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Abstract  

Title: Making businesses glow – Auraproduction as an entrepreneurial process 
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Author: Marta Haugsand 
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Purpose: Businesses exist and compete for the creation of value. However, in today’s 
overcrowded markets, businesses have to offer more than just new functionalities or 
more favorable economic characteristics in order to be competitive. They have to 
produce aura. Thus, this master’s thesis studies the concept and process of 
auraproduction with the purpose of extending knowledge about how value can be 
created. 

Research question: How can businesses create actionable value potential through 
aura? In particular, when, where, how, and by whom can value be created through 
auraproduction?  

Theoretical areas: To fulfill the purpose of this study, a tentative theoretical framework 
of auraproduction was developed, advancing Björkman’s (1998; 2002) conceptualization 
of auraproduction with theoretical considerations of entrepreneurship (as seen in Hjorth 
2014) and value creation (as seen in Grönroos and Voima 2013). By defining the scope, 
locus, and nature of aura, as well as the roles and actions of those who produce aura, a 
structure was developed that is meaningful for analytical use as well as for theoretical 
and practical elaborations. Subsequently, a case study was conducted to challenge and 
refine the framework.  

Methodology: Based on an interpretivist research philosophy, the study was conducted 
following an abductive approach, alternating between the (previous) theory of 
auraproduction, value creation and entrepreneurship, and the empirical field, whereby 
both were successively interpreted and developed in light of each other. In particular, an 
interpretive case study of the furniture brand TAKT was made, where descriptive data 
was used to illustrate, support, and challenge the theoretical assumptions about 
auraproduction. A research diary was used in order to capture the generated data from 
semi-structured interviews, participant observations, as well as secondary data from the 
real-world context of TAKT. This served as a basis to code and analyze the data, as well 
as to reflect on the decisions made throughout the empirical research process. 
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Findings: The production of aura potential begins with a vision, based on values that 
represent desired conventions. These values challenge and inform the conventions of 
collaboration, design, manufacturing, and communication for the production of aura 
potential. Aura potential is actualized by the potential customer through viewing and 
using the product in direct and indirect interactions with the organization. Here, the 
organization influences and engages in the user’s production of aura through brand 
communication, through staging products in selected environments, and through 
establishing a presence in the media together with aura-mediators that help to reinforce 
the values of the brand. If someone decides to purchase a product, thereby affirming its 
potential to produce aura, they become a customer producing aura through (temporarily) 
owning and using the product. With the possibilities of social media, customers might 
invite the organization to engage in this process. Then, the organization can influence the 
customer’s production of aura again through direct and indirect interactions. The 
customer’s expressions of aura may be used as feedback to refine the production of aura 
potential by the organization. Furthermore, affiliation agreements with selected 
commercial or private customers may provide another opportunity to expose the product.  
Ultimately, aura is not what something or somebody is, but what something or somebody 
stands for. Auraproduction is the continuous representation of values through aesthetic 
and communicative choices.  

Contributions: By defining the scope, locus, and nature of aura and auraproduction, as 
well as the roles and actions of those who create aura, this study has not only 
contributed to the development of Björkman’s (1998; 2002) conceptualization of 
auraproduction, but has also updated it through a contemporary perspective based on 
an empirical case study of TAKT. This makes the concept of auraproduction more 
accessible and relevant for the practice of entrepreneurship.  

Keywords: Aura; auraproduction; entrepreneurship; value creation; values; visions; 
conventions; design; production; communication; aesthetics  
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1. Introduction 

Businesses are founded and compete for the creation of value. It is the reason for their 

existence and for their success (Slater 1997). However, in a world of product abundance 

and largely satisfied needs, “the circumstances to experience something as unique are 

not the same as they were before the era of mass-production”. (Björkman 2002: 69)  

With that, companies can no longer only distinguish themselves with price and 

performance, as traditionally defined (see Postrel 2003). Louder, faster, cheaper, better, 

the best – these promises have worn out, and value propositions need to offer something 

more. “In a crowded marketplace, aesthetics is often the only way to make a product 

stand out.” (ibid.: 2). Consequently, increasingly new business ideas are based on more 

than just offering products and services with new functionalities or more favorable 

economic characteristics – they appeal to aesthetics, virtues, and visions. They produce 

aura. 

Aura (Latin for wind, air, breath, glow) is used to describe a "distinctive atmosphere or 

quality that seems to surround and be generated by a person, thing, or place" (Lexiko 

n.d.). In a business context, aura is related to the experience of beauty, exclusiveness and 

uniqueness that a brand, a product or a service creates (Björkman 2002). Aura adds a 

distinctive value, and thus producing aura is crucial to be competitive in today’s age of 

aesthetics (see ibid).  

Aura can already be produced at the very initial stage of envisioning a brand and its 

products. Therefore, this thesis takes particular interest in new businesses, because it 

assumes that producing aura right from the start will ensure value propositions that are 

unique and desirable. The premise here is that starting up a new business is an 

entrepreneurial process and that the entrepreneurial process aims to actualize 

actionable value potential (Hjorth 2014). This means that value is only actualized and 

created by someone who gets access to an offer, and who via a commercial transaction 

becomes a customer and thereby affirms the value potential (ibid.).  

In other words, if aura creates value, and entrepreneurship is about the actualization of 

actionable value potential, then auraproduction can be seen as an entrepreneurial 
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process. Thus, this master’s thesis studies the concept and process of auraproduction 

with the purpose of extending knowledge about how value can be created. Then, the 

central research question is as follows: How can businesses create actionable value 

potential through aura? In particular, when, where, how, and by whom can value be 

created through auraproduction?  

1.1 Outline of the thesis 

In order to answer the research questions of this study, I will first map out the theoretical 

areas of entrepreneurship (as seen in Hjorth 2014), value creation (as seen in Grönroos 

and Voima 2013) and auraproduction (as seen in Björkman 1998, 2002), as a basis to 

conceptualize a tentative theoretical framework that illustrates auraproduction as an 

entrepreneurial process. In particular, I will define the scope, locus, and nature of aura as 

well as the roles and (inter)actions of an organization and its customers for the 

production of aura. This framework will be challenged by an empirical case study, looking 

at how furniture brand TAKT produced aura before, during, and shorty after its launch. 

Before the case study, the methodology and approach to investigate the research 

question will be presented. This includes a description of this study’s abductive research 

approach and interpretive case study strategy. The analysis in chapter four connects the 

empirical findings of the case study to the previous theory, which will result in a number 

of implications that need to be discussed. The empirical material from the case study 

can be found in the form of a research diary in section 8.3 in the appendix. The research 

diary is supposed to function as a reading companion for the analysis, in order for the 

reader to get a sense of the world of TAKT, and to retrace the (analytical) decisions made 

throughout the empirical research process. After a discussion chapter, the proposed 

theoretical framework will be refined and presented. The result is a structure for 

auraproduction that is meaningful for further theoretical elaborations as well as the 

entrepreneurial practice. Finally, I will conclude with a recap of the key findings of this 

study, followed by a reflection on its limitations, its theoretical and practical 

contributions, as well as with suggestions for future research.  
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2. Methodology  

In the following chapter, I will present the overall research approach of this study. In 

particular, I will explain its underlying philosophy, the general process, as well as the 

strategy and methods used to conduct this research. This includes a description of how 

data was generated from the empirical field, how it was captured in a research diary, and 

how it was analyzed. Lastly, I will reflect and discuss the methodical choices of this 

study.  

2.1 Research philosophy  

When conducting research, the objective is to develop new knowledge within a particular 

field (Saunders et al. 2009). This thesis navigates within the field of entrepreneurship 

and tries to look at its purpose of creating value potential from the lens of aura. To 

produce such new knowledge, it is essential to adopt a research philosophy, meaning 

that the researcher assumes a particular worldview that frames the relationship between 

knowledge and the process by which it is developed (ibid.). In other words, the underlying 

assumptions of a research philosophy become the foundation for the research strategy 

and the methods chosen as part of that strategy (ibid.).  

To establish the research philosophy of this study, we need to consider both ontology, 

the way in which we see reality, and epistemology, the way in which we understand and 

produce knowledge based on that view of reality. In this thesis, I look at reality from a 

subjectivist perspective, meaning from a perspective that believes social phenomena are 

created from the perceptions and consequent actions of social actors (ibid.). In other 

words, reality is socially constructed. And because social actors interact with each other, 

I also assume that social phenomena are subject to constant change (ibid.). So, when 

looking at the different actors involved in the creation of value and auraproduction, the 

subjectivist view is that value and aura emerge through the social interaction between 

these actors and are continually being revised as a result of this (see ibid.). 

In order to understand how auraproduction can be seen as a form of value creation, we 

need to understand the meanings that individuals attach to actions related to value 
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creation and auraproduction. Thus I follow an interpretivist research philosophy, because 

I try to make sense of the social world around me by interpreting the actions of others 

with whom I interact (ibid.). With that, I also interpret their interpretations of events and 

the meanings that they draw from those events (see Alvesson and Sköldberg 2009). 

2.2 Research process and approach  

Before I will go into detail about my research practices, I will first outline the general 

process of this research, and then define its approach.  

The research process of this thesis was inspired by my work at Copenhagen-based 

design agency Trouble, who at the beginning of my employment was working on creating 

the brand identity for the furniture brand TAKT and making preparations for its launch in 

April 2019. Although I was not appointed to the project myself, I kept catching a glimpse 

of my colleagues conceptualizing, writing and designing communication material for this 

new brand. Observing the development of TAKT along the creative decisions of my 

colleagues sparked my interest – I wondered: Why does the world need another furniture 

brand? What makes this brand so unique, compared to other Nordic design furniture 

companies? Why and how do they make the brand look and feel a certain way? Why does 

it feel different and why does this feeling make me want want to know more?  

My curiosity about the decisions made in a creative and collaborative process of 

developing a new brand, and understanding why those decisions result in a distinctive 

quality of brand and product perception, lead me to the work of Ivar Björkman, who in 

1998 wrote a doctoral dissertation about “entrepreneurship, visions, art and business” in 

the empirical context of Swedish furniture brand Källermo AB. The defining concept or 

theory of his work is aura, which according to Björkman (ibid.) can be produced by 

organizations as a means to add value to their brands and products.  

Assuming that this auraproduction concept would help me answer or get a new 

perspective on my questions about how to create brands that feel unique, I engaged in a 

further exploration of literature that would provide plausible theories and concepts 

explaining both the fundamentals of entrepreneurship and the scope, locus, and nature 
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of value and value creation (see section 3.1). Consequently, it was Hjorth’s (2014) 

philosophy of entrepreneurship and Grönroos and Voima’s (2013) conceptualization of 

value creation spheres that helped me put Björkman’s (1998) concept of auraproduction 

into a more defined theoretical context.  

For one thing, a philosophy of entrepreneurship helped me to understand that 

entrepreneurship is about actualizing actionable value potential for users to act upon 

(Hjorth 2014). The understanding about value here seemed to correspond with Grönroos 

and Voima’s (2013) definition about where, how, by whom, and when value is created. 

Moreover, Grönroos and Voima’s (ibid.) conceptualization helped me to concretize the 

scope, locus, and nature of aura and auraproduction. So, in order to analyze how 

auraproduction can be seen as an entrepreneurial process aiming to create value 

(potential), I decided to harmonize Björkman’s (1998) three stages of auraproduction  with 1

the three value creation spheres  suggested by Grönroos and Voima (2013) (see section 2

3.2: Building a tentative framework). This would produce a structure for auraproduction 

that is meaningful for analytical use and further theoretical and practical elaborations. In 

order to challenge and refine this tentative framework, I took advantage of the TAKT 

momentum and made it the subject of a case study. After all, my exclusive access to the 

company provided me with an opportunity to closely observe, analyze, and interpret 

phenomena related to auraproduction in their real-world context.  

Data was generated by qualitative research methods such as semi-structured interviews 

and participant observations, and supplemented by selected secondary data, such as 

internal documents by TAKT. This data was captured and organized in a research diary, 

to keep record of and help reflect on my findings. The scope of the empirical research, 

and therefore the research diary, included critical events from approximately one month 

before and after the launch of TAKT. Then, the tentative theoretical framework was used 

to analyze the empirical data, in order to understand and explain how TAKT has 

produced aura. During this process, the previous theory about entrepreneurship, value 

 The stages of auraproduction will be explained in detail in section 3.1.31

 The three value creation spheres will be explained in detail in section 3.1.22
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creation and auraproduction was activated again, to explain the empirical findings in 

more depth, but also to challenge the theory itself. The results of this were then 

discussed, which lead to the refinement of the tentative framework, followed by 

concluding suggestions for future research.  

