vice versa, also pergistrategically plan
their mobility not only in order to enhance employability or raataries but to work
with different materials, colleagues, and brands. Successesatmgrenarket hits fuel
the employability of the perfumer. Overall, both temporary erinanent mobility are
significant and structured by the tasks that the specialists are invo&d in.

Finally, the compounding laboratory is a recurring work environmadt a&a
learning place for perfumers (see Fig. 5.3). The lab is mewttiahthis point to discuss
that the idea needs to materialize after the initial ideasinspiration have grown at the
desk and through travel. Therewith, the knowing practice of constitusongrda through
the intelligent mixing of ingredients plays a key role and, thithewthe lab develops as
a learning place. After a perfumer started to work on a fnagrat her desk, lab
assistants compound the submitted formulation into a fragrance. Ttagatzation is
necessary so that the initial ideas that are based on the pesfunspiration can be

correlated with the practicability of the intended formulation: does the needyect

219 salespersons, for example, recognize the effectsrafessional mobility during their professional
career through work for manufacturers. This is efwisand necessary task in order to get a moretioli
understanding of the intentions and requirementshefinvolved parties. Mobility between fragrance
suppliers is usually connected to promotions im&of geographic or account-specific responsibility
The necessity to be geographically mobile is indhse of the salesperson rather limited. Knowing an
account and knowing clients does not change samifly between different markets. “[For] a
salesperson to be creative is to actually workafdirand, is to cross the suppliers site and workafo
brand site... to get an understanding how things ane avithin a brand” ... “That type of work [ie sales]
is more important than having a network in Paods,example, because if you are a good salesperson y
can go to Hong Kong and be as successful as yoinaddew York because you know how things are
done if you have some method and organization. bfing this in your bag with you and just have to
establish your sales over there” (Senior Accounhadger, August 2007).
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Fig. 5.3 The laboratory at the fine fragrance studigrof??°in New York City
(accessed through http://www.jankorasic.com/ on July 18, 2009)

fragrance materializes as the perfumer thought it would {cfilas discussions in
Callon, 1986; Law and Hetherington, 2000)? The transformation from a o
substance takes place through the work of laboratory assistantsaf hesdistant
follows the instructions of the perfumer and compounds the ingredients as it is put down

in the fragrance formulation (cf. the practices of meteringgweg, and blending in

220 4rom is a second-tier fragrance supplier that iadhjeartered in Germany. It has fine fragrance-

studios across the world. The company serves angnaexample for the mentioned learning places.
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Boeck and Fergen, 19933 While the work of and with the laboratory assistants is
crucial, the material infrastructure of the lab (for instance]dsotvith essential oils and
absolutes, machines such as scales and mixers; Boeck and Fergenarid®3hg
situatedness of the fragrant substances in it is important foerttergence of the
fragrance (see Fig. 5.4). Substances inhabit the lab that all iiftheir chemical setup
and structure, in their olfactive characterization, and the inhevanalaility or lack. In

this context, the lab holds as an already existing materiadtste and context, but is

activated as a learning place for practitioners on a regular basisa(@h2006).

Fig. 5.4 The work environment in a laboratory (accessed through
http://www.time.com on July 27, 2009)

#2L|ncreasingly, fragrance suppliers use technol@gyte creation of fragrances. Time Magazine (2007)
reports about an example at IFF: “IFF’s robotic ens&xblend ingredients for samples that are sent to
clients. Technicians still mix oils by hand whereating a new scent or flavor, but it is more eéfittito

use automatic mixing when assembling batches opkemfor outside clients.”
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The perfumer interacts with the lab in order to become a jpanticin a greater play of
materials, materializations, and infrastructures (cf. Knorr Cetinaig, 1999).
Furthermore, apart from the materialization and enactment afoimg@ounding
laboratory per project, the lab iteratively but repetitiveBtenializes as a learning place
where the perfumer is enabled to ‘play.’ ‘Playing’ is agssary and important practice
in order to remain on top when it comes to natural and syntheticialatdn this
context, the verb ‘to play’ stands for non-intentionality and pracpession without an
intended goal. One perfumer exemplified its significance bytimg out that “I need it.
It is necessary to do it, to refresh my brain” (Perfumer, June 2@atfumers
repetitively smells known materials and recalibrates herldenshowledge of smelled
materials, contrasts the remembered ones by materials flean saippliers, tests new
materials, or adjusts formulations that do not communicate as @u&ffdCuriosity for
materials and materializations structures the playful workesfumers at times: the
craftsman demands time periods where she is intensively engagadying with
materials and understanding the materializations of fragranceul@s. Thus, the
perfumer needs to practice her passion. Skills are developed ootlothat does not
exist without passion as engagement in the doing (Ellena, 1991; Ghetratdi 2007,

Burr, 2008; Kubartz, 2009%° Thus, the laboratory is an environment to practice

222 pnother instance for the laboratory as a learnitape for the perfumer is when a scent that is
composed is not functioning as intended or behdifeeyent from what the perfumer expected — whigh i
quite regular (Calkin and Jellinek, 1994).

23 Thus, engagement in the doing helps to experiméifit passion; experimenting can be qualified:
Sennett (2008: 58) stresses that the “larger utatedsg of how to use what one knows” is superioa t
“brute imitation of procedure.” This is, even ma®, the case in perfumery where brute imitationsdoe
not meet the passionate intention of the perfucemot guarantee the full acceptance in the contynuni
of perfumers, and the wins of large competitivejgets. Thus, the introduction and implementation of
the GC/MS-technologies as well as the significasfcenatching” (Calkin and Jellinek, 1994: 12) hawee

be used intelligently in order to steer betweeno“tmuch teaching and the giving of too much
information” (Calkin and Jellinek, 1994: 11). Calkand Jellinek (1994: 12) stress that “Matching
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sensible knowledge in terms of a rich situatedness of ‘rearialat€i.e. not those that
are memorized) and the potentiality of just-in-time (and, oftest;gver-time) effects in
the creation of a scent.

To summarize, the decision to compose a particular fragranceo adtitit to
the set of fragrances for submission is depending on the approdoh érfumer. A
perfumer tries to read a brief from different angles in otdexome up with a range of
perfumes®?* The diverse approaches to a brief are necessary in order to enable
potential win of the competition. The crucial aspect is to read a brief so taibrsego
through evaluation and sales in order to receive positive feedback the client.
Perfumers often produce five to six different experimental eessbf a scent at this
stage. Thus, different decision-makers are involved which makeategtr planning
challenging. The coordination of the submission of fragrancesigsatfor a perfumer
since it determines the future involvement in a project. The jugdletween projects
and different fragrances describes the working environment of theps. Towards
the end of these sets of processes, the perfumer submitd pevtmtypes of fragrances

to evaluation so that a decision can be made on which to continue wowhaidare

presented to the client; this decision is shared with the account manager.

provides one of the best ways of learning perfunfery But too much matching can have a paralyzing
effect on the minds of aspiring perfumers. Thelk becoming creatively lazy and dependent, and eeith
their imaginations nor initiatives are allowed tmy. Today, however, much of the drudgery has been
taken out of matching by the use of gas chromapdgraallowing young perfumers to become familiar
with the composition of many of the great perfuméhin a comparatively short period of time.”

224 This has to be connected with an aspect thatetfemqer Cecile Krakower (in Perfumer and Flavorist,
2008b) speaks about when she characterizes diffenslerstandings of ‘lush’ or ‘fruity.” This perctégn

is, first, geographically uneven and, second, gabetween actors: perfumers amongst themselves migh
use common expressions (e.g. through the use dffispenaterials and molecules) to ‘stabilize a
connotation’ and allow an understanding of wharantmeans.
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5.3.4 Sensing a fragrance

In this part | explore the stage where fragrances aredeA$ter the initiation
of a project through a brief and the following initial formulatidre stage of ‘sensing a
fragrance’ is dominated by fragrances that compete with ether in order to win the
briefing competition. The epistemic object develops through the espeaatieraction
between the involved fragrance suppliers and the manufacturer. On tiharahethe
repetitive rounds of competition challenge the work of the creataentat each
supplier. Perfumers compete through their formulations in-house; ridates
particularly to the sensitive relation of the perfumer with thelwator. Similarly,
marketers are involved in representing fragrances and fragrameepts. Sales
represents the creative work in front of the client; additionallgjJuators advice on an
olfactive level. On the other hand, the perfume manufacturer isnconsly sensing
fragrances in order to figure out which fragrance is adeqt@ate continuing
participation in a project and alteration of a formula. Both brandagement and
fragrance development at the perfume manufacturer are involvedn&earfsagrance is
a significant interactive and communication-based step sincenpties multiple
iterations of getting back and forth. The competition between theistgp organized
and coordinated by the client; the client determines the activati a supplier from

‘off to ‘on.’ 2%°

2 The project work of fragrance suppliers is duritie competitive stage of bidding constantly
switching its status between ‘on’ and ‘off: a fragce that leaves the fragrance supplier deterntiregs
project is inactive (= ‘off’; the creative team i, at all, not working on it or only monitoring ¢h
processes at the client); when the clients comek tuathe supplier it becomes active again (= ‘ahg
creative team is actively working on it). Thus, ttreative work on a project is connected with ahhig
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Competing fragrances

The epistemic object exists in a multiplicity of olfactiversions at this point:
up to 50 different fragrances compete with each diffadowever, competition is
temporally structured by the manufacturer-supplier relationshig. |&t8 manufacturers
and suppliers connect in different, though related tasks. A coropebgtween the
fragrance suppliers takes place in a couple of rounds where ém chganizes the
competition; in the next paragraphs | examine how this affects the diffeactitioners
in their practices of knowing. During the repetitive rounds of comgpetithe creative
team is involved in idiosyncratic activities that are describetbw. The epistemic
object is reduced in number over time: fragrances are presentledyser and evaluated
by the manufacturers. Thus, the epistemic object meandersdmetive manufacturer
and the supplier multiple times and, ultimately, one fragrandewslits trajectory to
out-compete the others. In order to make ‘objective decisions,” fraggaace
repetitively investigated of how they perform. The overall pro¢akss a couple of
months (determined by the manufacturer and the amount of testathiapté is seen
as an ‘on-off process’ by the fragrance supplier (since motssure if a project will

come back after a submission) and a ‘decide-and-return process’ by the maarfact

degree of financial and organizational uncertafiiyterms of how to structure the work of membefrs o
the creative team).

226 The competitors are, however, not known betweerfrdigrance suppliers: scents are presented to the
manufacturers by house either at the supplier dh@tmanufacture, which depends on the fragrance
supplier. Fragrances develop their own trajectdiies where they start respectively. In additiorthe

50 fragrances that compete, numerous trials andrawmpnts of fragrances exist that are either cotalyle
dis-regarded or shelved in the fragrance librargroter to be potentially used in the future.

%27 Brand managers sense the presented scents. Hleysmiake sense of a fragrance by the simple,
though very complex and discursive, process of hiagcthe initial concept and the brief with each
presented fragrance. Sensing a fragrance leadi® textante anticipation of potential product coheee
and brand connectedness to the overall brand.(2008: 194) exemplifies this poignantly: “L’Oreg
ensured that the perfumer weaves in the same filan®&rand unity. You smell the links subtly but
distinctively, not as materials but as style, thieg olfactively finished in that instantly recogable
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The marketer: conference tables

The conference table, both at the manufacturer and the suppketeasning
place that is repetitively enacted and activated throughoutréla¢ivee process. At this
point, however, | focus on the marketer who creates with his unighei¢gies and
ways of representing interactive spaces of knowledge creatiorelassvknowledge
interaction (Livingstone, 2003). Here, | emphasize an ontologicallyerdift
materialization of scent: marketers make use of differemhdoof visual and verbal
presentations and representations. Marketers present and repragemicis through
words and visualizations at conference tables. In contrast to brandgement at the
perfume manufacturers, the marketer in a fragrance suppliesdscand develops
experiences with multiple brands (Falk, 2008).