The above mentioned research process can be seen as an abductive research approach: 

In abduction, a “single case is interpreted from a hypothetic overarching pattern, which, 

if it were true, explains the case in question. The interpretation should then be 

strengthened by new observations (new cases).” (Alvesson and Sköldberg 2009: 4) Here, 

Björkman’s (1998) study functions as the foundation of my research – he interpreted his 

case of Swedish furniture brand Källermo AB proposing auraproduction as the 

overarching theory. In order to strengthen his interpretation by new observations, I set 

out to make a case of TAKT. This was facilitated through the development of a tentative 

theoretical framework for auraproduction, which integrated the theory of entrepreneurship 

and value creation from my literature review. The intention with this framework was to 

create a structure that would be meaningful for analytical use and further theoretical 

and practical elaborations. I then went into the field to successively develop the 

empirical landscape through new observations (a new case), but also to adjust and refine 

the theory (see Alvesson and Sköldberg 2009). Thus, in the analysis, my empirical 

findings were combined with, or proceeded by the tentative theoretical framework, using 

it as a frame of reference and source for the discovery of patterns that bring 

understanding (see ibid.). With that, the research process alternated between (previous) 

theory and empirics whereby both were successively interpreted in light of each other 

(ibid.). In other words, I engaged with empirical matter with the help of theoretical 

preconceptions, and, with that, kept developing and elaborating the theory (ibid.). The 

final aim was to contribute a refined framework for auraproduction that would not just be 

meaningful for further theoretical elaborations, but also useful for the entrepreneurial 

practice.  
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2.3 Research strategy  

In order to fulfill the purpose of this thesis and answer its central research question – 

How can businesses create actionable value potential through aura? – making a case 

study seemed like the most appropriate research strategy. A case study is “an empirical 

inquiry that investigates a contemporary phenomenon (the ‘case’) in depth and within its 

real-world context” (Yin 2014: 17). Using this strategy would enable me to gain a rich 

understanding of the context of a particular organization, the processes being enacted in 

relation to the creation of value and the production of aura, as well as the meanings 

being attached to those actions. Thus I could provide thick descriptions, which “present 

in close detail the context and meanings of events and scenes that are relevant to those 

involved in them.” (Emerson 1983: 24, in Taylor et al. 2016).  

In order to generate these thick descriptions, I have engaged in qualitative research, 

which “consists of a set of interpretive, material practices that make the world 

visible.” (Denzin and Lincoln 2005: 3) As I observe people in their everyday lives, ask 

them to talk about their experiences, and look at the documents they produce, 

qualitative research practices turn the world into a series of representations, including 

field notes, interviews, photographs, and recordings (ibid.) The result is “rich descriptive 

data: people’s own written or spoken words, their artifacts, and their observable 

activities.” (Taylor et al. 2016: 153) With that, I (re)constructed the social reality in which I 

both interacted with and interpreted (the interpretations of) the actions of the social 

actors in it, and thereby highlighted those conditions, processes, experiences and 

relations that seemed relevant to answer how businesses create actionable value 

potential through aura (see Alvesson and Sköldberg 2009). Hence, qualitative research 

requires making decisions about what to observe, ask about, and record (Taylor et al. 

2016).  

Following an abductive approach, I made an interpretive case study (see Merriam 1998), 

where descriptive data was used to illustrate, support and challenge the theoretical 

assumptions about auraproduction. The purpose was not to verify the theory but to 

advance it with new observations and interpretations. Thus, the general movement of 
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this study came from the empirical field through grounded theory, while the tentative 

theoretical framework that was developed prior to the empirical research served as a 

frame of reference (see Alvesson and Sköldberg 2000) or as orientation for approaching 

the world (see Merriam 1998). Following a theoretical sampling strategy (see Glaser and 

Strauss 1967) for developing grounded theory, the case of TAKT was studied according to 

its potential for helping to expand on or refine the concept and theory of auraproduction, 

as proposed by Ivar Björkman (1998) with his case of furniture brand Källermo AB and its 

founder Sven Lundh. Selecting TAKT as a case seemed particularly fitting, because the 

organization also moves within the context of entrepreneurship and design furniture – 

this is not to say that organizations outside of the furniture industry would have been 

less applicable to illustrate, support, or challenge the concept of auraproduction. On the 

contrary, cases from other industries might have yielded extraordinary findings. However, 

making a case of TAKT seemed appropriate because of my personal access to the 

company; because the empirical findings would be more relatable and comparable to 

those of Björkman (1998); and because it would update Björkman’s (ibid.) interpretations 

with a contemporary perspective.  

In order to define the spatial and temporal boundaries of the case study, I considered the 

initial research questions – Creating value (potential) through aura implies a process, and 

thus a longitudinal case study needed to be done in order to represent the critical events 

from that process and to study its development (see Saunder et al. 2009). Considering 

the time limitations of this thesis, I studied the case of TAKT approximately one month 

before and after the launch of the brand, assuming that this time frame would provide 

sufficient opportunities for conducting research that was critical to understand how 

TAKT produced aura. Making a longitudinal case study also justifies choosing a single 

case (Yin 2014).  

Furthermore, in order to represent the complexity of where, when, by whom, and how 

aura is produced, I had to use multiple sources of data. Thus, my research design 

resulted in a multi-method qualitative study, where I used multiple techniques to 

generate qualitative data (semi-structured interviews and participant observations), 

combined with secondary data (publications of TAKT; snapshots of TAKT’s website; 
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newspaper articles; and snapshots from social media posts). This will be explained in 

more detail in the following section.   

2.4 Generating data  

2.4.1 Semi-structured interviews  

In order to gain meaningful insights about the actions related to value creation and 

auraproduction at TAKT, I needed to get to the source of the company. I selected my two 

interviewees, Henrik Lorensen, CEO of TAKT, and Jakob Kahlen, creative director at 

Trouble and external creative director of TAKT, based on the judgement that they would 

be best equipped to answer my questions and help me build a better understanding 

through their interpretations of events.  

On the one hand, Henrik Lorensen represents the entrepreneur who, through his 

experiences in business development, anticipated actionable value potential (see Hjorth 

2014) with a different way of designing, building, and selling furniture. He initiated the 

entrepreneurial process by building a dynamic social network that would set processes 

into motion resulting in actionable value potential (see ibid.). Jakob Kahlen, on the other 

hand, represents the designer who set the creative direction of the brand on a 

conceptual, communicative level. So, not only do both interviewees have the ability to 

explain the background and purpose of the brand, but they also have control over the 

production processes involved in creating actionable value potential.  

Prior to the interviews, both interviewees were approached via email, in which I 

described the purpose of my research as well as the intended actions for and estimated 

time (approximately one hour) of the interview. I made sure to ask both participants if 

they had any objections or requirements with regards to data confidentiality, and offered 

to send them my questions before we would meet. In order for Henrik and Jakob to feel 

comfortable during the interview, and for me to get immersed in their working 

environments, we arranged to meet in each of their office spaces. Both of the 

interviewees agreed to my request for recording our conversation.   
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As I approached the empirical field with theoretical preconceptions and was interested 

in understanding the meanings that certain people ascribed to certain phenomena, I 

conducted semi-structured interviews with both Henrik and Jakob, asking questions 

about themes related to value creation and auraproduction in the context of building 

TAKT (see research diary: 83-87; 95-97). In other words, my initial research questions and 

the tentative theoretical framework informed my interview questions. The following 

themes were addressed: Vision; Collaboration; Design; Manufacturing; Communication; 

and Placement – all while considering the three stages of auraproduction: conceive, 

expose, and station. Without mentioning the terms value creation or aura during the 

interviews, my interview questions were formulated in such a way that they would let 

both interviewees unfold their thoughts on the above mentioned themes based on their 

experience. More precisely, I asked open-ended, descriptive questions (by mostly asking 

“how…?” or “why…?” or “could you tell me about...?”), in order to explore the ways in 

which the interviewees would attach meaning to their ideas and actions (see Taylor et al. 

2016). 

Given the different roles that Henrik and Jakob have in the organizational context of 

TAKT, and the different ways in which they use words or reflect on ideas, the questions 

varied slightly in each of the interviews. After all, semi-structured interviews allow for 

flexibility, and thus “probing” answers allowed me to add more depth to my data 

(Saunders et al. 2009). As a result, the interview with Henrik had a stronger focus on why 

and how he pursued the idea for TAKT, whereas the interview with Jakob was more 

concerned with reflections on developing the concept and communication of the brand.  

2.4.2 Participant observation    

Another way to represent and interpret the actions of TAKT in the context of creating 

value (potential) through aura was to make participant observations. This implies an 

immersion in the research setting, with the objective to understand the meanings that 

people ascribe to certain phenomena (Saunders et al. 2009). In particular, I made 

participant observations prior to my interview with Jakob Kahlen at the Trouble office, 
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and prior to my interview with Henrik Lorensen at the TAKT office. This included 

describing the character of the location as well as the actions of the present people at 

that moment. By making these observations in the offices of TAKT and Trouble, I was 

able to gain a better understanding of the world that inspired the making of TAKT. In 

addition, I made a primary observation at TAKT’s public reception (see research diary: 

118-120), during which I described and took photographs of the physical setting, key 

participants and their actions. Following the abductive research approach, I then used 

previous theory in the analysis to help me understand and explain what was going on in 

this research setting, while also further developing the theory through the interpretations 

from my observation (see section 4.3.2 Cultural settings).  

2.5 Secondary data    

As part of my case strategy, I used a variety of documentary second data to identify 

patterns that describe and explain the key themes that can be observed in relation to 

value creation and auraproduction (see Saunders et al. 2009). Selecting internal 

publications of TAKT, snapshots of TAKT’s website, newspaper articles, and snapshots 

from social media posts, not only helped me to analyze how businesses (in this case 

TAKT) create actionable value potential through aura, but also helped me to triangulate 

findings based on the primary data I had collected through my interviews and 

observations (see Taylor et al. 2016). Triangulation refers to the combination of methods 

or sources of data, to gain a deeper and clearer understanding of the setting and people 

being studied (ibid.). Documentary second data, such as the ones I chose for TAKT, lend 

additional insight into organizational processes and the perspectives of the people who 

write and use them (see ibid.). It has to be taken into account that “the culture, 

predispositions and ideals of those who originally collected and collated the secondary 

data will have influenced the nature of these data at least to some extent.” (Saunders et 

al. 2009.: 272). However, following an interpretivist research philosophy, this is exactly 

what I am interested in: the meanings that people ascribe to certain things and events, 

and how that influences the production of aura. 
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2.6 Capturing data with a research diary 

As a tool to chronologically organize and reflect on my empirical data, I have created and 

used a research diary (see section 8.3: Research diary). Nadin and Cassell (2006) argue 

that using a research diary enables the researcher to continuously think about their 

research practices and assumptions, by recording those experiences in a systematic way. 

Each time I gathered data, a new entry was made in the research diary, starting with a 

date and a brief description (or participant observation) of the event in the context of 

TAKT’s development, followed by attaching my recording of the event (interviews; 

photographs; excerpts from articles or TAKT documents; screenshots from TAKT’s 

website; screenshots of Instagram posts), and concluding with side notes suggesting the 

dominant themes of each recording in relation to the theory of auraproduction. Thus, the 

research diary became the central source for practicing reflexivity and for the analysis of 

the empirical data.  

2.7 Analyzing data   

As already mentioned, while following an abductive research approach, the general 

movement of this research comes from grounded theory. Grounded theory starts from 

data in order to build theoretical concepts – this procedure starts with coding, where 

categories are created based on the data (Alvesson and Sköldberg 2000). Strauss (1987) 

distinguishes between two kinds of categories: those which are found directly in the 

material as they are stated by the actors, and those which the researcher constructs 

from the material.   

My empirical research began considering an initial set of key themes or categories 

derived from my tentative theoretical framework. Within the structure of auraproduction, 

which is divided into the stages – now categories – of conception, exposure, and 

stationing, the following sub-categories were considered: vision; collaboration; design; 

manufacturing; communication; selected environments; media presence; direct 

interactions with the customer; private and cultural settings.  
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Subsequently, these categories were also used to analyze and interpret both the primary 

and secondary data. However, I also allowed and expected other categories to emerge, as 

the point with a qualitative content analysis is to be open to the discovery and 

comparison of relevant situations, settings, images and meanings (see Altheide 1996).    

In particular, the coding process was done by labeling a unit of data (sentences or larger 

accounts from the recordings in the research diary) with the above mentioned categories, 

but also by developing additional categories directly from the material as well as by 

writing memos, so as to highlight new insights that would challenge or add to the 

tentative theoretical framework (see section 8.3: Research diary). Throughout this 

process I kept asking: Under which category can this data unit be placed? What part of 

the structure or category from the theoretical framework does this data unit relate to? 

Are there any insights that support or challenge the framework? Are there categories that 

need to be added because they are specific to the case of TAKT?     

As I went through the data I was able to recognize conceptual similarities amongst data 

units and consequently sort the data into the (emerging) categories and the coherent 

structure of the analytical framework (see Saunders et al. 2009). Finally, having coded 

and sorted the data enabled me to move to a higher level of conceptualization through 

activating the previous theory (see Taylor et al. 2016). Going from categories to theory, 

then, was done in an abductive fashion whereby both the previous theory and the 

categorized data units were successively interpreted in light of each other (see Alvesson 

and Sköldberg 2009). 

2.8 Reflections on research method  

Considering that the research process is subject to influences that affect the 

interpretations generated, a reflexive stance is required in order to identify and 

understand what these influences are (Nadin and Cassell, 2006). In this sense, 

“reflection can be defined as the interpretation of interpretation and the launching of 

critical self exploration of one’s own interpretations of empirical material” (Alvesson and 

Sköldberg, 2000: 6) Reflexivity in research implies that the researcher thinks about the 
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methods they use and the epistemological assumptions that underlie them (Nadin and 

Cassell, 2006). Not only has reflexivity been argued to enhance the trustworthiness of 

the empirical data and enhance the understanding of the role of the researcher, but it 

also encourages the researcher to not be complacent and to continue to review and 

critique their research practice (see Cassell and Symon 2004).  

With reflexivity having gained a firm place in the qualitative research practice, it is 

accepted that “the researcher is a central figure who influences, if not actively 

constructs, the collection selection and interpretation of data.” (Finlay 2002: 212). 

Furthermore, it is recognized that “research is co-constituted, a joint product of the 

participants, researcher and their relationship.” (ibid.: 212) Also, “meanings are negotiated 

within particular social contexts so that another researcher will unfold a different 

story” (ibid.: 212), and lastly, the researcher’s presence in the research is acknowledged, 

and so subjectivity is an opportunity, not a problem (ibid.).  

Regarding the question of validity and reliability, then, requires a definition of both terms 

in the context of qualitative research. Validity is concerned with the authenticity of the 

research findings in so far as the reader can act on their implications (see Lincoln, 

Lynham & Guba 2011). Reliability in qualitative research is concerned with “whether the 

results are consistent with the data collected” (Merriam 1998: 206). However, there has 

been discussion among qualitative researchers concerning the relevance of reliability 

and validity for qualitative research (Bryman and Bell 2015) – these criteria presuppose 

that there are absolute truths about the social world, which from a social constructivist 

view of reality, is not the case.  

Furthermore, Bazeley (2012) argues that the reader is more likely to be convinced about 

the reliability and validity of researcher’s conclusions by examining the strength of their 

argument and also the “clarity and comprehensiveness of evidence” (ibid.: 151), which 

can be achieved by carefully designing an organizing a structure for the primary and 

supporting data, demonstrating the decisions that have been made in generating and 

coding data (see Ellinger and McWorther 2016).  
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Thus, making use of a research diary was a way to practice reflexivity and to ensure more 

transparency, accountability, and integrity in regards to the overall research process (see 

Nadin and Cassell 2006; Finlay 2002).  

Triangulation is another strategy to ensure more comprehensiveness and enhance the 

quality of the research (see Flick 2018). Although triangulation was first conceptualized 

as a strategy for validating results obtained from an individual method, the focus has 

shifted increasingly towards “further enriching and completing knowledge and towards 

transgressing the (always limited) epistemological potential of the individual 

method.” (Flick 2018: 191) By producing knowledge about a phenomenon on different 

levels – in the present case study, qualitative interviews and participant observations 

were supplemented by secondary data, such as documents written by or about TAKT – 

insights go beyond the knowledge made possible by one approach and thus contribute 

to promoting quality of the research (see Flick 2018). So, although the interviews with 

Henrik Lorensen and Jakob Kahlen already provided rich descriptions of the processes 

enacted at TAKT, it was relevant and meaningful to see the documents that they actually 

ended up producing, or how the media chose to talk about TAKT, in order for me to 

produce knowledge about auraproduction. As Flick (2018) emphasizes, triangulation is 

less a strategy for validating results and procedures than an alternative to validation – it 

allows to extend the possibilities of knowledge production through the use of multiple 

sources of data and therefore “increases scope, depth and consistency in methodological 

proceedings and thus puts findings on a more solid foundation.” (Flick 2018: 192)   

Another aspect to reflect upon is my relationship with TAKT prior to the research. It was 

my employment at design agency Trouble – a partner and extended team of TAKT – that 

provided me with the opportunity and facilitated access to research the organizational 

context of TAKT for the purpose of my study. With that, I already had some knowledge of 

the organization and thus some understanding about what went on in the development 

of the brand. However, taking the role of a practitioner-researcher means one has to be 

conscious of the assumptions and preconceptions that are inevitably carried  into the 

research (see Saunders et al. 2009). This bias might affect the generation and 

interpretation of data from the interviews: As Saunders et al. (ibid.) explain, the 
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researcher, consciously or unconsciously, may impose their own beliefs and assumptions 

on the questions for and interpretations of answers from the interview for the benefit of 

the research purpose. Equally, interviewees may provide only a partial account of the 

situation and cast themselves, or the organization for which they work for, in a socially 

desirable role, especially because they are aware of my role as a researcher (ibid.). 

However, as a qualitative researcher arguing from a social constructivist view of reality 

and practicing reflexivity, it is taken for granted that my background cannot be separated 

from my findings and interpretations (see Taylor et al. 2016), and “it is not possible to 

achieve perfect reliability if we are to produce meaningful studies of the real 

world.” (ibid.: 20) Ultimately, as Taylor et al. (2016) argue, qualitative research emphasizes 

meaningfulness as opposed to reliability. 

3. Theory  

The theoretical foundation of this thesis begins with a philosophy of entrepreneurship 

(as seen in Hjorth 2014). With value creation at its core, I will proceed with an in-depth 

study of value creation (as seen in Grönroos and Voima 2013), and finally introduce the 

concept of auraproduction (as seen in Björkman 1998; 2002), to propose an alternative 

perspective on value creation that then becomes the central theme and subject of 

research for this thesis. The three theoretical areas – entrepreneurship, value creation, 

and auraproduction – will be tied together in a tentative theoretical framework that 

proposes auraproduction as an entrepreneurial process. 
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3.1 Theoretical areas 

3.1.1 Entrepreneurship  

Given that the interest of this thesis lies on the activities that entrepreneurs consider 

and engage in to create value (potential) through aura, we begin by reflecting on what 

entrepreneurship is actually about.  

In his philosophy of entrepreneurship, Hjorth (2014) explains that entrepreneurship is a 

body consisting of a dynamic social network that “rigs action in fictional anticipation of 

actual actionable value potential.” (ibid.: 42) In other words, the entrepreneur imagines a 

reality in which value potential is created for users to act upon, and then creates an 

organization to set processes in motion that make this imagined reality become actual. 

Then, entrepreneurship is a socially organized, creative process of actualization that 

results in actionable value potential for users to act upon (ibid.).  

How does the process of actualization look like? If creating actionable value potential is 

what the entrepreneur seeks to achieve, then the process of actualization requires a 

movement that brings the virtual into the actual.  

So, what exactly is actionable value potential? Following Hjorth (2014), it corresponds to 

an offer upon which it proposes people to act – they “enter the process of becoming-user 

or becoming-consumers of the ‘offer’ and therefore actualize value potential by 

purchasing.” (ibid.: 48). In other words, actionable value potential is a virtual value that is 

only actualized by a user who gets access to an offer, and who via a commercial 

transaction becomes a customer and thereby affirms the value potential.  

But how do people perceive value potential and what kind of value potential does an 

offer need to represent in order to make people want to act upon it? How can an 

organization create value potential in the first place? And is value potential only 

actualized in the moment of purchase? A more comprehensive understanding about 

value and value creation is needed to approach these questions.   
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3.1.2 Value Creation 

As we now dig deeper into the theory of value and value creation, it will become apparent 

that Hjorth’s (2014) philosophy of entrepreneurship implies a rather alternative yet 

advanced conceptualization thereof, where an organization creates actionable value 

potential, and actual value is actualized by the user. Similarly, Grönroos and Voima (2013) 

recognize actual value creation in the context of customer experiences. According to 

them, “value creation refers to customers’ creation of value-in-use” (Grönroos and Voima 

2013: 133).  

In contrast, traditional views assume that value is created and delivered by a provider, 

meaning that value is a utility embedded in products exchanged for other utilities, or for 

what the customer is willing to pay (ibid.). Following this perspective, potential customers 

engage in a “cognitive trade-off between benefits and sacrifices” (Sánchez-Fernández & 

Iniesta-Bonillo 2007: 429), where they evaluate the “difference between the ‘utility’ 

provided by the attributes of a product and the ‘disutility’ represented by the price 

paid” (ibid.: 429). Value then becomes a question of “what is sacrificed versus what is 

received in exchange (ibid.: 432). However, this conceptualization of value as simply a 

trade-off between benefits and sacrifices seems like a narrow approach – its strictly 

functional and rational nature doesn’t reflect the “complexity of consumers’ perceptions 

of value” (ibid.: 441), in particular the “intangible, intrinsic, and emotional factors” (ibid.: 

441).  

Holbrook’s ‘typology of consumer value’ (1999) captures the economic, but also the 

social, hedonistic, and altruistic components of perceived value. His framework is based 

on three dichotomies: (i) extrinsic versus intrinsic (a product viewed instrumentally as a 

means to some end versus a consumption experience prized for its own sake as an end 

in itself); (ii) self-oriented versus other-oriented (something valued by virtue of the effect 

it has on oneself or for one’s own sake versus an aspect of consumption positively 

evaluated because of how others respond or for the sake of someone else); and (iii) 

active versus reactive (involving the manipulation of some product by its user versus the 
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appreciation of some consumption experience wherein an object affects oneself rather 

than vice versa).  

In addition, Holbrook (ibid.) makes an important distinction between ‘value’ and ‘values’: 

Value is the outcome of an evaluative judgement, whereas values refer to the standards, 

rules, criteria, goals, or ideals that serve as the basis for that evaluative judgement. 

“‘Values’ are thus the implicit criteria that are employed by an individual in making a 

preference judgement.” (Sánchez-Fernández & Iniesta-Bonillo 2007: 429). 

Consumption needs to be meaningful for creating value (Wikström and L’Espoir Decosta 

1988) – it is a social act that expresses symbolic meanings and social codes and it 

produces and reproduces identity which creates a product’s value (Baudrillard 1988). 

Thus, the meaning and value of a product or service depends on a network of 

relationships between people, objects, and practices (Wikström and L’Espoir Decosta 

2018). Based on the social constructionist idea that “people, structures, the physical 

world, culture, language, words, concepts and images gain their meaning from a 

relatedness to each other” (Fletcher 2006: 436), it can be concluded, then, that value is 

socially constructed and context-dependent. And as society and values change over 

time, the evaluative judgement of value must change accordingly. Thus, the value of a 

product or service does not just exist “as a singular entity at a given point in 

time” (Grönroos and Voima 2013: 135-136), but is created during and over the course of 

its consumption (Björkman 1998).  