The relevance of the marketer at a conference table ectedl in the practices
of knowing how she represents a scent: since brand managkngahg working based
on their visual and verbal skill-sets, the marketer translatésagrance into these
dimensions (see also Ewenstein and Whyte, 2009). Marketersigtdi in client
meetings during the stage of ‘sensing a fragrance’ in oaeepresent fragrances
conceptually. Thus, the marketer receives information from evaluatigreréumery
about a fragrance that has to be presefffderagrances are characterized in terms of

their relative and absolute characteristics. The relativeactexistics imply that the

matte, sleek, silver-gray Armani polish. An alumimgarapace, one part light to two parts dark, &ed t
perfumers manage to convey it in smell.” The brarahager works collaboratively during the stage of
sensing a brand: she often consults a fragranckiagea within his or her own company. Fragrance
evaluators usually work for multiple brands andvie interactive feedback both to the brand manager
and the fragrance supplier.

2284 need to smell [the fragrance] in order to maitchith the brief. | need to know if it's suppostxibe

a sparkling fragrance, is it full of light, is iadk, (...) is it intimate, is it bursting, whateveetfragrance

is doing so you follow what you are writing just b® sure that you write something that fits the
fragrance” (Senior Marketing Manager, August 2007).
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marketer situates the fragrance in the spectrum of all dnags per brand, per
geographical market, per fragrance family, or per competitaierms of similar brands
on a market (Symrise, 2008b; Edwards, 20689T.he absolute characteristics reflect the
idiosyncracies of the individual fragrance in terms of its attaristics such as
significant materials and stories around those materialsrémiey come from, what
they communicate). A traditional device to represent is the fiagrgyramid. The
setup of a fragrance through the visual representation in a perfume pyramidgiocens
but also the documentation and description of where the key ingredanésfrom (=
movies, pictures), the representation of the motivation and passionpdrtaener(s) to
submit a particular scent (= story), and arguments to embedieufzarfragrance into
the brand portfolio of the client (= comparison) are important elesrof the ways and
means to represent a fragrance based on narrations. These naasgiofsual and
verbal ways and means of constructing stories around the presezited (sagrances.
For instance, a focus of these narrations in recent years has been tbellsigrsground
materials, their histories and geographies, and their sigrefcan current perfumes.
Thus, raw materials are, ‘marketed’ according to their oeamagined geographical

heritage of where they come from and what contextualized bagjgagearry. In other

229 symrise (2008b) lists nine large fragrance families (iphalbetical order): chypre, citrus, floral,
floriental, fougére, fruity, green, oriental, andady; beyond this, fragrances are additionally ifjedl as
and situated in numerous sub-families or sub-categosuch as, for instance, ‘edible’ (including
impressions of chocolate, vanilla, caramel, coconuts, cream mild, pastry, and cinnamon) or ‘Spicy
(including piquant, savory or pungent spices such pepper, nutmeg, clove, and cardamom).
Accordingly, fragrances can be organized and desdron a chart, for instance; additional informafio
terms of creation date/launch date helps to trheksticcess of a fragrance, enables to produceidustt
fragrances with similar olfactive characteristiesid overall contributes to a historical organizatio
genealogies of fragranceBlower by Kenzo(for woman) contains a spicy floral fragrance thas
launched in 2000. Therewith, blind spots as weltraditional or well-frequented areas are represknt
However, different organizations of fragrances ifatimilies exist and Dove (2008: 70) lists six fraigre
families (three per gender) according to the haimensetup of a fragrance.
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words, materials are reinvented as interesting and competitive.h@kignabled an
increasing development towards trends in perfumes (see Turin and Sanchez, 2008).

Another solution to stand out in contrast to competitors is to find riagke
solutions for fragrances that do not follow the typical pyramithf@ome traditional as
well as historical perfumes intend to challenge the pyraowdids a lacking top note
or a star-shaped fragrance composition (thus, in the shape ahlaethbn; see the
perfumes by the niche brafidumiecki & Graef). Therewith, the marketer is enabled
to discuss the heterogeneity and contrast to more common-sensecheprad
perfumers. Within the creative team, marketing as a transi&tibie creative action of
the perfumer is both inspiring but also challenging the work of the fibbave the
feeling that, if marketing speaks about perfume, they are tatngt something else.
They have to make my perfume sexy and compatible for the bReff(mer; June
2007; translated from German by the author). At the same timeketimgy is
representing the relative and absolute position of a fragrancemamkat also in terms
of number-driven marketing that sets the presented fragrananiaxt with existing
markets. The contextualization of numbers and materials enhancéketti®ood of
winning a competition. Thus, against a ‘fluffy representation,” numbaersadded to
allow a convincing positioning strategy.

Marketers contribute with their texts, pictures, and other visualevbal
narrations and, therewith, accelerate how a fragrance commasatthe client. The
epistemic object receives additional information through the techicalygmediated
sayings of the marketer (Gherardi, 2006). The effectiveneghi®fmulti-sensorial

orchestration of the fragrance by the marketer is connected twotheesence of the
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submitted fragrance. This is due to the tendency that “with words you can coavaice
more than with what is in the bottle” (Perfumer, June 2007). Tlyggalinge is acting
upon the marketer and her informed talk and argumentation (Gherardi, 2006F204).
marketer is both a spokesperson for the perfumer and the fragraritmn,(Q886).
Thus, the interaction between the marketer, the fragrance, andrtivgppting other
members of a creative team in front of the client is as irapbes the experience of the
fragrance alone. Vice versa, brand managers are enabledognize the different
fragrances in a multi-sensorial way: they are not only depengbemt the fragrance by
itself but information is presented in a multi-sensorial way.

However, marketing is, as the name suggests, a ‘market radikitigline’ (cf.
Cochoy, 1998; Lury, 2004). The marketer is not just simply representiragiance
through multi-sensorial devices as it is; she is adding value @idchg the fragrance
for the client through her imaginations in words, gestures, and tonkyoéragrance
is the best choice to fulfill the requirements of a brand. Initkal sense, marketing is
the process of reinventing a fragrance as a marketable ligmstfit to be put on a
market (Callon et al., 2002). A crucial competence in order to vaiongetition is to
proof that the intentions and goals of a brand are understood: it isthbocadequate

representation of a fragrance in the context of the particular brand by the isupplie

The perfumer and the evaluator: the interaction desk
Creative space develops through the interactive work of evaluatibins
perfumers. What started during the initial formulation of a sdtagfrances continues

when perfumers coordinate the formulations through discussions witlvahe®r in
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order to re-submit altered fragrances. This happens on a fléxbis and is determined
by the urgency to formulate for a particular project. However,pthees where this
takes place also differ but, typically, the desk of the evaluatibregperfumer is such an
interaction place. Therefore, | will examine the ‘interaction desk’ afptbirst.

Thus, the evaluator criticizes the work and, depending on the individual
characteristics of the evaluator, shows directions in terms ottadter the creation in
a positive direction that enhances the uniqueness and competitivenlesssoérnt. An
example is the exaggeration of one ingredient in a compositionvéihea&r makes the
perfumer aware of the over-representation that might signifgdéet as ‘too niche.” A
second example is correlating an evolving scent to the spea#int:dbecause decision-
makers at the manufacturer might prefer scents with a signifirose accord, this
material should ideally be integrated in a fragrance. The perfurareasingly becomes
‘blind’ over the course of a project and does not know if a fragranedissas intended:
“when you work on things you lose your perspective” (Perfumer, April 2687)
Therefore, the FDM gives feedback. The analogy of the ewalaat a mirror of the
perfumer describes that work is actually intending to letfriagrance supplier benefit
from a collaborative interaction; at the same time, the ewaluatalso a guide who
gives advice to the perfumer how to change an existing formulthfobetter’ — where

‘the better exists only as an estimate and not as an objétprevement of the object.

#04\hen the business becomes more and more compiexneed experts. And | think also it's like
when you cook at home. For the cook, you know wymnhave your nose, cooking your meat the whole
day, you are no longer...you don't appreciate it. Yann't appreciate the dinner because you have
smelled it so much that, in fact, you are saturatedl because you are saturated, and you are mteh i
what you are doing, you cannot judge it. Maybedag after you made the dinner, because it's somgthi
you can cook in advance, it's much better the degr decause then you are like a baby, you areraeut
You can really judge. And in perfumery it is likeat. And very often in perfumery, could you tastarid

tell me, is there enough salt, pepper, is it strengugh or is that okay? You ask someone outside wh
has a fresh nose — because taste is nose, righb-€an judge it much better than you are. You héll
able to judge it, but the day after” (Head of Ewadilon, August 2007).
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However, perfumers are constantly urged to reconsider and challdvagehey have
learned because brands remain to be ambiguous and flexible (GratdHeed, 2006;
Burr, 2008). Especially at this point, the perfumer is guided byubgestions of the
evaluator who actively ‘reads the market’ by smelling scerasnfa brand and
comparing the smells to other braffdsThus, at this point the creation is emerging out
of negotiations between the perfumer and evaluator of what a brabdus and how
one brand differs from a similar one. This difference is asgridmh to artistic as well
as managerial and organizational discrepancies.

Against an over-socialization of the interactions between ewalaat perfumer,
a critical distance between these two functions exists. This distaneedssary in order
to allow the evaluator objectively to review scent submissions dtinmgompetitive
stage. Thus, evaluators have to stand back and smell scent subni@seompetition
independently from the name of the credfdhus, the work of a perfumer is, again,
dis-connected from the creator in order to assure a criticdandes. Furthermore, this
distance between the perfumer and the evaluator helps to alloveidenital
misinterpretations of a brief and the following formulation that pakytthat lead
towards unique developments. A misinterpretation potentially motinatesity. At the
same time, the critical distance implies risks of misundedstgs. There is a fine line
between a necessary and malicious relational distance bethegertfumer and the
evaluator: the outcome of relations that are too close or toaréaboth negative. For

instance, when evaluators and perfumers do not share the samoeatdd language

%1 The evaluator investigates the wider market adngrdo the olfactory characteristics while the
perfumer creates the scents and, only partiallynitocs the market. These competencies already
resurfaced when the evaluator and the perfumeiatadkit a brief.

%32 This is a particularly difficult task since goodatuators recognize the specific approaches of
perfumers over time. The knowledge of the idiosgi@sin creating can potentially subjectify deaisio
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because they work in different fine fragrance studios, physidaindis has the potential
to increase misunderstandings for the wétse.

A perfumer learns about the preferences of specific manugastand brands
through work over time. Similarly, perfumers also learn aboutptieéerences of an
evaluator and vice versa. While both functions are participants cféhdve team that
formulate in order to win a competition, learning also takes plaweeba the perfumer
and evaluator in terms of the preferences, work approaches, and tagabfli
Negotiations create and open up the ways and directions that anfragiakes: it is
either about another round of reformulations of the perfumer at tkeodé@sthe lab, or
it is about the submission of the reconfigured fragrance to the client. Whahésltaand
experienced at the desk of the evaluator or the perfumer is tavéated sensitivity”
(Ewenstein and Whyte, 2007: 701) how to speak about a fragrance and Heav to a

accordingly. Sensible knowledge is shared in different rounds of talking.

23| present such a misunderstanding below that basia with differences in conceptualizing,
understanding, and approaching ideas about a sthi#. misunderstanding emerges out of differing
geographical characterizations. The perfumer Cdtikower (in Perfumer and Flavorist, 2008b: 29)
mentions the personalized character of vocabulfsgents that has to be abstracted from the spitgifi
of the individual and decoded in order to undeistiés meaning. However, she describes this tendency
a geographical context: “American evaluators waag#l for fruity notes, which Krakower interpreted in
her European way as peach, which in turn had ngttirdo with the US understanding of the concept.
Through trial and error, she was able to interpegtcolleagues’ requests. “Now | know it [‘fruityjeeds

to be luscious, mouthwatering™ (Perfumer and Flstp 2008b: 29). The same verbal descriptions were
used but connected with different olfactive expaees. A similar example is given by Pybus (2006b:
140). Thus, even with an open direction of how tanifest a scent as fruity, the interpretation af th
word, characterization, and implementation of frdidr a scent leaves space for creativity.