With this in mind, Grönroos and Voima (2013) propose a shift from value-in-exchange to 

value-in-use, where value accumulates over time through experiences (individual and 

social) during the usage of resources and processes (and/or their outcomes). This 

concept implies that “it is not resources per se, but the ability to access, deploy, 

exchange, and combine them that lies at the heart of value creation” (Moran and 

Ghoshal 1999: 409). So when value is understood as value-in-use, it is not exchanged for 

a price at the moment of purchase, but it emerges through the imagined and physical 

use of resources, sometimes even from the possession of them (Grönroos and Voima 

2013). Thus, “the process of usage is the defining concept” (ibid.: 138). It is through usage 
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that value actualization takes place and value is experienced (ibid.). The social, physical, 

temporal and/or spatial context determines the experience of value-in-use (ibid).  

Mattsson (1991: 42) suggests that value emerges as the effect of “an on-going evaluative 

act by a consumer on being exposed to a product.” However, “value-in-use implies that 

the customer, as the user, creates value and is the value creator, not just that he or she 

assesses or determines value. The customer creates and assesses value in a longitudinal 

and experiential process of usage.” (Grönroos and Voima 2013: 138)  

If value is defined as value-in-use, then it can not exist before it is created (or emerges) 

by the customer from the usage process, where it is accumulating (ibid). Following this 

logic, the production process that includes design, development and manufacturing of 

resources is not part of value creation (ibid.). Nonetheless, an organization facilitates the 

customer’s value creation “by producing and delivering resources and processes that 

represent potential value, or expected value-in-use, for the customer” (ibid.: 138), which 

can be transformed into actual value-in-use.  

Based on this value creation perspective, Grönroos and Voima (2013) introduce a 

framework that defines the roles of the customer and the organization, and categorizes 

their actions by three spheres, which lead to different forms of value creation. This 

structure enables us to analyze the customer’s value creation and the organization’s 

value facilitation, as well as co-creation opportunities (ibid.).  

In the provider sphere, the organization produces resources and processes for 

customers’ use, thereby providing potential value-in-use (ibid.). Thus, the organization 

can be characterized as a value facilitator (ibid.).  

In the joint sphere, the customer is in charge of value creation (value-in-use), but through 

direct interactions, the organization may be able to influence and engage with the 

customer’s value creation process as a value co-creator (ibid.).  

Grönroos and Voima (ibid.) distinguish between direct and indirect interactions: A direct 

interaction refers to a process by which the customer’s and organization’s resources 

interact with each other through active dialogue, whereas an indirect interaction refers to 

“situations in which the customer uses or consumes resources that are outputs of the 

firm’s processes, such as a product provided by a firm, and thereby interacts with this 
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resource.” (ibid.: 142) Engaging in interactions with the customer requires that the 

organization learns about the customers and their individual and collective context 

(ibid.).  

In the customer sphere, the customer creates value as value-in-use independently of the 

organization (ibid.). “Value-in-use is customer driven and accumulates over time in the 

customer sphere, which means that value is created in different spatial and temporal 

settings” (ibid.: 136).  

With this framework, Grönroos and Voima (ibid.) offer theoretical implications about the 

roles of the organization and the customer in the creation of value. However, the 

practical implications that would seem relevant for entrepreneurs starting up a business 

remain rather imprecise and need further elaboration: How can an organization approach 

and fulfill its role as a value facilitator? If successful entrepreneurship depends on the 

actualization of actionable value potential, or value-in-use, then what kind of resources 

and processes need to be produced and how? And in what ways do they need to be 

presented and provided, in order for users to access and want to act upon that value 

potential? In other words, what value proposition  does the organization offer? And how 3

is that value proposition more actionable (desirable) than that from another organization?  

In the following sections, I will attempt to provide an answer to these questions by 

showing how aura can be the distinctive factor in a competition of value propositions.   

 In contrast to the more widely accepted definition that regards value propositions as a promise about the 3

benefits customers can expect to be delivered from an organization’s products and services (see 
Osterwalder et al. 2014), value propositions from a value-in-use perspective refer to, one could suggest, an 
offer for customers to create value through the resources and processes provided by an organization.
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3.1.3 Aura  

“Some company recently was interested in buying my ‘aura’. They didn’t want my 

product. They kept saying, ‘We want your aura’. I never figured out what they 

wanted. But they were willing to pay a lot for it. So then I thought that if somebody 

was willing to pay that much for it, I should try to figure out what it is.  

I think ‘aura’ is something that only somebody else can see, and they only see as 

much of it as they want to. It’s all in the other person’s eyes. You can only see an 

aura on people you don’t know very well or don’t know at all. I was having dinner the 

other night with everybody from my office. The kids at the office treat me like dirt, 

because they know me and they see me every day. But then there was this nice 

friend that somebody had brought along who had never met me, and this kid could 

hardly believe that he was having dinner with me! Everybody else was seeing me, 

but he was seeing my ‘aura’. When you just see somebody on the street, they can 

really have an aura. But then when they open their mouth, there goes the aura. 

‘Aura’ must be until you open your mouth.”  

 Andy Warhol (1975: 75) 

Warhol’s (ibid.) famous account on aura is a revealing introduction to a distinct quality 

that seems to transcend some people and products; a glow that attracts people when 

they are exposed to it, especially when they experience it for the first time. It implies that 

aura is something that people buy into, because they want to emanate it themselves. In 

other words, people don’t just buy a product without its potential to produce aura, which 

they can take advantage of for themselves (Björkman 1998: 198).  

Aura is not a new phenomenon – “In primitive society aura is fetishism: the belief that 

everything in nature could have a soul.” (Björkman 2002: 70) In today’s civilized society, 

aura plays a new role in the sense that there are objects, persons, even organizations 

that are interpreted similarly (ibid.). 
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As we have worked out before, the necessity to create actionable value potential (by 

producing resources and processes for customers’ use), and the proposition for people 

to act upon that value potential, requires consideration about various forms of 

production as well as an understanding about users and their context and culture. Ivar 

Björkman’s conceptualization of aura (1998, 2002) is an insightful and practical 

contribution to just that.  

In his doctoral dissertation “Sven Duchamp, expert on production of Aura – A study on 

entrepreneurs, visions, business and art”, Björkman (1998) investigated Swedish furniture 

company Källermo AB and its owner Sven Lundh, to exemplify how concepts and ideas 

from the arts can be applied to businesses and their production processes. Aura, the 

central concept of his study, provides an understanding of how meaning is constructed 

and how value is created around a company and its products and services, from the 

moment they are designed to the moment they are used by customers (ibid.).  

According to Björkman (2002), aura is related to the experience of beauty, exclusiveness 

and uniqueness that a brand, a product or a service creates. It is experienced in the mind 

of the customer and adds value to a brand, product or service (ibid.).  

Björkman (2002) makes a distinction between three aura experiences: view-aura, use-

aura, and own-aura. View-aura is the experience of something (a product, service or 

brand) that has not been touched, used, or owned (ibid.). This usually happens through 

the influence of images and stories in traditional media outlets as well as people’s social 

(media) networks (see ibid.). The customer is thus part of the creation of meaning (ibid.).  

Use-aura adds a customer’s physical experience to his or her view-aura: It is created 

when the customer gets more deeply involved with the product or service, through using/

testing what the view-aura has been trying to build (ibid.).  

Own-aura happens after the customer has used the product or service and made the 

decision to own it (ibid.). View-aura affects own-aura in the sense that “owning 

something that the customer knows has a view-aura adds value to the owning 

part.” (ibid.: 75). However, it is difficult to keep the aura on the same level as it was in the 

view phase, especially when the customer uses the product or service on a regular basis 
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(ibid.). This is where the customer creates a certain relationship to it, which can either 

enhance the aura or make it fade (ibid.).   

Knowing how aura is produced by the customer through experiences has implications on 

how organizations may produce aura potential. According to Björkman (2002), producing 

aura reflects a process whereby value is added to a product or service that takes people 

“further away from its function and in which experience of beauty plays an important 

role.” (ibid.: 74)  

He explains that aura is often constructed by small organizations, for example, 

underground movements that during their initial stage “begin to produce certain kinds of 

histories that make ways for creating myths.” (ibid.: 70) Movements in art history, such as 

Dadaism or Warhol’s factory, exemplify the production of aura (ibid.). Similarly, profit-

oriented companies like Apple successfully produce aura potential around its brand, 

products, and services by applying values and strong visions that resemble underground 

movements  (ibid.). A crucial factor here is the way that they have created their own way 4

of attracting and communicating to customers: “they incorporate cultural and moral 

objectives, and aesthetic experiences” (ibid.: 71), and they promote humanistic questions 

that go beyond the product (ibid.).  

Björkman (ibid.: 71) makes an interesting example about the Italian designer company 

Alessi: “To them, design is not a tool for marketing and technology. Instead they see 

design as something deeper that reflects both a cultural and aesthetic sensibility.” The 

aura of Alessi is produced through their awareness of cultural heritage; an aesthetic 

sensibility that is expressed through the playful appearance of their products and 

through the designers that they work with; as well as their presence within the design-

community and the media world (ibid.).  

Furthermore, aura shall be owned and promoted by the customer through a product or 

service (ibid). With that, a product or service eventually acts as a medium to produce 

aura – then the meaning is no longer created by the company, but is instead created by 

the customer (ibid.). This suggests that Björkman supports the view of a company as a 

 see Apple’s „Think different“ campaign: http://www.thecrazyones.it/spot-en.html#4
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value facilitator, in the sense that companies facilitate the production of aura, and thus 

produce aura potential. The way he puts it is that companies can only influence the 

creation of value in the right direction (Björkman 1998: 194).  

In order to explain how auraproduction occurs, Björkman (ibid.) defined a sequence of 

auraproduction phases that each involve different types of activities and people: (1) 

conception; (2) exposure; and (3) stationing. These three auraproduction phases are not 

to be seen as a strictly linear process, but rather standing in dialogue with each other 

(ibid.: 193). I will illustrate what that means as this study progresses.  

3.1.3.1 The phase of conception 

In the phase of conception, the production of aura potential depends on the design and 

production of resources, the choice of collaborative partners, and the creation of brand 

narratives (see Björkman 1998). All of these aspects are considered regarding the 

conventions that the organization uses or challenges. According to Björkman (ibid.: 131), 

conventions can be used to enhance the aura of a product. Conventions are the shared 

norms, rules, practices, and traditions of a group of people (Becker 1982). This definition 

bears a lot of resemblance to the many definitions of culture, and Björkman explains that 

the willingness to break with established conventions shows people’s ability to not only 

carry but also to produce cultural meaning (1998: 134). For example, in the context of his 

study about furniture brand Källermo AB, Björkman (ibid.: 191) demonstrated that 

breaking the tradition-heavy convention of furnituremaking provoked a debate about 

how people in Sweden interpreted furniture. Breaking conventions was the source of 

Källermo AB’s idea, the driver of its production, and a narrative for the brand. 

Creating stories is a crucial part of the process in creating aura: they are “used both as 

an internal and external communication tool to communicate vision, missions and 

values. Stories in a way mystify the company and make customers and employees 

curious and motivated.” (Björkman 2002: 76) Furthermore, “the urge for new stories that 

people can believe in is partly becoming more accurate when the belief in the old ones 
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are not working any more.” (ibid.: 77). This notion can be used as a narrative itself, which 

gives brands the character of an underground movement.   

Björkman (ibid.) also looked at the establishment of relationships within the organization, 

that is, the reasons for the entrepreneur to choose particular partners to collaborate with 

for the production of resources. His interpretation is that the choice of and collaboration 

with external partners is based on how professionally established they are, and that this 

influences the aura potential that they can create (ibid.: 117, 194). For example, choosing 

to work with a young, emerging designer has a different meaning than choosing to work 

with an experienced, well-established designer. Modes of collaboration also vary, as 

partners have different roles, business establishments, and preferences about how they 

like to work (ibid.: 125). The entrepreneur may thus be more involved in some production 

processes than others, and thereby give more or less autonomy and creative freedom to 

external partners (ibid.: 119). Therefore, the role of the entrepreneur, as the representative 

of the organization, has an influence on the perception of aura potential.  

Björkman’s (ibid.: 134) insights into Källermo AB also exemplify how conventions play an 

important role in the tradition of furnituremaking, especially when approaching 

technique, form, and material. Some manufacturing methods have been developed and 

used for many decades, like steam bending, a traditional woodwork technique that 

influences the form of a chair . So when Källermo AB released a chair made out of 5

concrete, they broke a longstanding tradition, which captured people’s attention (see 

ibid.).     