#4430, you know they all have their talents and itise, just like with our customers, the more yaarkv
with them, the better you know them, the better goonmunicate with them (Head of Evaluation, August
2007).
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The perfumer: the association desk

The desk materializes yet again as a learning placegitine stage where
fragrances compete with each other. At this point, | emphasizelthef the desk for
association and call it the ‘association desk.” The desk has beenbedsas an
inspirational place where the perfumer gets inspired and wherafte tst formulate
either through the technological support of the computer or sheets af paphis
stage, the association desk is characterized as an enviromvherd bottles with
fragrance samples and blotters/touches populate the working spaceivotiual
perfumers; these material objects have been described ascamgnihediums for the
reading of a scent, particularly at this stage (Calkin arichdlel 1994; Turin, 2006;
Burr, 2008). Thus, the sensibility of the perfumer and his abilityetmgnize the
fragrance samples is dependent on these carriers and cont#irfeagrances. The
knowing practice that develops together with and out of these instruments is theepracti
of smelling and comparing. In this context, comparing scents with @der but also
with the idea of what the fragrance was intended to look like are important.

Blotters matter because “different kinds of molecules ar@rigathe strip at
different rates, small ones bailing out early, large lumbering staying out until you
finally trash the strip” (Turin, 2006: 36). Thus, fragrances are coedpaith each other
through blotters on trees and evaluated by the perfumer accardeghhical standards
(Turin, 2006)>*® Sensible knowledge of the perfumer is constructed out of these objects
and how they change over time. The perfumer starts an infocmeversation with a

fragrance since the fragrances are talking about themsétegsare changing over the

2> Towards the end of a project (in stage 4 andrajjrénces are also tested on the human body im orde
to learn from the perfumed skin instead of blottargottles.
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course of time depending on the mixture. An important factor in dmgersation with
a fragrance is the temporal aspect of how a fragrance altergime: while marketers
work with fragrance pyramids in order to explain the change @grdnce according to
its major constituents, blotters represent this for the perfurnethdfmore, blotters are
the surfaces where the perfumer understands effects of re-ftionslaand re-
organizations of a fragrance (Knorr Cetina, 1999). Perfumers comk tmac
formulations on a regular basis in order to smell the re-formulated scents entiies.
The workday of a perfumer is organized by project deadlines ofissiloms.
Submissions during the first rounds of competition let the perfumer geattem
according to the projects by themselves based upon the creativeampdinancial
output, the relevance of the brand and client for the supplier, and the angmuf a
project for the work portfolio of the perfum&f. The latter aspect of the ‘importance of
a project’ has different connotations and facets (recognition gnaateon-building
within the supplier but also in the community of perfumers). Idedhgre is an
adequate ratio between less challenging work on big projectssversative work for
niche manufacturers. Core lists are formal agreements fihatr retrong ties between
the manufacturer and supplier; creative work that takes placenwtitlei fragrance
supplier characterizes weak ties between the perfumer abhdathe (Grabher and Ibert,
2006). Thus, the knowing practices of smelling and comparing avestrlsctured by

the work of a perfumer on multiple projects.

23 A perfumer who already worked successfully forarkl might understand the brand equities and the
intentions of the brand managers better: the identf the manufacturer is clearer and connections
brand managers persist over time.
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The perfumers: the cooperation desk

The perfumer’s office and desk becomes a learning place foba@la/e work
on formulations. Therefore, the aspect of collaboration is stredsedigh the
examination of the cooperation desk. Collaboration should be charagterites form
of the interaction of the perfumer with other peers at this pbimiefly introduced to
this facet above. The impression that perfumers are sole creates is challenged:
perfumers, as recent launches and top sellers on the perfurket dacument, are
active and creative with others (also in Berthoud et al., 2007). In ¢ec@taboration
is an interesting facet for two reasons: first, the work ofruper is characterized by
the individualized understanding of materials and approach to formukxtend the
work of the perfumer is mostly guided by ideas of competitionpfojects (cf. the
above description and Burr, 2008). While perfumers compete with eachtmther a
fragrance brief, collaboration with perfumers is, at the same, ta necessity and
occurring on a regular basis. Two arguments are presented #taibbdecollaboration
and show why collaboration and competition can co-exist. First, sncse, there is a
strong loyalty towards the employer that is benefitting fromnwmg a brief no matter
which perfumer created the fragrance. Second, the benevolent sickative work is
that no pre-existing better or worse solution for a problem efastSennett’s analogy,
2008: 250): perfumers cannot anticipate a ‘better’ formulation ex-dfbeone has got
the right or wrong creation” (Head of Evaluation, August 2007). Thédrew
collaboration has a connotation that it is not harming the sod@aionships of the

perfumers amongst each other. Fine fragrance studios typibalige 8-10 fine
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fragrance perfumers depending on the size of the supplier aneéléwance of the
market(s) that the studio is covering. Collaboration is informal and strategi

First, informal collaboration is trained from the beginning tie; ¢ollaboration
of the young perfumer with the mentor serves as an example. &rfoeners are often
located door-to-door in a fine fragrance studio, a perfumer is enablstbp by the
office of one of the peers. Informal knowledgeable talk has @kem characterized as
significant (Calkin and Jellinek, 1994}’ However, communication and mutual
understanding takes place for the manufacturing of a fragranedh@eliscussion in
Amin and Roberts, 2008a, 2008b). Communication with peers is not an instruorental
instrumentalized activity to ask for help but serves as a nigaiakercise or for the
exchange of thoughts, ideas, and understandings of diéiftsus, perfumers learn to
revisit and talk about specific materials and materializatibngugh the interaction
with other peers so that their sensible knowledge is nuanced andrededl over time.
Furthermore, perfumers experience specific materials andriadatin compositions
differently and are enabled to use a language that is commonlystowter The
diversity and depth of the used language is often depending upon theuprevi
collaborative work. The richness and depth of language, both for strategvell as
informal collaboration, connects perfumers in unique ways. Thus, the persiaige
to talk and be understood. Comparing a material or composition wiffeeedt one is

an example of how knowledgeable talk organizes and increases mudeastanding.

#37 calkin and Jellinek (1994: 28) mention “sophistézhand differentiated vocabularies to describe (...)
small differences in odor between similar productéus, collaborative activities do not only chalgge
these vocabularies, they also recreate passion.

ZBuwar stories” are ascribed to reproduce knowleiyéhe case of Xerox technicians, for instance
(Brown and Duguid, 1991; Orr, 1996), or in partanly problematic and difficult cases (Lave and
Wenger's reference to midwives, 1991: 108-109).
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In addition, participating perfumers learn from the sensibilibésheir colleagues
because every perfumer recognizes and relates to a reatdralynthetic raw material
differently. The perfumer talks to colleagues on an iterativedmilar basis. Qualities
of this collaborative interaction are, for example, based on suggest regard to the
overall composition, the composition in comparison to the brief, and thpasaion as
far as its structure and complexity is concerned. Towards rideoé a project, a
perfumer becomes increasingly ‘blind’ so that she asks forivedg@edback on which
steps to take and how to change a formulation. The interactioneld basad-hoc ideas
of the perfumer. The co-location enables quick visits. Sensible knowieddpared at
the cooperation desk.

Second, collaboration is strategic. Increasingly two or thref@rmers create a
fragrance (Berthoud et al., 2007). This is, in parts, a marketingi®olto cast
perfumers as stars within the industry but also co-determineslbg managers or by
the client (Perfumer and Flavorist, 2008a). In the case of tihefaxdurers’ preference
to work with specific perfumers, previous links to those perfumelaterdo the
connectedness that extends individual projects and the communality songler
networks (Grabher, 2004a). The interactions are maintained with gudiedrom the
same company at the same or from a different fine fragrstacko. Creative action is
often geographically distributed. These interactions are rathed lmas strategic work:
thus, collaboration with a particular perfumer on a project isniitieally chosen.
Perfumer collaboration is highly selective and depending upon her dodlvi
recognition and appreciation how a perfumer formulates. At the same,

collaboration requires a clear documentation of participation in agtrajeorder not to
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harm relationships, computer software documents the impact and invalvefreach
perfumer per project®® In an interview with the fine fragrance perfumer Thierry
Wasser (the new ‘*house perfumer’ of Guerlain), Berthoud et al. (2007) point out that
“Today, we don’t always work alone. Perfumes launched on the market are
often developed by two, even three perfumers. There is alwayslkatspstart
off with. That only comes from one person. Sometimes, it is eskéntiork
with two or three to finish the story.”
The project work of perfumers shows a three-partite differemtiaiccording to
particular collaborative practices. It is based on the knowlguigetices of talking,
building, and reading scents. First, collaboration is based on the mutletstanding
of how communication about scents is organized. Perfumers ‘talknél be¢ore they
start to work. This talk about the potentials of the scent sittlagesmerging fragrance
within the landscape of already existing work on the brandedendtknecessitates a
similar background in terms of characterizing notes, accords, and gogpizem to
other contexts. At the same time, in order to enhance the outcotine odllaborative
work and the collaboration itself, it is beneficial both for the devetyrof a scent and
the learning experience of the involved perfumers that perfumersw'Kdifferent
things™ (Gertler, 2008: 208). While Gertler recurs on the diffestotks of knowledge
that the participating economic actors have and bring into thedboohtion, a perfumer
phrases the sensible difference of understanding a materihleifollowing way:
“[perfumers] have different sensibilities for components in aréace” (Senior
Perfumer, April 2008; translation from German by the author). Thiereifce in

sensual recognition is another example for the differencexpérience by sensory

29 This is a solution in order to guarantee adequexteuneration and participation in the financialutes
of a successful launch.
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bodies (Knorr Cetina, 1999). Thus, through these differences in trainedlsensi
knowledge, the developing fragrance grows. Perfumers contribute toahdifierent
aspects out of the emerging scent. Overall, collaboration is enhdmmoedh a similar
educational experience, for instance at ISIPCA, and the etaboraf olfactive
language there (see also Gertler, 2008%econd, collaboration demands a technical
understanding of the approach how perfumers work and constructatmirlas. This

is meant by the emphasis of ‘building a scent;’ different schafaiisought (see above;
see also Calkin and Jellinek, 1994; Burr, 2008) how to formulate hesadglbeen
mentioned. Fragrances from multiple perfumers benefit from theret likeability of
specific materials. Third, for collaborative work of colleagueat thave not been
working together, the practice of ‘reading a scent’ and reldtittga specific perfumer
becomes important in order to better understand where the perfuc@nisg from;
this, in addition to talking with colleagues, is of particulapartance when work takes
place across distance. Based on the previous or recurring cdilabama projects, the
strengths and weaknesses of colleagues become clearer for thedmetitener. This
contributes to the readability of perfumers amongst each other and leadaloreative
networks within the company. At the same time, it increaseschia@ce to win a
competition. Sensible knowledge is not necessarily dependent on thenpesf desk
but develops through mobility. Perfumers become unbound from their tradivonial
environment and are mobilized through the implementation and use of techridéug

dimensions of collaboration with other perfumers are opening up withoaftichions.

240 Thjs relates to Gertler's (2008: 210) descriptibat “If they [in this case perfumers] have studid
the same university, their affinity is likely to Bven stronger. Finally, if they happen to havenbee
classmates, the commonalities between them ailg tikdve stronger still.”
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With the independence from the former olfactory organ and the focusrmailétion,

perfumers have become less bound to a specific location. Whilmdime important
that perfumers recursively go back to materials and formulaigirializations and
creations on a regular basis, they are much weaker linked totieulaarplace and
enabled to be mobile. Fragrance formulations travel easily to tmerfragrance
studios throughout the world. Fragrances switch their materiadity & written formula
on paper or on a screen to a substance and back in a heartbeabnBladieative

spaces and spatialities (the organ, the laboratory) are imglashallenged and
altering their significance because of technological and smmaomic changes in

terms of the required skills of perfumers and their collaboration.