Another aspect is reproduction: Källermo AB’s production of their Concrete chair was 

limited, and each piece was numbered, signed by the designer and individually unique 

(ibid.: 140). Björkman (ibid.: 140) points out that numbering and signing a product may 

guarantee its originality, which functions like a guarantee for its aura (ibid.: 140). These 

actions also give way to approach price conventions, which includes considerations 

about production costs, profit margins for the company, but also the market value of the 

designer (ibid.: 140).  

 Arne Jacobsen and Alvar Aalto were known to use this method.5
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3.1.3.2 The phase of exposure 

The phase of exposure is where the product, as well as the creators and designers 

behind a brand meet and are exposed to the public (ibid.: 194). Here, a product’s aura 

and meaning is produced in interaction with the public (ibid.: 194). As mentioned earlier, 

experiencing the aura of a product can happen in many different situations and isn't 

bound to physically encountering it (ibid.: 176). This has consequences on how and when 

aura is produced, as the aura of a product depends on the context in which people 

encounter it. Whether the product is placed in a furniture fair, a store, a magazine, a 

brochure or a webpage – all of these environments create different conditions that affect 

the way it is met and interpreted (ibid: 146).  

Other influential factors are, for example, texts about the product on a webpage or in a 

magazine; the place where somebody reads the text; or the people that shop at the 

particular store (see ibid.).  

In the phase of exposure, control over which ideas are mediated, how they are mediated 

and by whom, is limited as the product is out in the open and starts to “live its own 

life” (ibid.: 148). Therefore, the editorial space in the media plays an important role to 

influence the production of aura (ibid.: 194).  

Björkman (ibid.) introduces a very essential role for auraproduction: the aura mediator. 

Aura mediators interpret products, happenings, and people that are connected to a 

business and thus contribute to its auraproduction (ibid.: 171). They influence the 

recipient through the way they compose texts and images, which involves making a 

judgement about what goes “in” and what goes “out” (ibid.: 147). With that, they mediate 

ideas and shape the image of and discourse around a business and its products, which 

helps to establish a relationship with customers (ibid.: 171). Here it is more about 

mediating an ideology than selling a product, which requires a story that is expressed in 

an interesting and meaningful way (ibid.: 111).  

Björkman (ibid.: 172) characterizes the phase of exposure as an act of seduction. It is 

about luring the consumer into seeing, using and wanting to own something that they 

can identify with (ibid.). The technical and stylistic possibilities of photography, in 
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particular, influence the way that a product is perceived (ibid.: 176). In lifestyle media, for 

example, a product is often placed within a highly stylised environment or someone’s 

private home (ibid.: 171). Another central role in auraproduction is promoting the designer 

of a product, or the owner of the company, as they themselves often become an object of 

interpretation in relation to the brand (see ibid.: 170).  

3.1.3.3 The phase of stationing 

The phase of exposure can lead to the purchase and ownership of a product by a private 

person, business or public institution. Then, the product is placed and given new 

meaning in a new context of use (ibid.: 176). This is the phase of stationing, and the 

production of aura continues.  

A product’s change in meaning has a temporal dimension – it changes with time, as new 

styles and trends emerge and society evolves (ibid.: 177). This applies especially to 

furniture, which has a relatively long life. To claim that an object is timeless from an 

aesthetic point of view assumes that the object remains independent from trends and 

cultural influences over time – however, most products are an expression of the social, 

technological, and cultural trends of their time; so a stick chair from the mid-20th 

century has another meaning today than it did at the first time of its appearance (ibid.: 

182-183).  

A product’s change in meaning also has a spatial dimension: Cultural settings, like public 

events or restaurants, provide a platform to stage a product as a cultural one (ibid.: 184). 

This is an important opportunity for companies, as people not only ‘consume’ culture 

because they are interested in a particular object or exhibition, but also because they are 

interested in the cultural meanings that surround it (ibid.: 147)  

Furthermore, cultural institutions guarantee the production of aura (ibid.: 179). Museums, 

for example, don’t only preserve but also create and curate history by deciding what goes 

“in” and what goes “out” (ibid.: 181). Therefore they function as administrators of a 

company’s cultural value and strengthen its role as a producer of culture (ibid.: 181, 185). 

So cultural institutions enhance a product's aura in the sense that it is there for cultural, 
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not commercial reasons (ibid.: 181). The institutional environment shifts the product's 

meaning towards an aesthetic and cultural one, giving it its historical and cultural value 

(ibid.: 183)*. Thus, a company can take advantage of the legitimacy that a cultural 

institution provides (ibid.: 184).  

In the same way that a product's aura depends on institutional environments, it also 

depends on the home environment and the owner of the product (ibid.: 182). Björkman 

(ibid.: 178) argues that the home is probably the best place to experience and spark 

interest in a product: This is a space where products become part of rituals, and rituals 

represent values and ideas as much as they evoke a certain atmosphere. This way, users 

might ascribe a different meaning to the product than it was initially intended by the 

company (ibid.: 177). The home, in a sense, functions as another marketplace (ibid.: 176). 

This shows how economic and cultural structures coexist – for example, knowing that 

one can purchase a chair, which also happens to be placed inside a museum or in 

another cultural setting, adds to one's personal cultural capital (ibid.: 183).  

In conclusion, aura is updated through the product’s shift to a new environment and a 

new owner, and the product receives its value through being part of a social and cultural 

world (ibid.: 182, 197).  

3.1.3.4 Factors that affect the production of aura  

In addition to the three auraproduction phases, Björkman (1998: 202-205) lists a number 

of factors that affect the production of aura:  

A. Function: In order for a chair to be perceived as a chair, it needs to fulfill its function, 

which means one needs to be able to sit on it. The experience of a product is guided 

by its ways of use.  

B. Convention: Breaking conventions has influence on the experience of a product, as 

this challenges the established norms of comparable products.  
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C. Material and Technique have influence on the experience of a product (e.g. concrete 

versus wood; steam bending as a woodwork technique influences the form and use 

of a product)  

D. Color and Form influence the way an environment is perceived. To challenge 

conventions here opens up new ways of perception.  

E. Aesthetics enhance a specific perception. The beautiful is in the aura.  

F. Exposure: How, when and where an object is exposed influences one’s relationship 

to it. Is the exposure exclusive and limited or turned towards the broad masses? Is it 

only exposed through advertisement or have journalists written about the product? 

Has the exposure provoked a reaction and debate?  

G. Mythology refers to the narrative and feeling which strengthens the aura of a 

business, its people, products and actions. Aura mediators can shape this mythology 

and thereby enhance aura.  

H. Environment is connected to exposure and emphasizes the influence of the context 

within which meanings are ascribed to a product.  

I. Price has an influence on how a product is perceived. It can legitimize being part of a 

certain world, e.g. a luxurious or traditional one.  

J. Customer base refers to a group of customers who function as the carriers and 

mediators of a company's values.  

K. Brand: Aura is a transformation of material things into symbolic products and 

services. Here, it is less about the logo than it is about the product or service itself 

and what its stands for within a specific social and cultural context.  

L. Culture: The conditions for auraproduction and aura-mediation depend on cultural-

specific norms.  

M. Physical perception and the phantasy of the subject: Not being able to touch a 

product versus using it everyday has different effects on the perception of a company 

and its products’ aura. Playing with access and interaction as a company is key to 

influence the experience of aura.  
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Later in the analysis of empirical findings, I will try to identify these factors and use them 

to challenge and refine the tentative framework. The tentative framework will be 

presented in the following section.  

3.2 Building a tentative framework  

The premise of the following framework is that aura creates value, and that aura can be 

produced (Björkman 1998). If aura creates value, and entrepreneurship is about the 

actualization of actionable value potential, then auraproduction can be seen as an 

entrepreneurial process. 

By defining the roles and (inter)actions of both the organization and the customer for the 

production of aura, this framework will try to extend knowledge about when, where, by 

whom, and how value (potential) can be created, and thus show how auraproduction can 

be regarded as an entrepreneurial process.  

In order to build this framework, I will harmonize Björkman’s (1998) conceptualization of 

auraproduction with the three value creation spheres proposed by Grönroos and Voima 

(2013). This makes sense for a number of reasons: Grönroos and Voima’s (ibid.) 

conceptualization defines the roles and (inter)actions of both the provider and the 

customer for the creation of value. Aura creates value, and thus we should be able to 

identify the roles and (inter)actions of both the organization and the customer for the 

production of aura, using Björkman’s (1998) descriptions.  

The three stages of auraproduction – conception, exposure, and stationing – are very 

much related to the three spheres of value creation: Auraproduction in the stage of 

conception applies to the design and manufacturing of resources, the choice of 

collaborative partners, and the development of brand communication, all while 

considering the conventions at play. Value creation in the providers sphere refers to the 

production of resources and processes for customer’s use, which includes design, 

development, and manufacturing. The provider acts as a value facilitator, as they produce 

actionable value potential for users to act upon. Similarly, then, if aura is produced by the 
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customer through experiences of usage, the organization’s role in the production of aura 

during the phase of conception is the production of aura potential.   

Auraproduction in the phase of exposure implies that the organization engages in the 

customers’ production of (view- and use-) aura by staging the product in selected 

environments, cultivating a presence in media channels through aura-mediators, and 

producing various forms of content for communication. Value creation in the joint sphere 

addresses these types of direct and indirect interactions with the customer – they enable 

the organization to engage in the customer’s creation of value as a value co-creator. 

Thus, in the phase of exposure, the customer acts as a co-producer of aura in interaction 

with the organization. 

Auraproduction in the stage of stationing takes place in new environments through 

ownership and usage of the product by the customer. Aura is produced and meaning 

constructed independently of the organization. The organization, and in particular the 

product, then function as a medium for the customer’s production of aura. Similarly, 

value creation in the customer sphere happens outside direct interactions with the 

organization, through the customer’s accumulation of experiences using the product.   

Comparing the three stages of auraproduction with the three value creation spheres 

shows the compatibility of both conceptualizations for the creation of a framework that 

illustrates when, where, by whom, and how aura is produced in the creation of value. The 

roles of both the provider and the customer in the three value creation spheres help us 

to specify the roles of both the organization and the customer in the production of aura. 

In turn, the conceptualization of aura may concretize the practical implications of 

Grönroos and Voima’s (2013) value creation spheres, which seemed to be lacking in their 

conceptualization. In the end, I intend to present a more solid structure for analyzing the 

creation of value through the production of aura, which would contribute to the 

development of Björkman’s (1998, 2002) work and make it more accessible and relevant 

for the practice of entrepreneurship.   

Now, with all of the above considerations, a tentative framework for the production of 

aura as a form of creating value could look like this:  
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Fig.1: A tentative framework for auraproduction  
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In order to assess the proposed framework, I will now proceed with an empirical case 

study on the making of furniture brand TAKT. Looking at the development of TAKT from 

an aura-perspective will give us a firsthand look into the various stages and factors that 

affect the entrepreneurial process in terms of the aura that is produced. This will help 

me to challenge and refine the tentative framework. Furthermore, I will try to 

contextualize each factor that Björkman (ibid.: 202-205) listed as influential to the 

production of aura within the framework.  

4. Analysis: Auraproduction and the making of TAKT  

As already mentioned in section 2.6, the empirical material from the case study was 

captured in a research diary, which can be found in section 8.3 of the appendix. 

Throughout the upcoming analysis, I will refer to specific sections from the research 

diary. With that, I encourage readers to use the research diary as a companion for the 

analysis, to get a better sense of the world of TAKT, and to retrace the (analytical) 

decisions made throughout the research process.  

In the analysis, I will relate my findings from the empirical field with the theoretical 

foundation and tentative framework to answer the research question and fulfill the 

purpose of this study. With that, I aim to both activate and refine the theoretical 

framework, and analyze how businesses can create actionable value potential through 

aura. As explained in section 2.7 “Analyzing data”, I have divided the analysis into the 

three stages of auraproduction, to connect the empirical findings with the theory in a 

coherent structure. In doing so, I will exemplify how TAKT produced aura during the 

phase of its conception, the phase of exposure, and the phase of stationing.  

4. 1 Conceiving TAKT   

This section studies the production of aura potential in the phase of conception, which 

implies that an organization considers and/or challenges the conventions of 

collaboration, design, manufacturing, and communication, for the production of aura 

potential in the creation of actionable value potential for users to act upon. Based on the 
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material from the empirical field, I will look at how the people behind TAKT 

collaboratively translated their vision and values into a product, and developed a brand 

story that would challenge the current state of Danish furniture.  

4.1.1 Vision 

Based on the findings of the empirical study, vision and values appear to be the 

foundation for TAKT’s creation of aura potential. I will now elaborate on this recurring 

theme, and find its connection to auraproduction.  

The vision for TAKT came about when Henrik Lorensen and his brother realized that 

“there was something rotten in the furniture business in Denmark” (Henrik Lorensen, 

research diary: 84)  –  For them, it didn’t feel right that Danish furniture was being sold as 

luxury, although it had “always been about delivering high quality premium to normal 

people.” (See research diary: 84)  

The traditional, democratic ideals of Danish design had changed, and products were 

being sold at such high prices, that only very few could afford them (see research diary: 

84). It became Henrik’s mission to do something about this problem, as he was driven by 

the belief that “the value of good design products is something that many more people 

should get access to.” (See research diary: 84)  

Before they would just “mindlessly bring more products into the world” (see research 

diary: 90), Henrik and Jakob Kahlen’s team at Trouble captured the values and ideals that 

TAKT would be founded on in a small publication (see research diary: 89). These 

thoughts became tangible guidelines for the development of TAKT’s products, the choice 

of business partners, brand communication, and for the employment of talent at the 

company (see research diary: 90). TAKT appears to be a values-based and values-driven 

company, and it seems that this has informed the conventions they aimed to challenge. 

A fundamental concern for TAKT was to challenge the cost structure that other furniture 

brands justify their prices with –  
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“I mean, some people are willing to pay 40.000 Danish Kroner for a lounge chair. And 

then the marketer says: ‘Well, it’s quality costs, and Danish craftsmanship.’ But the 

standard of how they actually produce their product in an industrial context is very 

different. So the whole thing is sort of fake.” (Henrik Lorensen, research diary: 84)  

Based on this insight, TAKT invests in the quality of design and production, but is also 

able to offer its products at a much more affordable price because there is no “middle-

man” (see research diary: 91, 92).  

“We don’t serve an expensive network of physical retail stores, we don’t hold multiple 

distribution warehouses. Instead, we work directly with the best furniture workshops. 

When we receive your order, we dispatch the product from our central warehouse in 

Denmark and ship it to you directly. That is how we can put more value into the 

product, sell it to you at a fair price and keep you informed along the way.” (See 

research diary: 106)  

To “put more value into the product” implies that there is more value imbedded in the 

product, because the costs that usually go towards retail and distribution are invested 

into the quality of design and production. This implies that there is comparatively more 

value to be exchanged for a lower price. But from a value as value-in-use perspective, 

where value emerges over time through experiences during the imagined and physical 

usage of resources, this only functions as an argument that represents potential value, or 

expected value-in-use for the customer. Affordable pricing in a fair and transparent cost 

structure is a statement or sales argument, but the actual value of a product only 

emerges through its usage. In other words, purchasing a product is an affirmation to its 

potential to create value, not its actual value. From an aura perspective, price is a 

statement for challenging a convention – for TAKT, price is an issue that motivated its 

reason to becoming, and a matter of fairness and responsibility.  

Looking at TAKT’s vision; their uprising against the established conventions and 

deliberate application of values, moral objectives, and aesthetic experiences bears 
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resemblance to the underground movements that Björkman (2002) mentioned to explain 

aura-companies (see section 3.1.3).  

4.1.2 Collaboration 

In the case of TAKT, collaboration already began with the development and refinement of 

a concept based on Henrik’s vision. To “bounce off ideas” (Henrik Lorensen, research 

diary: 86) with others, Henrik reached out to people from his network who had different 

professional backgrounds and experiences:  

“I picked to work with people who didn’t think like I did.” However: “They have a 

view of the world that is very much aligned with my view of the world and what I 

want TAKT to be.” (See research diary: 86)  

This implies that the choice of collaborative partners at TAKT was based on shared 

values, which again informed the conceptualization of the brand and the product, as well 

as brand communication. The interview with Jakob Kahlen confirmed the need for a 

values-based and values-driven collaboration: “We need to share the same values and 

vision when we venture into something.” (See research diary: 98) He added that the 

collaboration at TAKT distinguishes itself by the way team members challenge and 

complement each others’ competences:  

“When I think of our team in a more abstract way, each person is shaped like the 

letter T: Everyone of us has deep knowledge and skills in a specific area, with a 

broad general knowledge and skills in other areas. One of these happens to be the 

specific area of expertise from another team member, which makes us so 

compatible then. We bridge each other’s curiosities while bringing in the necessary 

depth from our respective fields of expertise.” (See research diary: 98)  
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When we analyze this description with regard to the aura-potential that lies in 

challenging conventions, TAKT’s collaborative work seems representative to that idea: 

Team members come together and build up on each other’s professional practices to 

produce ideas and resources. It seems that, when breaking with conventions, aura 

emerges through the break itself; both through contrast and synthesis.  

In addition, some aura-related considerations had to be made once TAKT was ready to 

reach out to product designers for the development of three chair models. According to 

Henrik (see research diary: 87), working with established designers had to be “earned” as 

a new company, and it was Michael, TAKT’s cabinet maker and product developer, who 

legitimized the company’s ambitions. His status as an experienced professional working 

for TAKT represented actionable value potential for the designers to act upon in terms of 

a collaborative project. TAKT agreed to work with PiersonLloyd, a well-established 

product, furniture and innovation design studio based in London, where workers believe 

that “good design is a collaborative process between the manufacturer, the brand, and 

the user” (PearsonLloyd n.d.); Thomas Bentzen, an experienced industrial designer based 

in Copenhagen, who “explores form and function and the potentials of the materials in 

his pursuit to design long-lasting and durable products” (Bentzen 2019); and Rasmus 

Palmgren, a young, aspiring cabinet maker and designer from Finland, “dedicated to his 

responsibility to impede overconsumption by designing long-lasting and sustainable 

products” (Palmgren 2019).  

Though they might have different levels of expertise, it seems obvious that the designers 

all share and align with the values-based and values-driven approach of TAKT – together 

they want to challenge the conventions of furniture design, and that produces aura 

potential. How the design process was approached will be explained in the following 

section.  
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4.1.3 Design 

Henrik’s belief, that “the value of good design products is something that many more 

people should get access to” (see research diary: 84), inspired his organization to 

elaborate what good design actually means. In the interview with Jakob Kahlen, design 

was defined in a broader, not just purely aesthetic or functional sense. For him, design 

needs purpose:  

“Design is the conception of new ideas put into reality. [...] For me it’s not so much 

about what I design, but where the motivation to design it comes from. Design 

follows virtue.” (See research diary: 98)  

Good design, then, depends on the understanding about humans and their context, 

which requires a conversation between the past, the present and the future.  

As I have already worked out, conventions – and culture – are defined as the shared 

norms, rules, practices, and traditions of a group of people (see section 3.1.3). So in order 

to break with the conventions of, for example, furniture design, one needs to understand 

and represent how people live. According to Jakob, design can 

“help you change the focus from what you want to who you’re doing it for. Because 

in the end, it’s about whoever is going to use it.” (See research diary: 98) 

Understanding people’s lifestyles helped TAKT to anticipate value potential and create a 

value proposition that people could relate to. TAKT approached the customer’s context in 

the following way:  

“We started the design process by asking: What is a chair? What is furniture? What 

is the heritage of Danish furniture? Who buys this type of furniture? Who’s in the 

market? What is the competition doing? What are the technological advances in 
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this area? How is furniture produced and sold, compared to ten years ago? (Jakob 

Kahlen, research diary: 98)  

As we can see, a philosophy of the home and considerations about the role of furniture 

are central here – Design is about framing human experiences, relationships, and identities:  

“The everyday space, where people live, unfold their lives and gather together for 

meaningful moments highlights the importance of furniture design. We could say 

that life unfolds between furniture – the functional objects that integrate into a 

space where our human presence is paramount.” (TAKT 2019)   

This philosophy has a strong link to Nordic culture, which affects the design of TAKT’s 

products:   

“Furniture and objects in the Northern countries have developed out of everyday 

life, of its routines and needs, and many designers have almost hunted the 

common, the normal; a chair that is just a chair, without frills or ostentatious form, 

but that just works as a chair. This strong connection to everyday life makes the 

spatial interior immediate and unpretentious, and leaves space for presence and 

identity.” (See research diary: 95)  

Because the design itself intends to leave space for human presence and identity, TAKT’s 

products support the idea that a product can be a medium for the owner’s production of 

aura. With this design philosophy, TAKT’s products inherently represent aura potential.  

TAKT developed three chair models: the Cross Chair, the Soft Chair, and the Tool Chair. 

Each model comes with a number of style variations, that is, different color and/or fabric 

options. Björkman (1998: 203) counts color and form as factors that affect the production 

of aura. They influence the way an environment is perceived (ibid.: 203), and thus they 

play an essential role in the design of an object – in this case, a chair. The conversation 
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with Henrik Lorensen revealed that the team wanted to translate TAKT’s product 

principles into different kinds of expressions, or “characters” (see research diary: 84). On 

the TAKT website, we can find more elaborate descriptions of the three chair models:  

The Cross Chair is the most classic model, inspired by Danish mid-century stick chairs. 

It is “designed by Pearson Lloyd with a deep respect for the Danish design tradition. Its 

well-balanced intricacy and confident aesthetic result in a palpable presence.” (See 

research diary: 103)  

The Soft Chair is also a classic-looking but more expressive model. It is “designed by 

Thomas Bentzen with distinct attention to material and functionality. Its organic details 

result in an unassuming yet graceful character.” (See research diary: 104) Special 

attention is drawn to the veneer of the Soft Chair, which is rendered “like a cloth that 

surrounds the construction.” (TAKT 2019)  

Lastly, the Tool Chair is the most playful model, or as Henrik Lorensen put it, “the 

youthful person in the crowd.” (See research diary: 84) It is “designed by Rasmus 

Palmgren with a well-balanced approach to craft and industry. Its resulting character 

varies from rational to whimsical, lending an air of functionality to its beauty.” (See 

research diary: 105) The “sculptural qualities” (TAKT 2019) of the Tool Chair make it 

versatile in terms of its function, as Henrik suggested when he said that people could 

use it as a bedside table (see research diary: 84).  

Letting users and future owners choose the character and style of their chair enables 

them to personalize the product with regards to their own environment, or context of use. 

This gives them a sense of creative agency when it comes to the curation of their homes, 

and TAKT provides them with the tools to do just that. This supports the idea of the 

organization as an aura facilitator, producing resources to be used in the customer’s 

production of aura. Like value creation, auraproduction begins in the imagination; with 

the fantasy of what a product could look and feel like in one’s own context of use. 
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Björkman (1998: 203) mentions aesthetics as a factor that affects the experience and 

production of aura: Aesthetics enhance a specific perception (ibid.); the beautiful is in 

the aura (ibid.); and aesthetic sensibility is important for auraproduction (2002: 71). 

However, Björkman does not go into much more detail about how he defines the 

aesthetic. However, in the empirical study there is a moment in the interview with Henrik 

Lorensen that seems indicative for the aesthetic experience. He describes a situation at 

home in which he appreciates the design of a furniture piece:  

“When I think of some of the design furniture I bought for my home, I think of how I 

sometimes sit there and work and wonder about stuff, and how my eyes suddenly 

catch a design that I love, and how I follow the lines and delve into the flow of it, 

and how my mind wanders off. I think there’s something important there. My eyes 

rest on something that is worthwhile and makes my mind work better. There’s 

something about Danish or Scandinavian furniture that can do that. [...] Danish or 

Scandinavian design is pulled back and when we look at it it’s like: ‘Oh, that’s really 

well made. I never thought of that curve.’” (See research diary: 86)  

Henrik’s reflection resonates with Björkman’s (2002: 74) description of experiencing an 

auratic object, which takes people “further away from its function and in which 

experience of beauty plays an important role.” The physical manifestation of the object 

seems to evoke a reaction in the person who is perceiving it (without the object 

necessarily trying to). It captures their focus, heightens their senses, and frees their 

mind. All of this suggests that the experience of aura may be an aesthetic experience, 

which seems like an interesting point of discussion.  
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4.1.4 Manufacturing 

TAKT believes in “a more traditional approach to form-giving” (see research diary: 93), 

rooted in the traditions of Danish design. The human aspect that is central to its 

philosophy is also reflected in TAKT’s approach to craftsmanship and production:  

“This slow means of production is in contrast to the globalized, high-speed markets 

of seasonal collections and mass-produced products, often devoid of human touch. 