The creative team: Open bars

Architectural interior design is in itself a basic pre-candiand an enhancer of
practices of knowing. The micro-geography signifies interactpaces of how and
where fragrances are created, discussed, and changed (Ewenstihyaed?2009). In
addition, the presented example of architectural design in whaiskequently call an
‘open bar’ contributes to the knowledge interaction in sensible pradfckisowing.
Architectural design creates and affects the knowing pradiewgeen the members of
the creative team positively. The aspect of the openness of g,HQasti like in the
regularly known case of a pub, related to the availabilitypats for interaction. Thus,
open bars delineate inspirational spaces and become learning fdadége either
coincidental or planned interaction between members of the creasive (Perfumer

and Flavorist, 2007b); bars are places where collaborative smellisgussing, and
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suggesting is done. This enhances the collaborative work withimeghgve team since
the participants — even when not all four members are presentn-aleaut the work
requirements of the others.

Interior design of a fine fragrance studio goes beyond the absotatton of a
studio in Mid-Town Manhattan or Tribeca, for example, and coversirttegior
organization of a fragrance studio, which often contributes to orcreestnatvledge
interaction in learning place$? In fact, a fine fragrance studio regularly materializes as
an overall learning place; however, at this point | focus on acpkati space of
knowledge interaction for the creative exchange of ideas. | sunmemmiz learning
place as an ‘open b&”? The mentioned studio in Tribeca is designed as a perfume bar
to eliminate traditional office space (see. Fig. 5.5).

Instead, it has a single counter and incorporates “multiple open spaites,
allowing perfumers to interact and exchange ideas” (Perfumeéflamdrist, 2007b: 32).
While the interior design and setup differs significantly betwberfragrance suppliers,
the general intention to enable spaces for potential interactienusring per company.
Aside from the corporate philosophy and branding strategy that @recated in the
setup of the mentioned fragrance bar, immediate interaction amth@@tion between

the creative team can take place (“tweak formulas in imal which can be sent to the

241 will later on mention that fine fragrance stusliare often situated in particular parts of a tikg
Paris or New York City. The neighborhood TribecaNew York, for instance, is described as an
“inspirational space” (Perfumer and Flavorist, 200@nd qualified as “a perfect fit. Set amid a aitir
community of artists, architects and designerss tlkclusive neighborhood provides the dynamic
environment necessary for innovative fragrancegiégiPerfumer and Flavorist, 2007b: 32). In additio
to the aspects of design that is informed by thenition to create studios that appear modern aalj ao
functional logic is often implemented in the arebiure that is guided by technical requirements for
adequate ventilation (so that strong odors cannmgrate into other offices, for instance) and work
environments of the olfactively-trained, in partamu

242 pctually, the studio resembles in its appearareebar where the customer orders a drink, for
instance.
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lab, located downstairs;” Perfumer and Flavorist, 2007b: 33). Thus, thettalypia
this case located downstairs, as another learning place materializes as Isecesaary.
Also the customer can engage at the bar or in one of the adjacens that are

organized through openness (openness highlighted through the extensive use of

particular materials such as glass).

Fig. 5.5 The fragrance bar at the fine fragrance studilbashin New York City
(accessed through http://www.jankorasic.com/ on July 18, 2009)
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The organization of corporate space contributes to the constitution wirighon action
that is targeting cross-functional talk within the creative te&@uch spaces of
interaction are organizational solutions to serve as a meetingfpothe creative team.
Open bars are meeting points that are unbound from separate ard roose that
were uni-directional and -intentional in their constitution and closed froim
coincidental walk by-traffic. These spaces are at the @adsrof employees’ paths so
that quick meetings and talks can take place, even with coincidental strohermulti-
functional, open, and pervasive spaces are, actually, aestheticidegr@moted to
contribute to enhance the exchange of creative ideas between thednmalestioners.
Talk at the bar targets the actual project and the actuahfregs but also experiences
and stories from past projeéfS.Furthermore, bars represent facets of the industry that
stand for discourse and communication in contrast to caution and secretiveness.

For the shape of a fragrance the architectural setup andhdesiers. The
management and service logic (see above; Grabher, 2004a) also petivades
architectural setup and design of a fine fragrance studio: opsrebemplify that the
setup is intended to enhance intra-corporate exchange as well aserstlpgit
interaction. Examples in this respect are ‘showrooms, whereifgpdragrance
compositions are presented to the client. These showrooms araletterated, set up,
and managed by marketing. For instance, the goal of the four imbeada“citrus
showrooms” is to “let clients experience the extraordinarysiknow-how (...) [in]

special ‘experience rooms’ where clients are recognizingithes world of Symrise

243«gtories” are characterized and described asVislid'Stories emulate experience. They do not, for
example, reduce experience to abstract rules tugigns. Though they are often rudimentary araifo
upon essential parts of the events without muchrcefpr suspense or poetic refinement, they keegeso
part of the experiential context in the picture’n@¢r Cetina, 1999: 106).
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(Symrise, 2009: 31; translation by the author). These rooms serve batinategic as

well as creative meetings as inspirational spaces aroundatirarit theme of citrus. In
addition, the relevance of open bars for the client has also an ogecgtaphical

aspect: clients in the United States, for instance, seegiiécance of a fragrance also
by its representation (the fragrance supplier needs to daiveexy product’), while

other clients on the European market stress the functionalityuaitpieness of a
fragrance. Accordingly, open bars as showrooms and architectprabeatations for
creativity become more central in the United States versus Europe.

Open bars are particularly important during the stage of seasfragrance where a
project still has to be won, which demands more interaction than peth@us or later

stages. They are examples of ambient spaces for the developingefragrance; they
exemplify that architectural design is an enhancer of pesctaf knowing where

interaction is strategic as well as coincidental.

Perfume manufacturer and fragrance supplier: market tests

| described above that market tests of fragrances have beooongaaizational
necessity for mass brands and an integral part for the develomhéhe epistemic
object; in this paragraph | elaborate on this in further défailThe involved
practitioners perform practices that are abstracting, reaognizand comparing
fragrances based on their numerical performances (see Lury, 200#stéorce). Thus,

market tests serve as a “seeing device” (Knorr Cetina, 1999: 114ramrdsimulation

244 Green (1991) describes that in the 1960s largenmzeutical companies with little or no knowledge
about the industry started to take over compafesiently, perfumes and related fragranced gooss ha
to pass many tests at different points during thewrelopment until they are market-launched.
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environment that informs action (Baudrillard, 1996). The researcigngisant for the
reading of a fragrance and its hypothetical performance, forstadeing the market in
terms of the reactions of target consumers through quantitatstiss, and for
separating effective creations from non-effective ones (gethé relevance in general:
Lury, 2004; Lorenzen and Fredriksen, 2088)in addition, tests are representatives for
a spatial separation of creative work from the environmentsmailffirm (the fragrance
library, the desk, and the laboratory) and stand for a fragrancerbatinters a test
without the supportive contribution of the creative team (e.g. matRetMarket tests
are argued to be mechanisms to reduce the inherent finaskiafdaunching a new
perfume; furthermore, they are performed so that creative pensmeaves answers to
the question in which direction a scent can potentially be dltefiene tests differ in
terms of their number, participating fragrances, points in time sggnificance of a test
for the overall development of a perfume. The relevance of tha#segacis dependent
upon the valuation of a test for a brand and the self-definedisggmit to work with
‘well-tested’ fragrances. Both manufacturers and suppliersomerimarket tests for
which they usually contract specific service companies; intiadgdiconsumer and
market research specialists are inside the manufacturersagnanice suppliers in order
to process the submitted information. The supplier and the manufdeawesdifferent
amounts of scents at hand — the supplier only tests the own fragn@ati®ns, the
manufacturer tests at certain points between a few scentthefroore, different

information is received from the tests that depend on the gesedrtad of a study and

25 Lury (2004: 24) emphasizes that the developmentcafisumer tests is an outcome of the
implementation of “economic, social and psychogmptiemographics to map the target market.”
However, the fragrances that are created are rahgbes of ‘good work’ but of work that is effective
since it is reaching its intended goal (cf. Senrig08).
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the submitted results that are extracted and used thereupon. Ehellytention of the
tests differ: fragrance supplier want to make sure that consuiikera fragrance (=
tests as consumer development tools) while manufacturers wantkt suee that a
fragrance fits within the overall product concept.

Fragrance suppliers invest significant amounts of money into catargitand
gualitative market research in focus groups (eg Catterall acthMa, 2006, also Gobe,
2007). This documents the intention to win a competition in the short emdjehe
interest in a better understanding of the final customer on a progiymbduct basis in
a medium range. Moreover, it reflects the important point of thessary flexibility of
the epistemic object. In general, a shift of responsibilties taken place over the last
few years in that fragrance suppliers take a more pro-adigen their work for major
clients?*® Fragrance suppliers are increasing their involvement in mankiet@sumer

testing activities in order to understand and make sense of the final consumers.

246 pdditional long-term value comes from the intentito connect consumers with brands through the
vehicle of fragrances and the emotions that thekevThus, in contrast to the manufacturer who has
interest in understanding which fragrance workg @sthe targeted consumer of a particular branded
product, suppliers are interested in how the famdsumer relates to accords. Falk (2007a), Gob@r{20
Perfumer and Flavorist (2007d), and Time MagazR@07) describe long-term market and consumer
research in a fragrance supplier. Gobe (2007: #pJams that one of the key suppliers “chart[s] the
emotional profile of the fragrances” based on éalalatabase with emotional responses of consumers
from over 30 countries to almost 5,000 scent inigrgd and fragrances (also Time Magazine, 2007. Th
goal of this internal proprietary database calleg@rSEmotions (Perfumer and Flavorist, 2007d) is to
“create fragrances that will leave an indelible knan consumers and brands that will have sustditabi

in the marketplace” (Gobe, 2007: 49). Thus, the &igpliers have integrated “emotionally driven
discovery techniques” which are “used as a wayetetbp fragrances for its clients that has now bexo

a source of inspiration for major fragrance braadswell” (Gobe, 2007: 45). Suppliers do not only
increasingly share branding efforts but they backp and intertwine it with ‘scientific evidencef o
emotional research on consumers (see also Falkfa2@erfumer and Flavorist, 2007d). Fragrance
suppliers become pro-active in emotional brandirtgus, 2.0-perfumes do not only smell pleasanty thei
fragrance is an intelligent connector between tiressamer and the brand. Scents are decoded in torder
be instrumentalized and purposefully put to workréupon (Falk, 2007a; Lindstrom, 2005). Finallye th
intentions behind this emotional research are ndt to secure short- and long-term collaborativedi
with manufacturers (Perfumer and Flavorist, 200Bdj},to develop forecasting skills of the perforizan

of accords and fragrances per geographical masketedl as to stay competitive and independent from
increasingly fewer large clients. The expensiveeaesh is restricted to the largest suppliers, bayt
show a direction of how scents become smart anehfiatly drive perfumer’s action in formulating.
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Overall, the further a fragrance moves within a competitionhityieer is the likelihood
of being tested by a supplier and the more urgent is a goagsedt for the survival of
a scent?’ Testing is typically related to abstracted test environmantsli5 sites (for a
market such as the US) and results are based on regionallyedamgdarch “to ensure
the results are nationally representative” (Customer Resddactager, September
2007). Complexity increases with the number of markets that a pesuintarget.
Scents run through an average of 4-5 tests within a fragranceesuppt the amount
can vary between 0 and 25 tests. Additional telephone or online tests@o®nducted.
Typical moments to perform market tests by a supplier withirstage of ‘sensing a
fragrance’ are those “when the creative team needs consuntadketo focus
resources and guide development next steps, and when the fragrandssismbm

decision is needed” (Customer Research Manager, September 20073tagkeof

247 However, three reflections are discussed in #ggrd. First, the intended goal of reducing unaesta
and making products successful through a more adegaflection of the market can not explain tlog fl
rates which are, like in other cultural industribgjh (Kaiser, 2008; Lorenzen and Frederiksen, 2008
Second, market and consumer tests represent logi¢eeir own. Brand managers rarely approach the
risk of arguing for a perfume without having relevaumbers at hand. Thus, the tests actually enable
brand managers and other decision-makers to vigualiproduct for a market (see Callon and Munieza,
2005; Munieza et al., 2007). Tests are solutionsdigcriminate between fragrances. Third, the
understanding of what perfumery is and what thgrface industry is about clashes at the example of
market and consumer tests. The business practiogadfet and consumer tests is not without criticism
from the inside. The tendency to use market andwwoer research in order to make perfumes more
successful — i.e. to make fragrances work (Bur@8@50) — is criticized by perfumers-as-artistsug,

the understanding of perfumery as “business” ot ‘elashes at the example of these tests. Firsin-Je
Claude Ellena, currently the house perfumer of Hernargues that “market testing is the best way to
repeat or copy perfumes consumers already know] [@midto create” (Thomas, 2007: 162). Christophe
Laudamiel, senior perfumer at IFF (Berthoud et 2007; Burr, 2008), mentions that tests guide the
creation of the perfumer: “The perfume is conceiwgd at least, guided by external and essentially
calculated criteria. The data dictates the perfende’sign” (in Berthoud et al., 2007: 103). Laudartire
Berthoud et al., 2007: 103) presents some thoubhtsthe perfumer will think about when she creates
perfume: “Does it please 60% of a given populatiba country or of a continent? Does it diffuse for
hours on skin or fabric? Does it diffuse in a shdBoes it remain stable in a soap? Does it mask an
unpleasant odor?” These quotes represent the &rbggveen different agents — the marketer vetses t
perfumer, for instance — and the work that numblergor scents: they dictate what is possible andtwh
not. Consumer feedback and potential sales perfwes counter the heterogeneity of scents.
Courageous niche houses can be distinguished frore orthodox mass-market brands in this regard.
Thus, creativity wanders from the thoughts, harats] sensual perceptions of the perfumer to the
simulated reality in a market test.
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‘sensing a fragrance’ sees recurring tests with threerngaals: “screen a large set of
fragrances down to a smaller, higher-potential set of fragrarfg@eyide feedback for
modifications,” and to “select fragrance(s) for submission” (CustorResearch
Manager, September 2007). Thus, tests lead to a reduction of thertwiant of
presented fragrances per house and, through the tests of théachaeu, of all
fragrance suppliers. They are manufacturing devices that redumsplexity (Knorr
Cetina, 1999).

Manufacturers run tests in order to compare submissions from ediffer
suppliers. The manufacturer's goal of market tests is to etisare¢he brand fits well
with the scent?® Market tests are examples of how and where a scent is theorie
brand: through the statistical correlation the ultimate matslibbsequently extrapolated.
Thus, in contrast to the fragrance supplier and their interest in censageptance, the
manufacturer wants to make sure that a fragrance works for a concept.

The competition between fragrances is organized through theermsf
statistical methods and calculations (Callon et al., 2002; Callon amdek&, 2005).
Tests are significant towards the end of a project for twansadirst, they are crucial
because the direction of how a fragrance is shaped in its becoamnge determined.
Thus, it is determined which fragrance and where a fragrancee#ed both in
organizational and geographical terms. A fragrance is discriednatcording to the
statistical results that hypothetical consumers create. dfregitests are ideal examples
for the mobilization of the epistemic object to make it competitdeents and scent

performances are calculated and translated into numericabaimts (Lury, 2004,

28 This technique shows that, in the end, both manufars and suppliers have in the targeted and
idealized consumer the same denominator to whiep share their loyalties.
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Callon and Munieza, 2005). Second, test results create confidenceganteatative
power for the manufacturer. The numbers per fragrance do not dieoigions by
themselves but knowledgeable personnel such as customer resedrshles make
informed decisions.

Market tests are intermediaries that are materialhémselves but that allow
effective action upon fragrances (Gherardi, 2006). What do marketitesisregard to
action and the work of practitioners? Market tests serve asaanpée to approach the
concepts of power and trust (Gherardi, 2006). First, in terms of pother,
argumentation often goes that if a perfume underperforms on tHeetnthe brand
manager is not to blame: “if it's a flop it's not my fau(tiead of Evaluation, August,
2007). This is an example how powerful a market test can becomedoiirtieant logic
is that of the belief of brand managers in tests. Brand manageesand more depend
on the security that rests in market tests. A heterodox ofgallef this logic is the
sensible knowledge of the experienced brand manager that speaks against testarke

“l was obliged to fight a lot against my boss. But | had tledirfg it wasn't a

good point to take the best one [i.e., the fragrance that testedtbattehe one

she preferred; BK] but to take the other one with more riska#t a question of
feeling, to be convinced. Like my boss said: we have to be convinced first and

have the proof after” (Fragrance Developer, June 2007).

Thus, in this case the individual is managing and deciding on aadesrsd sensible
basis. Ex-post, she faces the applause or the criticism based tlwpomarket

performance of a perfumer; however, market tests are exauttalenot only numbers
speak in order to let managers make decisions but individual feetidggués to decide

against a test are significant as well. This shows that iexjged brand managers are

also working with sensible knowledge.
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Market tests create and disseminate narratives on theiowsvrtime and affect
the way of how scents are formulated. They create ‘realttias brand managers can
work with: this scent performs well, this scent does not; thegeriexces are
memorized through talk (Orr, 1996; Knorr Cetina, 1999; Brown and Duguid, 2001).
Similarly, the creative action of the perfumer is informednirket tests. Essentially,
markets tests are devices that also inform the creativeoagprof a perfumer and
determine the aspect of passion for creation. All perfumersizedl the malicious
effects of tests for their creativeness. This is becauseest® reduce the creativity of
the perfumer and make her a puppet of tests. Passion is streamlmedntrast to an
over-emphasis of passion for creation, the perfumer is urged ueeinfassion in
different degrees depending on the work she is involved in. Thus,iémtadion along
general socio-economic trends as well as market researelmdets that specific
materials and materializations cluster in time and co-chéter the olfactory creativity
of the perfumer. For example, the current market is chaizedeby the influence of
cereals in perfume (“basmati rice on the boil”; Turin and SancBe09: 8). This
contributes to the tendency that perfumes are re-created asnatoral and eco-
sensitive. However, such trends also guide perfumers what and hosate. dhe self-
determined creativity is contrasted by industrial logics.

Second, for the study of ‘trust,” some of the ‘created redlititesn fragrance
tests are historicized to become mass-market specifibstiva ‘truth,” once detected,
created, communicated, and learned is trained across generatioastibtfopers. This
also affects perfumers and the creative team more ggnehall effect of this is the

streamlining of creation. Market and consumer tests do not simglyste that an
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automatic alteration of a fragrance follows: they infiltrated inform the practices of
the creative team. Thus, tests also alter the social apptoak in a product. Tests
imply the potentiality that they are read differently — thegd to specific knowing
approaches of perfumers per project. Fragrance suppliers read test cesults, for
instance, why submissions have or have not been successful. Thislesmented in
future creations: according to the used materials in a fregram the structural
organization of the top, heart, and base, particular setups of anfragiee approached
or avoided. Certain ‘truths’ recur and affect the ways and meah®wfperfumers
choose materials for a fragrance. Second, market tests mptesg professionals
understand and represent geographical spaces: it is about the castonazscents for
particular consumer markets through a technique of creative bergchghand the
exploratory addition of particular fragrances to the set of existing sceatisrand.
Thus, the epistemic object is urged to leave particular leaptaogs within the
boundaries of the fragrance supplier or the manufacturer in ordertastee. During
the competition of fragrances, the epistemic object does not develop ayadiicular
learning place and a singular testing site but it depends oroligity and mobilization.
The epistemic object is mobilized from the corporate contextseomanufacturer and
supplier and tested in order to inform the relevant decision-makech creations are
likely to be successful. It comes back to receive inforrakeration based upon the
statistical performance and how involved practitioners evaluate the partiest results
that it produced in different consumer environments. The overall mas@anch gives
general feedback and potential directions at different poinisie1 At the same time, it

is often the final decision of the brand manager in what direction a scent moves.
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Perfume manufacturer and fragrance supplier: the neighborhood

Especially during the later stages of a fragrance competifi@guent
interactions between brand managers and the creative team bledesnad enhanced
through organized slack (Lash and Urry, 1994; Grabher, 2004b). Thisof@®m
interaction in spatial proximity within the neighborhood: this concéptiaracteristic
of network communality, prevalent in the software industry (Grabher, 2GD0b;
Grabher and Ibert, 2006), is also en vogue at this stage. Howevereaben to
emphasize the role and relevance of this socio-spatial metaphabh@, 2004b:
115/116) lies also in the specific materiality of the cultural prodihis paragraph
describes the geographical setting of where fragrance suppliers deglloca

The main argument behind the location in a particular geographical
neighborhood is that of easy access and accessibility of individeiaisclA number of
fragrance suppliers and manufacturers are co-located in New YidrlParis and this
guarantees the quick availability of personnel and matéfidlowards the end of a
project, geographical proximity between the fragrance suppliertlaacclient gains
importance. Frequent interaction at a short notice is preferrethébyglients of the
fragrance suppliers: while creative processes for consurndugs are taking place in
New Jersey or the ‘Cosmetic Valley’ (Berthoud et al., 200f§ work on fine
fragrances is done in proximity to the headquarters of the nauatdes. The quick and
easy access and accessibility is also stressed by é#ativer materialization and

materiality of fragrances that let suppliers co-locateproximity to their clients.

%9 Fine fragrance studios are usually located in Midt Manhatten or the f6arrondissement in Paris.
These areas in both cities show high densitied| dfagrance suppliers. While the manufacturingnpga

to produce fragrances according to fragrance faasalre usually further away (New Jersey or the so-
called Cosmetic Valleynear Paris; cf. Scott, 2000a; Ansel in Berthou@dlgt2007), formulation takes
place in proximity to the clients based on the dagfi quick interaction.
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Geographic proximity is backed by the necessity of interadboexplain as well as
discuss fragrant submissions on an ad-hoc basis: scents anatqudsg the supplier
and altered based on face-to-face interactions where the bamaber, (parts of) the
creative team, and the fragrances are co-present. The diffeod@$sions comment and
contribute to alterations of a formulation from their specifiawaeint in order to shape
and contextualize the epistemic object. However, the potential sotidions that are
inherent in geographical proximity are, in addition, added by frequertaages via
telephone, email, or short-notice visits. The exchange is continuous md bas
temporal ruptures: it is hard to anticipate when the client ctraels again with further

demands and suggestions regarding the winning fragrance.

5.3.5 Winning the competition

In this part | explore the developmental stage during thdiveearocess after
one fragrance won the competition. At the end of the previous staggarices are
sensed by the manufacturer, which declares a winner of the tbompeAfter several
rounds of submissions and competitions, one fragrance has been chosemghhewi
process. The fragrance suppliers that are outcompeted storevtikiin the above
fragrance libraries. However, the successful scent and the supghimd it are not at
the end of the creative work: a fragrance is altered mamgstimore before the final
formulation is reached. In the fragrance supplier, the functions of aabk perfumery
receive an uplifted significance after the successful fraigrés chosen. Thus, this stage

is, yet again, determined by the activities of the fragrance supplier.
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Optimizing a fragrance

The epistemic object is optimized after a fragrance suppl® a competition
and one fragrance outcompeted the others. The participants of wblepieent are
significantly reduced since only one fragrance supplier and om¢iverdeam with a
specific perfumer are involved. Thus, the concerted effort is focused@particular
team only. This work with the winning fragrance supplier involvesfiistemic object,
which evolves and develops in directions that are determined in irdedsescurring
discussions by all project participants. The fragrance that neetle optimized is
increasingly channelized and pre-determined according to i@l isgtup that serves as
a trajectory of how it can develop in the future. While Dove (2008:f@0)nstance,
mentions the practice of balancing a fragrance based upon the ai@paf the
involved materials, the perfumer is actually socially-balane@rggent based upon the

rejections and acclamations of the client.