Offering authenticity and provenance, craft gives us the feeling that someone has 

done a great deal of effort to make something good. How can we reconcile the 

nature of craft with the speed of our world today?” (See research diary: 108)  

To TAKT, the answer lies in “modern craftsmanship”:  

“Craftsmanship must be translated from the human hand to the industrial hand 

without losing its core qualities. [...] Industrial production is to be seen as a natural 

extension of the craftsperson’s traditional tools, and “modern craftsmanship” 

comes about when industrial tools are carefully employed to take over costly 

manual processes without losing the sensitivity for the materials.” (See research 

diary: 108)   

Björkman (1998: 202) includes material and technique as factors that influence the form 

and use of a product and the experience of its aura. From a furnituremaking perspective, 

the production of TAKT chairs follows a design philosophy that preserves and makes use 

of Danish furnituremaking traditions, and brings them into a modern industrial context. It 

challenges the contemporary convention or culture of globalized high-speed markets and 

mass-production with traditional Danish furnituremaking conventions, while at the same 

time challenging the traditional Danish furnituremaking conventions by making furniture 

more accessible through the possibilities of contemporary technology. In other words, 

TAKT’s products are the result of the break between conventions.  
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Practically speaking, as Henrik explained (see research diary: 87), TAKT proposes a chair 

concept to a designer, and the designer develops a number of explorations of that 

concept. After some iterations and refinements, the final draft goes to TAKT’s cabinet 

maker and product developer Michael, who makes a physical prototype of the chair. He 

then works closely together with the producers in Latvia, to help them mass-produce the 

final product in a way that ensures traditional furnituremaking qualities on a large scale.  

“Affordable design needs to be industrially produced. [...] The fact that we have a 

real craftsman working on making the prototype to start with and get him to train 

the Latvian guy who is putting it into the machine – that’s the link from the design 

idea to real craftsmanship to industrial production. That’s why call our approach 

modern craftsmanship.” (Henrik Lorensen, research diary: 85)  

From an aura-perspective, (the communication of) this approach legitimizes the product 

in respect of the craftsmanship behind it. Knowing that a traditionally trained craftsman 

has supervised the industrial production of the chairs functions like a guarantee for aura.  

  

Another core concern or value for TAKT is sustainable production. To them, in a 

furnituremaking context, sustainability means longevity: “Products that are made to last 

are designed with an aesthetic that doesn’t grow tired and with quality material that ages 

with beauty.” (See research diary: 110) From a value as value-in-use perspective, 

sustainability is a factor that assumes the constant accumulation of value over time 

through experiences during usage. In the phase on conception, TAKT has taken 

sustainability into account for the production of value/ aura potential:  

“Our advantage is that we can start with a clean slate – we don’t have a library of 

‘old shit’ that needs to be redesigned because it hasn’t been thought through in the 

first place. We can start by making stuff that is sustainable right from the design 

process.” (Henrik Lorensen, research diary: 85)  
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This statement also points out the relevance of the aura concept for new businesses, as 

they can start out making values-based and values-driven decisions that influence the 

auraproduction of their product when it meets the public for the first time.  

Furthermore, TAKT got their products eco-labelled (see research diary: 110): The eco 

label functions as a legitimate proof for responsible production. It basically guarantees 

TAKT’s efforts towards sustainability, thus it enhances aura potential.  

4.1.5 Communication 

TAKT’s first campaign “Sit down and ….” came in three variations: “Sit down and read”; 

“Sit down and listen”; “Sit down and write”. The idea for this campaign was inspired by 

TAKT’s outlook on life:  

“We want people to remember to pull back and to reflect about things every now 

and then. That same mindset goes into us making these products. [...] So our 

products become a tool for that thought. I hope consumers can see themselves in 

that. That they choose TAKT because they also share our view of the world. And 

that, by owning one of our chairs, they communicate having those values to 

others.” (Henrik Lorensen, research diary: 86)  

Henrik hopes that customers will communicate the values that TAKT’s products 

represent to others by owning a chair. This supports the idea of own-aura, where owning 

the product means owning the aura, and where the product becomes a medium for the 

customer’s production of aura (see Björkman 1998; 2002). In that sense, if a product 

becomes a means to communicate its inherent values as the customer’s values, then 

that supports the assumption that aura is directly linked to values. For TAKT, 

communicating a values-based and values-driven approach is a way for customers to 

relate and resonate. Jakob Kahlen explains:  
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“Especially if you’re new on the market and people don’t know you yet: 

communicate an ambition or attitude rather than a position. Because you don’t 

have a position yet.” (See research diary: 99)  

Furthermore, TAKT tries to break with conventions through its presentation and imagery:  

  

“If you look at all the premium furniture brands, they all communicate in the same 

way: overly aesthetic, beautiful homes, somewhere in the centre of Copenhagen, 

and everything is just so perfect and there are no people around.” (Henrik Lorensen, 

research diary: 87)  

Putting the focus on the product and placing it in front of a white background or in a 

minimally styled setting breaks the convention of how other furniture brands present 

their products. From an auraproduction-perspective, where the context determines the 

experience of aura, this may seem like a risky move – it is only with the design of the 

chair, combined with the appeal to “Sit down and ...”, that TAKT intends to introduce 

itself to the public. Jakob Kahlen explained: 

“Presenting just the ‘naked’ chair on a white background feels honest and 

confident. It is a statement in itself. It allows anyone to relate because you can 

imagine the chair in whatever context you see fit. Then, by adding text, we add our 

world view. [...] So if you like the look of the chair and even connect with the 

message, you’re probably more inclined to buy it. [...] If everybody communicates 

with highly aestheticized homes, that nobody can really relate with, and no 

message, then maybe we should do the opposite.” (See research diary: 99)  

Challenging this convention means finding a new angle that speaks to other and/or more 

consumers:  
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“With TAKT, we’re standing on the shoulders of history. If you think of the iPhone, 

it’s a continuation of a development that had already been happening. It’s not like 

any of the pieces were unknown. It’s just that they managed to find the right angle 

for more consumers. I believe that what we’re doing now is building on exactly what 

Danish design was meant to become. It is revolutionary in the way that it is 

communicated, the way that it is brought forward [...]. (Henrik Lorensen, research 

diary: 85) 

Consequently, the team of TAKT decided to provide additional content on their website: 

“The idea is that this is the place where you can explore the brand and go deeper. 

[...] It’s a story-driven space where you can geek out. So when we launch our 

website, there is quite a bit of substance already. [...] I think the best way to capture 

people is that they just fall in love with the design. And then give them the ability to 

learn more and to start peeling off the layers.” (Henrik Lorensen, research diary: 87)  

Henrik’s idea represents an auraproduction journey: A company stages a product in a 

selected environment, in this case a website. A person ‘meets’ the product in that 

environment, and the aesthetic experience of it entices that person to want to get closer 

to it; to want to know more about it. This is where the company engages in the user’s 

experience of aura by providing informative, narrative and visual content that enhances 

the aura potential of the product. The user experiences see- and use-aura by interacting 

with that content. At this point, aura is co-created by the company and the user. Finally, 

the user affirms the product’s potential to produce aura by purchasing it. This will enable 

the user to independently own and produce aura.  

With the website functioning as a story-driven space, TAKT intends to share its beliefs 

on Danish design, design philosophy, home, craft, and sustainability in the form of 

“stories” (TAKT 2019). This is a way to transparently communicate the values of TAKT and 

how they drive the motivation to challenge the conventions of the Danish design 
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industry. As Björkman (2002: 76) pointed out, creating stories is a crucial part of 

auraproduction because they are “used both as an internal and external communication 

tool to communicate vision, missions and values” and because they “mystify the 

company” (ibid.). Similarly, TAKT’s values and beliefs set the foundation to develop a 

story that was both communicated internally, through the brand book, and externally, 

through the story section on their website. Contrary to Warhol’s account about aura, 

where “‘aura’ must be until you open your mouth” (Warhol 1975: 75), TAKT’s 

communication is characterized by transparency, openness and reflection. How this 

changes our understanding of aura, then, presents an interesting point of discussion.  

4. 2 Exposing TAKT   

We now look at auraproduction in the phase of exposure, where aura is (co-)produced by 

the customer in interaction with the organization, who stages the products in selected 

environments. Björkman (1998) described the phase of exposure as an act of seduction, 

where communication and context influence the way a product is perceived, and can be 

shaped in a way that lures the consumer into seeing, using and wanting to own that 

product. This section will give insight into how TAKT went public and how aura was 

influenced by giving meaning to its products through context and media.  

4.2.1 Selected Environments  

As we have already seen in the development of brand communication in the phase of 

conception, TAKT decided to introduce itself to the world with a confident, stripped 

down presentation of its products and an openness about their values and beliefs. 

Referring back to Björkman (1998: 148), who explained that, in the phase of exposure, 

control over which ideas are mediated, how they are mediated and by whom, is limited, 

particular interest goes to TAKT’s webpage. This is a digital environment that TAKT has 

full control over in terms of what content goes in, and how users interact with that 

content. As I have found in my case study, TAKT has set up their webpage as both a shop 

and a story-driven space, with additional content that gives more context to the vision 
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and production of its products. Some of these stories connect to TAKT’s original 

campaign “Sit down and…” – for example, we can find “A Case For Reading”, which 

encourages the reader to  

“start reading again. [...] This call is to freely engage with whatever you want, as long 

as you rediscover your ability to engage. So sit down and read. Read something. 

Read anything.” (See research diary: 112)  

This reflection or intellectualization of what it means to read or engage in today’s fast-

paced society takes the user away from the product – in this case a chair – and 

emphasizes what the user can do with it beyond its inherent function. This resonates 

with Björkman’s (2002: 74) description of experiencing aura, which takes people “further 

away from its function and in which experience of beauty plays an important role.” 

Another aura-relevant aspect on the website is TAKT’s involvement of the designers in 

the form of interviews:  “I think it’s part of the value proposition when you buy a premium 

product. You get to know the reasons for that curve or this detail.” (Henrik Lorensen, 

research diary: 87) Indeed, reading the interview that TAKT did with PiersonLloyd gives 

us more insight into the thoughts behind the design:  

“The demand for the product to be assembled by the customer was a great 

challenge within such a simple and archetypal form like a timber chair. We wanted 

to find a structural idea that would be understandable to the user, so that they 

could assemble the chair almost without instructions, and that would help create a 

unique visual character, but without overwhelming the identity of the design once it 

is assembled and in use.” (See research diary: 113) 
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Furthermore, the designers reinforce TAKT’s values and product qualities:  

“We were immediately drawn to the ambition to combine the true spirit of 

Scandinavian design principles — craft, simplicity, elegance — within a contemporary 

brand that embraces e-commerce and self-assembly. Flat packing, mass 

production and high-quality craft at a great price for modern consumers? Super 

interesting.” (See research diary: 113) 

With that, designers also function as aura mediators because they help interpret and 

validate TAKT’s vision.   

4.2.2 Media Presence  

On the 30th of March 2019, just a few days before launch, Danish newspaper Børsen 

published an article about TAKT (see research diary: 100), focusing on CEO Henrik 

Lorensen’s professional background and motivation to “reinvent Danish design furniture 

for low prices” (Tholstrup 2019).  