The brand manager, the salesperson, and the perfumer: conference tables
Conference tables are, yet again, a significant learninge.pldowever, the
demands and wishes of the client are put on the spot to guide anthetermulation
of the fragrance. At this stage, perfumers join salespersordistuss changes of
fragrance submissions. Thus, the co-presence of the perfumer, whostdhds back
during the initial rounds of formulation and re-formulation, gains dicanice after a
competition is won. The urgency of her presence lies in the direct interaction.
Face-to-face meetings between the fragrance supplier amligheare typical

and this is an intention of the manufacturer as well as the perfamd salesperson. The
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representatives of the fragrance supplier and the manufacturmgefihance their
relationships through interaction and discourse per project; thhretdy engage in
both adjusting the scent during its optimization and discursive knowihgndividuals
and decision-making procedures for the future.

For the perfumer, the practice of verbal representation, documeantétwork,
and defense of the creative efforts becomes central at therenoé table. “It is not
enough to make good formula, but also to speak about the formula“ (Rerflmme
2007; translated from German by the author). While this was aattask for the
marketer previously, towards the later stages of a project #@r&unper gains
significance in performing this task. Thus, she is pradi@assion through words at
the conference table: the practice of talking about a fragriancentral (i.e. what has
been done in order to change a formulation; see also Lave and Wergjgr, Ti8s talk
can both focus on the different materials and their effectsatbig appropriated or can
also imply the effects that an alteration has for a brand. Vihihajor role was the key
involvement in composing a fragrance and out-competing the other presepted
before, now the important task is to defend her creations, documershiedwas altered
a fragrance as intended by the client, and why she has done it in a particular way

On the one hand, some companies guarantee more creative freedben of
perfumer. Thus, instead of just participating in ex-post talk \participants of a
project meeting (the evaluator and the salesperson, in partjctite) perfumer
understands her involvement at meetings as crucial. Crucial asgquarticipating in
the meetings are the possibility to participate in the dissassibout a formulation and,

therewith, recognize and experience decision-making processeband per client.
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“Sometimes it's a word that makes a difference” — thus, pexfsirelate to words and
what they mean for a formulation differently than other members of théverézam.
The perfumer gains experience in dealing with brand managers amedrelecision-
makers. She experiences the individual preferences of them andhisopotentially
affects the processes of deciding which fragrance wins and whiystthe case. These
relationships matter for the future. Thus, personal links to a mauatdadby the
perfumer can be beneficial in the long run. Perfumers are not only bowndpecific
fragrance supplier, they also promote and work on their own care@exfianer is
sharing her reputation: 50% of it goes to her own career and 508 gupplier. The
participation in meetings with the manufacturer enhances the longhteks and ties
with certain industry professionals that persist after a perfumer chaffdiadions.

On the other hand, manufacturers urge to see and talk with thireneases.
The client is interested to know more about the intentions of therperfand her
ability to present and represent a composition as well as theatmt of the perfumer
to revisit and change a fragrance according to previous discussiorsal&ébperson has
a mediating and coordinating role. “We have to be very versatid very eloquent
about how the fragrance is” (Senior Account Manager, August 2007). THeugot
presence of the perfumer and the salesperson at the manufactunesithat both
practitioners engage in the informed conversation about the vereatirk. Brand
managers contact perfumers even when they leave one supplida@rnd sork for a
different company. Thus, the aspect here focuses both on the deveiopinine
winning fragrance — thus, the alteration of a scent in order to ihaken better — but

also on developing relationships between the different involved actors.
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The perfumer: switching between the desk and the laboratory

The perfumer continues to work on the winning fragrance formulation angt m
more iterations take place. The desk and the lab continue to be the afeattention:
the general formulation exists but the calibration of it tgkese in the library. The
difference lies in the requirements in regard to a scefnigaance is scrutinized from
many different perspectives and fine-tuned. For instance, quesiiges the aspects of
longevity (i.e. “how long does it last on your skin”), strength (“houchof a trail does
it leave behind”; is the scent in the right concentrations, i.e.15% but 16% might be
a better concentration for the fragrance”); stability (doedrdgrance stay similar over
time or does it alter its smell, constitution, and color?); coriifti with the product
concept; and safety and toxicology testing (quotes from Fragr&revelopment
Manager, September 2007). The answer to this question can only beafjereperiod
of testing time that is necessary to let the formulation devélops, fragrances need to
macenerate before clear statements can be made abowhihigy sif the fragrance. In
the particular case of functional fragrances, the aspectpplication (thus, the
applicability of a fragrance in a specific product like a shoyetror a soap) is tested at
this stage. While blotters and bottles used to be materialegqrerfumer to recognize
idiosyncracies of one and differences between scents, emplayscompany serve
as ‘test persons’ that put on the new fragrance, give their individaedback, and let
perfumers smell from their skin at this point. The mateyiabf a fragrance is

recognized on different levels according to the stage of the creativegroces
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5.3.6 Branding a scent

During the final part of the development process, the winning fmagras
intensely branded. ‘Branding a scent’ shows overlapping aspebtsheiprevious part:
already during the stage where a winner of the fragrance coimpétas been found, a
scent is actively branded. From an artistic point of viewagglects communicate and
represent similar ideas. The ultimate goal is to constal@rence and congruence in a

branded product.

Embedding a fragrance

The epistemic object is increasingly connected and relateldl athar material
and metaphysical product characteristics towards the end ofaagverprocess: “the
scent needs to express the brand concept” (Marcy Fisher of &idb@he, in Falk,
2008: 49). It is connected with, for instance, the shape, color, and stz lodttle, the
material and the components of the package, the advertising,|artteal accessories
through brand narrative associations: the bottle, the package, thenfragand the
branded product story, for instance, all match. This matching idatadl in tests, for
instance. At the end of this stage, the epistemic object movdee ttatgeted retail
environments. | explained above that during the stage of ‘sensing @& kaagely the
cognitive and rational aspects of the fragrance business standl;cingr is the case
during the stage of ‘branding of a scent’ again. The epistemactisj intertwined with

all other parts to become the sensual and cultural product perfume.
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The brand manager: the coordination desk

Thus, the fragrance has changed in order to be actively irddgnato the
relational network of all other product components. The network of the ptbduct
components (bottle format, bottle color, package, name, photo model, ydatep
transcends the tangible product to include other representative dantegjents that
take care of it (communication strategies, retail strasegfie.). Thus, the new perfume
is increasingly targeted towards the specific marketsravhe is launched and
introduced. Branding a scent is based on shifts in project pace andegtifiorthe
progression of making a perfume work (Burr, 2008). Not all matenalsramaterials
reach the manufacturer at the same point in time; howeverss tbhae guaranteed that
the highlighted spectrum of the brand-DNA is adequately repexsamtd integrated in
the overall market appearance of a brand. In the end, the epistgettis intended to
tell an interesting story on its own in order to be uniquelytiposd on the market. The
brand manager is cohering the object. She is doing that at the coordination desk.

Just as in the beginning of the conceptual development, at the enffehentli
brand affiliates and decision-makers are involved again in oodgive their opinion
about the final product. At the end of the developmental process,athecpis branded
not only by itself through its material and immaterial festurat it brands back: the
involved actors are understood and memorized through their particul@rpadidn in

the creative process of becoming as well as the market sutst receives once it

#0with “paces and ruptures” | mean the frequent geaof working paces between the manufacturers
and suppliers: manufacturers might accelerate @yd@oject work through in-house coordination (for
instance: the brand manager is supposed to mdethatbrand owner, i.e. the fashion designer, b s

is traveling and unavailable and delays the prgcess
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reaches the consumer environment. Thus, each development procassilittng to

the recognition and reputation of an industry expert.

The brand manager: product mobility

The brand manager coordinates the way of the perfume into #iespdtere for
consumption. While this is already taking place at the beginninghef whole
development process, at this point the manufacturer can show the prothégctdtailer.
The knowing practice of relating the product to the retail enwrent as well as
concertedly shaping this environment accordingly together witlhrdtaler becomes
important. This is performed in the space between the corporateaddsthe retail
environment that are intellectually connected. Depending on the sthe dfand and
the significance, retailers give brands and their products medst @nd attention in
terms of particular places within the retail sphere of a stgreverall, a retail chain.
Decisions are also made by the manufacturer where to launch arel tovlpgesent and
promote a fragrance: some consumer markets and, within the markets, doimgidis
channels might be more adamant to a brand and a branded product than others.
Furthermore, the significance of the new perfume is highlightgzhktycular promotion
in stores and commercial deals. The retail atmosphersasafiected by the changes of
product brand advertisement over the course of the year. For instan@zen days
matter (Christmas, Mother's day, for instance) and these @ a role for
manufacturers in several ways such as, for example, promotion thspeglal deals

(buy one, get one free).
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Retail also determines the pace of manufacturing of the éardesmaller brand
licensees. For instance, a interviewee argued that “if | seeebthing quick and if | see
that my ranking is going down, | have to react just in time” — thoisietimes, perfume
concepts and scents are stored at the manufacturer and/or thedeagrpplier in order
to react quickly upon changes in the marketplace that are reportedsioortehand
notice. It is about the organization and coordination of the product andtdiiespace
that is also co-organized by the brand manager. Long and Czajkow8Ki &) argue:
“The retailer provides a venue to merchandise, and supports a bramditgistructure
but the ultimate responsibility of driving the business alwayts re#th the brand’s

management.”

54  Toward abrand ecology of knowledge?

It has become clear that brands are key authorities for &meifacturing of a
perfume. Thus, in the following paragraphs the concept of the brand community
better, brand ecology of knowledge is introduced as a way to conéeptin meaning
and significance of brands for creative interaction (see tHegiaea with Grabher et al.,
2008; also in Amin and Cohendet, 2004; Grabher and Ibert, 2006; Amin and Roberts,
2008b)*** | will subsequently explain the three terms of ecology, bramdogy, and

brand ecology of knowledge.

#1The term ‘brand community’ is typically related ¢communal bonds that consumers develop through
the interest for a specific (set of) brand (e.g.Aldxander and Schouten, 1998; McAlexander et al.,
2002). Thus, the traditional literature on brandhoaunities focuses on consumption and not production
In contrast, the understanding of a brand commuaitybrand ecology of knowledge rests on the

manufacturers in the presented case and theinias@nt in producing and interacting knowledge.
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First, the term ‘ecology’ is developed out of two argumentst, fas Nicolini et
al. (2003b: 22) discuss, the practice-based understanding of knowledg&cislarfr
aware of the social character of action and interaction incpkmt ecologies (thus,
communities, activity systems, and local cultures, for instatiois)has to do with the
particular sensual and sentient connotations of doing in this industgngdbe term
‘ecology’ in economic geography represents a socio-spatial pbricecharacterize
aspects of loyalty and rivalry, trust and competition, weak andgtiies in industries
in order to conceptualize and investigate the different socio-edononganizational,
and geographic characteristics of organizing work in a sector (Grabher, 2002a, 2002b).

Second, the term ‘brand’ integrates the significance of bramdsctmn within
the ecology — thus, the significance, reach, representation, and undiegtaf the
brand that differs across spaces influences and shapes the ecBlomyomic
geographies of knowledge in cultural industries increasingly regurunderstanding
and examination of the role of brands for action, interaction, andiverdatowing.
While Amin and Roberts (2006, 2008b) discuss the lack of a source for coheasion
mutuality in an expert community, a brand is as a cultural glpetential enabler of
mutuality (Olins, 2003). A brand is an inter-organizational “symbol dérggng”
(Karreman and Rylander, 2008: 117) and enabler of mutual understanding.aThus,
brand is also a potential organizing logic and platform for the ictieraof different
communities that are involved in the production of branded cultural profhsessalso
Power and Hauge, 2008). These communities quickly migrate betweeamenliff
materials and textures: Calvin Klein is both a brand for jedasses, perfume. Thus,

branding takes also place between different materials and iahtes. A brand
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organizes work both artistically but also in organizational termighikVthe perfume
manufacturers, logics of manufacturing are cohered under one otganiteat runs
multiple processes at the same tiftfeBrand ecologies develop because the brand’s
initiation of work, which is done in project-based settings throughrépectory of the
brand as an organizing logic, is followed by multiple interactions caldborations
with suppliers that run throughout one project and transcend multiplecistojenus,
several suppliers contribute to the knowledge creation and interaction in thgyecolo
Third, the involvement of the term ‘knowledge’ in a brand ecologyifses the
multi-sensorial practices of sensible knowing that actors ineb@dogy necessarily
need to develop and retain. A brand covers the spheres of consumption, distributi
and production and, therein, serves as a symbol for creative knowingehealifferent
firms and across individual projects. Within the sphere of productidiscissed Amin
and Roberts’ (2006; 2008a) four specific forms of knowing in actiomorder to
characterize the differences between communities of practieeadthors connect each
knowing practice with a particular form of community. While the kvok the perfumer
has been connected with craft/task-based knowing, the work of a brangemahaws
close similarities with epistemic/creative knowing (Amin aRdberts, ibid.f>® The

presented knowing practices promote and contribute to an

%2 The international manufacturers of perfumes agratterized by a multitude of different brands that
exist on different geographical markets. They aganized as ‘umbrella companies:’ the manufacturer
provides a number of central functions that areessible for all brands but beyond that, the creativ
independence of the brands is relatively high. Tumection of the umbrella corporation is to play a
coordinating role between the brands: brand egudi® compared, brand plans and product launches
coordinated, general market development is obsereed potential harm monitored (e.g. brand
cannibalization and market exclusion). Initiativees coordinate between different branded products
horizontally (clothing, jewelry, accessories etand to build brand unity (Burr, 2008) are typically
organized by the licensor.

®3Brand managers have a mediating role between peraam legal brand owner, the suppliers, the
brand associates on different geographical markstsyell as the downstream distributors and retaile
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“ecology of knowledge that combines expert knowledge with high degél
creativity, that tends to be characterized by relativelydflorganizational
associations and considered actor autonomy or cache, and that faequentl
involves high-energy peer interactions structured around projea-tvase”

(Amin and Roberts, 2006: 16).

What is the relevance, the purpose, and what are the benefits of a
conceptualization of the brand ecology of knowledge? First, the brandggcof
knowledge is a conceptual tool and addition to investigate sociéibredhips beyond
the firm, the community, and the project (Knorr Cetina, 1999; GralBégb, 20044a;
Gherardi, 2006). This ecology develops out of a mélange of the concepts of the firm, the
community, and the project, added by the material and immateoadioation aspects
of a brand. Numerous companies contribute to the emergence of a peefieng;
corporation develops specific ties and relations to other firmsorgeythe firm,
communities of practitioners exist between participants of Hmesand different
professions within and beyond a firm. Work is performed in projaats this means
that work recurs because of the particular set-up of the ind(Gmgbher, 2002b;
Grabher and Ibert, 2006). However, in addition of these three major coriqapus,

a brand enables to examine and characterize action that dewatopisthe immaterial
depth and breadth of a brand (Grabher, 2004a, 2004b; Grabher and Ibert, 2006).
Connected to this are different social repositories and networksathacreated and
altered according to the relevance of a brand for the diffectortsa The example of the

major perfume brands shows that ‘the brand’ is an immaterialiingent organizer of

creative work. Brands organize and structure work of several texipematerial and

The brand manager coordinates the different préslugirocesses in a spatio-temporal as well agtiartis
sense.
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metaphysical contexts: they reach beyond the boundaries roh aaffect the practices
of different knowledgeable practitioners, and serve as trajestbieyond individual
projects. Therewith, the brand ecology of knowledge becomes anotheptalcool
for economic geography to study the socio-spatial logics of manufag in cultural

industries.

55 Summary

This chapter examined the international fragrance industry acgatalitypical
practices of knowing and repositories and spatialities of knowldtgentributes that
the overall logic behind the manufacturing of a fragrance isdidx that a fragrance
develops in particular places but is also mobilized and travels im tvdeecome: a
qualifying feature of the meandering process is thatstgplier views projects as
temporal organizations that are continuously interrupted becaused&diseon-making
processes at the client (see Amin and Roberts, 2008a, for exaniple).eVen with the
highlighted stages during the emergent career of the episbéjeict, it is characterized
by vagueness and uncertainty. At the same time, the strong loyaltiesat@d gtoblem
(namely the composition of a new perfume) connect brand managerswppliers
rather than the umbrella corporatioif.Over the course of work within a project,

different members of the creative team are central for the becominfgagfrance.

%40n the one hand, the large manufacturers of perumainly orchestrate the work of the brand

manager on a general level where brand plans asepied, adjusted, and coordinated in-house.
Financial budgets are discussed and arranged. gfortiie, information about the competition and

general market development in different geographitarkets is provided. The umbrella firm provides

central functions for all brands. However, branchagement structures the artistic direction. Orotiher
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Certain learning places exist as infrastructures of human ssibjeaterial
objects, and developing and changing materials and materializatibasfragrance
library, the conceptualization, inspiration, and coordination desk, and the compounding
laboratory are learning places and sites of knowledge production: éahgsvdevelops
in and out of these places. The conference table, the collaboration desk, and narket tes
are sites of discursive knowledge creation: knowledge is basece aotitribution of
different participants (Livingstone, 2003). Some learning places thke desk are
revisited multiple times. This depends on the necessity of theeeywisobject to come
back to a learning place in order to unfold and alter; these plabesitidifferent
gualities for action. The visits and re-visits are depending uponutteesses of a
fragrance in other spheres and spaces (e.g. tests in parfani@le-areas) and how
successful they perform there. This is depending on the stagéeofproduct
development process, the relevance of the place, and the demands dhgdhbas in
a place. Thus, the laboratory at the beginning of a project hdfergenti meaning and
relevance than at the end: the epistemic object is differenttlamdpractitioner
approaches it differently. Spatial proximity to clients becomeagitral importance
towards the end of the creative process when the winning fiagraas been
determined and is fine-tuned.

At the same time, knowing is done in action across different hisaases,
corporate functions, and geographic spaces. On the one hand, spatial dsieeees
within the firm at points remains important in order to come uth wnique and

creative fragrance formulations (cf. Ibert, 2007a, 2007b). The ar#dtiproximity

hand, the creative development of a perfume hasrbeand interactive and integrative task. The brand
manager is necessarily connected with the activiifahe creative team in the fragrance supplier.
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between two perfumers of the same fragrance supplier, for instanclearacterizing

fruitful interaction in practices that persist across geogcapliistance. On the other
hand, spatial distance is independent of the creative successagfante supplier that
develops a fragrance at the beginning: it does not matter d@athefsa creative process
where the fragrance is coming from. Third, distancing to the objdtanees both

manufacturers and fragrance suppliers ability to enhance theiafahaping of a

fragrance formulation: fragrance tests serve as guides fordéwvelopment of a

fragrance.

The traditional knowledge-debate in economic geography saw the caypliex
tacit knowledge as a driver for the co-location in geographical mpitxf>°> Research
started in a city or a region in order to grasp, understand, anatgko@vledge at and
onto a particular scale. In contrast, the practice-based view on daigavidevelops
(multiple) spatialities out of knowing that is accomplished in dolrearning places
develop and, over time, change their significance through their partiodality and
context-specificity and the conscious enactments of space ad (tbert, 2009).
Furthermore, the practices of knowing are based on sensibility asthefc
understanding of practitioners and how they present and represetibolfadifferent
forms (fragrances themselves, charts, pyramids, picture} atc for different
participants (within the creative team and in front of the cliéot,instance). This
gualifies the spatialities of knowledge: some places where ialatare located and

materializations occur in complex mixtures matter while, d@eotpoints in time,

5 The materiality and phenomenality of a perfume ahe characteristics of the buyer-supplier
relationships that are necessary for its emergetiess the significance of physical proximity fertain
knowing practices (Knorr Cetina, 2001; Thrift, 200Mowever, this is the case only at some points.
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fragrances are mobilized in order to be re-organized later onefiseemic object is
mobilized and traveling in order to be altered again after theltr&hus, the practice-
based approach develops a nuanced and multi-faceted geography of knahéedge
contrasted by scalar nesting of the traditional approach to knosvliedg@conomic
geography (Amin, 2002; Amin and Cohendet, 2004; Grabher, 2004a). “A geography of
mobilities and placements” develops depending on the affinity of kmpwo be
performed in a particular place or, like Amin adds, depending avéir virtual
communication, special meetings, short-hops, away-days, knowledge dproker

consultants and drama workshops” (both from Amin, 2003: 129).
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CHAPTER 6

SUMMARY AND CONCLUSION

6.1 Resear ch summary

This study contributes to the nascent literature on practicém@fing and
spatialities of knowledge in economic geography. The internatioagitaince industry
serves as an example to add insights from my empiricalrobsé@a the knowledge
discussion in economic geography. The goal has been to investigat@apieesg of
knowledge in the industry at the example of the manufacturing of pesfaaccording
to the knowledge practices, repositories, and spatialities. The ibamsthe upstream
part of this industry and, in particular, the creative process#snwand between
perfume manufacturers and their suppliers of fragrances.

The universe of perfume manufacturers consists of a small amafunt
international brand licensing houses. A license enables the manufadtuneroduce
perfumes for a certain amount of time; in contrast, a largaiatrof small houses exists.
The big and small manufacturers are active in corporate netwatks numerous
suppliers who provide materials and immaterials (Scott, 2000a; Rowdescott, 2004).
However, the most important supplier of a manufacturing compatineiproducer of
the fragrance. While the scientific and popular literature hauallyshighlighted and
emphasized the creative work of perfumers, the study explored amdnexi practices

of collective creative work on fragrances.
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After the introduction to the theoretical foundation of the pradiased
approach to knowledge in the social sciences and in economicagbggn particular
in Chapter 2, a characterization of the historical and sectoralapewent of the
industry (Chapter 3), and the methodological approach to it followd@pi€r 4).
Chapter 5 started with a brief description of major expertst@development of their
knowledgeability that was developed out of the existing literaturéenbertwined with
the knowledge discussion. | organized the empirical part of the stutlg isecond part
of Chapter 5 according to a typical biography of the epistemiecolgf perfume in
order to examine the practices of knowing and spatialities of leugel The second
part drew mainly from the empirical material and intertwirtedlith relevant literature
from the wider discourse.

The biography of a fragrance is determined by geographies of kamgawehere
a fragrance is developing. In Figure 5.2, | synthesized signifpractices of knowing
and related spatialities of knowledge. In order to distinguish betweeredifferactices,
repositories, and spatialities, | named, examined, and characténeedadealized
development steps. Within these five idealized stages, the emisbéfeict meanders
between the manufacturer and supplier back and forth. The cooicépeandering’
(Ibert, 2009) described the understanding of a mobile epistemic objdcagrance
moves between different leaning places that are enacted througbrebence of
different practitioners in order to create and consolidate knowledgeprobess starts
with the conceptual intention to launch a new perfume by the manwgcinrthe
second step the move of the creative brief to fragrance suppliénelated processes

within the supplier take place. In a third step, the interaction leetwes manufacturer
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and the supplier is significant and fragrances meander betweenchwthseveral times
until a decision is made which scent wins the competitive prodésslly, the

manufacturer decides to work with one formulation and, towards the endct®rine

component of ‘fragrance’ to the overall set of other material emdaiterial product
characteristics.

In Chapter 5, | excavated, examined, and depicted typical situathohplaces
for learning where social relations and interactions becomegnézable through
specific work tasks that connect several practitioners with e#teer. For instance, |
highlighted the relevance of desks and their changing functiorddipgnding on the
practitioner and the stage during the creative process. Deskgea¢heir significance
as a learning place through the practices of the specifiat.algargued that different
learning places depend on the alignment of several practitidmerateract in spatial
proximity; a practice of knowing relates to an accomplishmentthef involved
participants as well as the involved materials. At the same,ti highlighted the
relevance of mobility during the creative process so that tiséeepc object can unfold.
What became clear throughout Chapter 5 is that the fragrancérindusn interaction-
and communication-intensive business that depends on and contributes &atios cr
development, and continuation of particular knowing practices in theiralsjed
(Amin and Roberts, 2008a, 2008c).

Thus, the investigated practices, repositories, and spatialftiesowledge are
examples of how and where experts engage with each other andbesiual
knowledgeabilities. The developing spatial theory of knowledge creati@sonomic

geography is informed by qualitative insights how knowledge is don@ cultural
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industry (Livingstone, 2003; lbert, 2007a, 2007b). The brand ecology of knowledge
serves as a conceptual tool for the further investigation ofelagéianships between

firms, communities, projects, and brands.

6.2 Resear ch limitations and contribution

At the beginning, | present five arguments that discuss thtsland limitations
of this study.

First, the total amount of interview material was limited asdunevenly
distributed in the sense that only New York and Paris were usetitas points to
approach the field. New York and Paris served as examples of teheneer the field;
since the globalizing economy is increasingly understood as set uprbprate
networks, a territorial approach to conduct research is chatldmga topological one
(Amin, 2002; Amin and Cohendet, 2004; Grabher, 2004b). Thus, in contrast to my
organization of fieldwork per city | could have followed experts inrtlerporate
network(s) instead.

Second, the interview data were distributed unevenly in termsthef
participating individuals and companies. In Chapter 4, | mentioned thatefita of
insights is restricted, especially in the case of the npgdume manufacturers. This is
due to the described difficulties of gaining access to those coespdnithis context,
the roles and functions both at the manufacturer as well asatijrariice supplier might
not have received their adequate representation and implementatibe ovérall

process. Some roles might have been over-emphasized, others are undsizeshpha
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larger amount of interviews could re-evaluate and clarify the umgeesented roles
and functions.

Third, data was collected in a verbal form only. This charaetton is related
to the limits of interviews as an adequate research method tg Btwd sensible
knowledge is practiced. Participant observation of a perfumer, fonagstaould have
added more insights beyond the spoken word.

Fourth, the biography of a fragrance was investigated not by farwsi one
singular project and how it is characterizing practices, rep@stoand spatialities. In
contrast, the study investigated typical processes in the indastmger to come up
with the five-stage development process of how a fragrance is noaumefd Thus, a
narrower focus on one or a few projects could have provided more in-depth insights.

Fifth, the focus in the study is on ‘compliant practices’ — thussdhpractices
that are done in order to make a fragrance work. In contrashvibstigation of ‘unruly
practices’ or breakdowns and interruptions in the productive process eoligjhten
how different companies cope with frictions, problems, and organizatiffigulties
(cf. Gherardi, 2006: 232) and, therewith, be truly innovative and learning environments.

However, the study contributes to discourses in economic and humaageogr
more generally. | will list four arguments of how this has been Heneafter. First, the
study examines knowledge through the practice-based approachpradiee-based
approach is contrasted by the resource-based approach that comkeawdedge as a
mental stock and asset that can be mobilized as an economic goodtrast, practices
of knowing are only recognizable through research on the actioragréhpérformed by

involved practitioners. Amin and Roberts (2008a, 2008c) delineated psadaiice
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knowing previously; at the specific example, they are integ@teldco-aligned so that
successful new creations can develop. It is not about the cleants@parf creative
knowing versus task- and craft-based knowing, for instance. Howevemnder to
manufacture a perfume, both sets of practices are related anghbiato fruitful
interaction. The study showed that these major sets of maaten be broken down
into several other practices and that they interact with each iatloeder to enable the
successful development of a cultural product. Collaboration receiyeEsmlsrelevance
in this environment but collaboration is challenged because of thggkis of clear
verbalization and communication. Two aspects for human geography are relevant

First, related to the focal shift from having to performing krealgk is the focus
on the repositories of who participates in knowledge production. The dreadiyi
centralized firm is juxtaposed by networked relationships thatl@jeweit of and exist
throughout diverse repositories and organizational contexts. Economic gesrgrare
increasingly interested in understanding in what kind of repostda®wledge is
practiced and where this is taking place (Taylor and Asheim, 208ingy 2003). The
recent emphasis on practice and community within economic geogcaysigllizes at
the example of Amin and Roberts’ (2008a, 2008b, 2008c) sympathetic cutighe
literature on communities of practice. Thus, the focus changes Knmwledges to
practices and involved actors.

Second, the practice-based approach to knowledge challenges geogrtyaty
it does not take existing spatial configurations for granted buf)y ather streams of
non-representational theory (Thrift, 2004, 2005), challenges takenédntegr

knowledge and questions if knowledge can be stabilized. Thus, the concegpyéahgn
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of practices of knowing in terms of the spatialities of knogéedpens up a much more
flexible and dynamic picture of geographies that matter fon@mic geography. The
practice-based approach enables a fine-grained micro- and mesoveaalon learning
places. At the same time, the study contributes to the undergjahdit knowing as a
situated activity also happens across corporate space withaincegggional spaces
(Amin, 2002, 2003). It has become clear that the firm is still ralewa certain
instances (supply with materials and R&D of new molecules) and that netweogtemle
out of the ways and means what kind of roles these spaces plagliytefor instance,
the example of the neighborhood focuses on a certain area withirytlaed why and
how the location of the manufacturers and suppliers in a spettificnatters for the
creative process. However, it is too short-sighted to ling@twhole creative process to
an urban or regional container.

The second major argument is that the study makes use of sdamhbliedge
that was conceptually developed in the area of organization studlesrganizational
theory (Strati, 1999, 2007). | outlined the idiosyncracies of senkitde/ledge for the
domain of olfaction. Again, two advantageous contributions are connectée to
implementation of sensible knowledge in economic geography.

First, sensible knowledge highlights the relevance of materiatermality, and
materializations. More generally, only recently has human gebgr re-integrated
objects and materials into its perspective in order to make humaal smtion
holistically conceivable (Amin and Thrift, 2002, 2007; Anderson and Wylie, 2009)
This characterization is not only significant for the descriptibthe epistemic object

and how its ontology is unfolding, but also for the analysis of its myphbdid
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mobilization so that it can become the cultural product of perfurat dbnsumers
approach. Thus, the implementation of materials, materiality, artérialezations
enables a view on how objects inform action of practicing subjewserials are far

from in-active but inform the doings of practitioners by their unigagsaof becoming,
behaving, and touching back. Thus, the study suggests and applauds a deeper
consideration of the merits of bringing materials and matgribhck into discourses

also in economic geography.

Second, sensible knowledge enhances the understanding how practitioners
perform their sensible knowledge in this artistic industry onltasis of how they
experience and make sense of olfactive, visual, and verbal reptesentand the
complex multi-sensorial interactions thereof. | discussed mangnicess of how and
where sensible knowledge is learned and practiced per practitlemermstance, the
capabilities to recognize the complexity of a fragrancebased on the training of the
individual human senses of participating practitioners, the abiityalstract these
affections visually and verbally, and, therewith, become a knowletig@aid active
participant in a comparatively small community of practitionkelswever, beyond the
individual practitioner, the latter characterization is connectedhé necessity of
learning how to articulate and communicate sensible knowledge throogts,w
pictures, and narrations. Thus, sensible knowledge also requires avebggroach to
it. Garfinkel's concept of indexicality (see Chapter 2) rdasi@s during the creation of
a fragrance on a regular basis. The dynamic comprehension ob#wchis enabled
through the interpretive work of the other actors and the ways anmasmé&ow they

bring a fragrance concept, a brand, a consumer, and a fragrance in a fruitfxi. conte
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The third crucial contribution is that the study integrates tlewaace of brands
and the facets of the sets of practices that belong to the dadbhranding into the
discussion of knowledge. In general, the significance of brands in econoogi@agky
has only recently taken place (Scott and Power, 2004; Power and, 2808 Pike,
2009a, 2009b). However, the discussion has not been connected with the recent
knowledge discourse and the re-interpretation of knowledge through thensgsgy
of practice. Against the narrow productivist focus in economic gpbgrahe study of
brands and branding has often highlighted the perceptions and actspeciic types
of consumers (Pratt, 2004; Grabher et al., 2008). The dissertation costributet-
differentiate branding and describes creative practices of kigothat characterize the
becoming of a branded product. Furthermore, it presents that and how toandst
the brand manager with fragrance suppliers (Amin and Roberts, 2008a)term
‘branding’ is broken down into different practices that challenge #maporal
homogeneity of one coherent task. The concept of the brand ecology dkégevis
presented towards the end of Chapter 5 in order to emphasize diffegamizing
logics of involved actors. A brand represents a collective cultlmal fgr orientation
during the manufacturing stage that affect the involved actorsngOI2003).
Discussions of practitioners in the industry do not solely evolve argagcahces, but
actually how to read brands, brand managers, and other decision nmakedgr to
create fragrances accordingly.

Finally, the study of the international fragrance industry contribute the
literature on cultural industries. It describes a cultural ingestrin-between the driving

forces of artistic creativity and economic rationales of retomsvestment and well-
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performing objects on international markets, for example. Fragsaas cultural and
business artifacts challenge the traditionally separateesphed logics of ‘culture’ and
‘economy’ (Amin and Thrift, 2004, 2007).

Thus, the major discourses on practice, knowledge, and spatiality innhuma
geography are covered in this study. The discipline would bdnafit a relational and
integrative understanding of these three conceptual building blocksevwdowin
contrast to the mentioned contributions, the study also raises ansed$tr future

discussions.

6.3 Futureresearch

Future studies can benefit from the integration of ethnographic wbrkh will
enrich the depth of findings. However, the complexity for the ppstimn of
researchers during the creation of a perfume lies in the comrtianichallenges that
are related to the industry. First, future research can approacimdhstry in the
following ways: a network approach beyond the focus on the entry poiriideaf
York’ and ‘Paris’ through the continuing focus on one or two projects aditiesent
geographical spaces, for instance, can enable more in-depth anceihesal glata.
Burr's book is an example how to set up such research (Burr, 2008). Secondmic
geography would benefit from a more in-depth examination of theofdtgands for
economic action. The concept of the brand ecology of knowledge g tohiards the
potential benefits to bring the literatures on brands and brandingfruntfal, more

detailed, and coherent discourse with the discussion of knowledge anct-peaged
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forms of organizing (Grabher, 2002a, 2002b; Amin and Cohendet, 2004). Third, the
brand ecology of knowledge is created and altered by multiple athgpanies. Thus,
many other authorities are participating in the creation of apegfume. An integration

and informed discussion of these other authorities and their productios legidd
enhance the understanding of practices of knowing as well as thesitczies and the
created spatialities. Fourth, the focus has been on the upstreaoh p@duction only:
however, the recent interest in distribution networks as well &8l neould be
beneficial for the understanding of the industry and the involved logsosthfough
actors that determine these fields. The involvement and the sayraé of retailers

have also been stressed in the research interviews.
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