The author, Susanne Tholstrup, introduces Henrik as a man that contributes to making 

things with a long-lasting quality more accessible to more people (ibid.). We learn that 

his intention to democratize good quality and design already played an important role 

during his time at Bang & Olufsen, where he helped to set up the more affordable B&O 

Play (ibid.). Henrik also explains that his background in physics stemmed from the urge 

to explore the more existential questions in life (Lorensen in Tholstrup 2019). The author 

lets Henrik explain how TAKT is able to sell its products at a low price while ensuring a 

high level of quality in terms of design and production, and she points out the 

sustainability aspect of TAKT’s products – enabling customers to exchange individual 

parts of their chair makes this furniture live until “infinity” (Tholstrup 2019). The article 

finishes with Henrik’s explanation of the name TAKT: It stands for tactility (because you 

can feel a good product); it stands for tact (because TAKT cares for the environment); 

and it relates to the movement in music (Lorensen in Tholstrup 2019).  
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In line with Björkman’s (1998, 2002) theory, the author of this article functions as an aura 

mediator, presenting TAKT and the entrepreneur connected to the creation of the 

business, namely Henrik Lorensen. As Björkman (1998: 147) explained, aura mediators 

influence the recipient through the way they compose texts and images, which involves 

making a judgement about what goes “in” and what goes “out”. The fact that this article 

appears in Børsen – a newspaper with a focus on business – already puts TAKT on the 

radar of a certain readership, and places it in a context of business culture. Then, by 

highlighting certain aspects of a business, aura mediators mediate ideas and shape the 

image of and discourse around a business and its products, which helps to establish a 

relationship with customers (ibid.: 171). Emphasizing Henrik’s professional background as 

a nuclear physicist and strategist at Lego and B&O is relevant to the production of aura, 

because Henrik represents something unconventional – it might be seen as unusual to 

some, that a person with that background goes into the design furniture business. 

Moreover, it reinforces the purpose and values of TAKT because they represent what 

Henrik has worked towards throughout his entire career. This supports Björkman’s (1998: 

111) idea, that aura mediators function more as mediators of an ideology than as 

salespersons – Unveiling the man behind the brand, and providing personal insight into 

the experiences that inspired the brand, connects readers more closely to something 

human, rather than just a product. This enhances the aura of TAKT. 

On April 3rd 2019, a day after launch, another article about TAKT appeared in the Danish 

newspaper Politiken (see research diary: 116). This article by Lars Hebedo Olsen puts 

emphasis on how TAKT challenges the traditional furniture industry in Denmark, 

highlighting the cost structure and design of its chairs. The subtitle reads: “New furniture 

brand challenges the old furniture industry with chairs that are so cheap, one might 

think it’s a scam. Fortunately it’s not. It’s just thought out well.” (Olsen 2019) With that, 

the author positively reinforces TAKT as a brand that wants to do things differently. 

In the article, the author writes from his own perspective as a furniture buyer. To him, the 

launch of TAKT is a “dream”, considering that their chairs are comfortable, almost 

timeless in their expression, and made from sustainable wood (ibid.). All of this fulfills 
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the demands of modern consumers towards furniture today (ibid.). The author also 

relates the TAKT chairs to the larger context of Scandinavian furniture design, 

acknowledging that they refer to classic designs but also how they are different from the 

classics (ibid.). He highlights that one of the chairs’ features is that they are built to be 

self-assembled by the customer – according to the author, this means that the 

customers will not only get to know their chairs very well, but also that the chairs assume 

something crafted (ibid.). Finally, the author proceeds with a short description of the 

three chair models, specifying on the designer and the functionality of each chair (see 

ibid.).  

This article is a strong example of how aura mediators can shape the image of a brand 

and help establish a relationship with customers: By making a positive judgement about 

price, design, and user experience from the perspective of a ‚modern consumer’, the 

author affirms the product’s value potential and thus enhances its aura. 

4.2.3 Direct Interactions with the Customer  

On May 24th 2019, TAKT invited a small circle of friends, colleagues and the press to a 

reception, which included a personal presentation of the brand and its products in the 

backyard of their office in downtown Copenhagen (see research diary: 120-122). Shortly 

after the guests had arrived, CEO Henrik Lorensen gave a speech in which he introduced 

himself and the motivation behind the development of TAKT (see research diary: 121). 

After that, designer Thomas Bentzen gave guests an insight into the process of 

developing the Soft Chair, showing various iterations of its prototype and explaining 

reasons for the form and construction of the chair. Then, he demonstrated how to 

assemble the Soft Chair (see research diary: 122).  

From a value creation/ auraproduction perspective, this event was undoubtedly relevant 

– direct interactions with potential customers enable an organization to engage in and 

influence the customer’s creation of value/ production of aura through active dialogue, 

and TAKT’s public reception presented an opportunity to do just that. Letting people 

interact with the founder Henrik Lorensen and the designer Thomas Bentzen was a way 
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to build a human relationship with the brand – which reinforces TAKT’s belief in being 

honest and transparent – and letting people see, touch, test, and learn about the 

products enhanced their use-aura experience.  

4.3 Stationing TAKT 

Aura is continuously produced when a product enters a new context of use, whether that 

is a retail space, a restaurant or someone’s home. In the phase of stationing, 

auraproduction happens through ownership and usage of the product by the customer. 

Here, the organization/ the product function as a medium for the customer’s production 

of aura. In this section, I will look at where and how TAKT got its products stationed and 

thereby enhanced its aura through the aura of other brands, cultural events, and people.  

   

4.3.1 Commercial Settings 

It is one of TAKT’s main motivations to improve the shopping experience of design 

furniture, and they do this by enabling people to experience its products in real-life 

settings before they can know more about them and buy them online (see research diary: 

92). For TAKT, these real-life settings include commercial settings that are owned by 

other brands. As we have learned, TAKT does not own any retail space because that 

means they can cut down on the selling price of its products. Instead, the TAKT team 

decided and arranged to have their products stationed in other businesses’ retail spaces, 

through affiliations with selected brands. The explanation for this is simple:  

“When we go out with TAKT, nobody is sitting there waiting for it to arrive. So 

everyone who wants to buy a product needs some kind of validation that what 

they’re buying is ok. [...] show who your ‘playmates’ are.” (Henrik Lorensen, research 

diary: 88)  

In other words, TAKT arranged to station its products in other brands’ commercial 

settings as a way to expose themselves. This means that there was still an opportunity 
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for TAKT to engage in and influence the customer’s auraproduction during the phase of 

stationing. The display at the Mads Nørgaard store (see research diary: 117) exemplifies 

this: A week after launch, the Mads Nørgaard flagship store on Strøget, downtown 

Copenhagen, featured the three TAKT chairs in a pop-up display. In line with TAKT’s 

brand communication, the chairs were placed in front of a white background, with “Hello 

World!” written across it. Presenting ‘just’ the chairs aligns with other brand 

communication material, such as the “Sit down and …” campaign – only this time it was 

translated into physical space.  

This finding shows how TAKT was able to co-produce aura with Mads Nørgaard, because 

they got the chance to present themselves with their distinctive brand communication, 

but in the context of Mads Nørgaard and its customers. Jakob Kahlen offers additional 

insight:  

“We [...] focus on different ways of meeting the brand. So, branding is actually more 

of an experience ecosystem: You translate the brand’s vision into various 

touchpoints. Wherever you meet people as a brand, you need to make sure you 

adapt to the context. But in order to be recognizable, you also need to make sure it 

all comes from the same place; from the core of the brand. All of this contributes to 

the bigger picture of the brand.” (See research diary: 99)  

Another aspect worth mentioning about the Mads Nørgaard display connects back to 

Björkman (1998: 205), who mentions physical perception and the fantasy of the subject 

as factors that influence the experience and production of aura: Not being able to touch 

a product versus using it everyday has different effects on aura, and thus playing with 

access and interaction as a company is key to influence the production of aura (ibid.). 

TAKT’s display at Mads Nørgaard does exactly that – it influences the view-aura and 

plays with the viewers’ imagination, without giving them access to actually use the 

chairs.   
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A few days later, the TAKT pop-up display at Mads Nørgaard was updated with additional 

products from the store (see research diary: 118). Placing other products on and next to 

the chairs stages the idea of value-in-use and thus represents the idea of the customer’s 

auraproduction.   

Another ‘playmate’ of TAKT is Danish fashion brand Wood Wood. TAKT decided to 

become affiliated with this particular brand because of what it stands for and the effect 

that this has on people’s perception of a TAKT chair:  

“When we get exposure at Wood Wood then people might think: ‘Oh, so it’s both 

cool streetwear and high end design. So if these guys pick these chairs, well then 

they can’t be too bad.’ That’s how I hope we can quickly accelerate ourselves into 

being in the same league.” (Henrik Lorensen, research diary: 88)  

The idea is that TAKT – especially as a newcomer – gets validated by Wood Wood. Jakob 

Kahlen (see research diary: 99) explained: “We get to rub off their ethos. Just think of 

James Dean – he sold jeans and white t-shirts!” This suggests that the aura of TAKT gets 

reflected and enhanced by the aura of Wood Wood. Equally, if the organization/ the 

product function as a medium for the customer’s production of aura, then Wood Wood’s 

aura gets reflected and enhanced by the aura of TAKT.  

4.3.2 Cultural Settings  

As Björkman (1998: 184) explained, cultural settings provide a platform to stage a product 

as one of cultural and historical relevance. They enhance its aura in the sense that it is 

there for cultural, not commercial reasons, thus they provide cultural legitimacy and 

strengthen the brands’s role as a producer of culture (ibid.: 181, 185). In the case of TAKT, 

cultural settings seem to have functioned as supporters and amplifiers of TAKT’s values. 

From the 25th to 26th of May, the company TAKT participated in the Bloom Festival in 

Copenhagen. On TAKT’s Instagram channel, we can find a photo with an impression of 
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the festival, where a Cross Chair is placed next to a blackboard on the grass in a park 

(see research diary: 123). The caption under the photo reads: “Nature, knowledge, 

reflections, listening. @takt x @bloom.festival. Happening right now and tomorrow at 

Søndermarken in Copenhagen (May 25th - May 26th). Hope to see you there.” (TAKT 

2019). Jakob Kahlen argued: “Cultural settings are real life showrooms” (see research 

diary: 99) – following this view, cultural settings function as spaces for auraproduction 

where use-aura can be experienced. This may entice people to want to own the product. 

Moreover, cultural settings shape and reinforce meaning: Stationing a TAKT product in a 

cultural setting that has a thematic focus on nature, knowledge, and discourse reinforces 

what TAKT wants to represent. This again supports the idea that aura is linked to values. 

4.3.3 TAKT at home  

Björkman (1998: 178) has argued that the home is probably the best place to experience 

and spark interest in a product: This is a space where products become part of social 

rituals, and rituals represent values and ideas. One of the findings from the empirical 

study was that a few customers shared a photo of their home on Instagram, showing 

their TAKT chairs as the new addition to their interior (see research diary: 119). 

Taking a photo that features the product in combination with other furniture pieces, and 

sharing that photo with a social media network, exemplifies how aura is updated and 

how owners use a TAKT product to produce and enhance their own aura. Furthermore, 

the customer’s ability to compose texts and images that relate to TAKT, and to make this 

content publicly available, makes them aura mediators as well – by showing and 

reviewing certain aspects of their auraproduction, they mediate and shape the image of 

and discourse around TAKT. This presents both theoretical and practical implications, 

which require further discussion.  
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5. Discussion of results  

Now that I have analyzed auraproduction in the case of TAKT, by exposing the empirical 

data to the tentative theoretical framework, a number of results and questions have 

emerged that need further discussion, as they appear to have implications on how to 

understand and conceptualize auraproduction. These discussion points will be 

presented in the following sections.  

5.1 Conventions, values, and aura  

The case study of TAKT has made it apparent that the values that people hold are highly 

influential in their decision making.  

As Holbrook (1999) pointed out, value is the outcome of an evaluative judgement, 

whereas values refer to the standards, rules, goals, or ideals that serve as the basis for 

making that evaluative judgement. Thus, values serve as the “implicit criteria” (Sánchez-

Fernández & Iniesta-Bonillo 2007: 429) for creating actionable value potential. Reflecting 

on the interviews with both Henrik Lorensen and Jakob Kahlen, the written documents 

produced by the team of TAKT, the newspaper articles written about TAKT, and the 

environments in which TAKT arranged to expose and have stationed their products – 

what stood out was the urge with which TAKT wants to communicate what it stands for 

(or that it stands for something virtuous), and how this is manifested in the way that the 

company designs, produces and sells its products. A respect for Danish design and 

furnituremaking traditions; thoughtfulness; integrity; accessibility of quality; humanness; 

humility; simplicity; responsibility and sustainability; convenience – all of these values 

not only informed the many production processes of TAKT, but also prompted Henrik 

Lorensen to build the company in the first place, as he did not see those values being 

represented by the many design furniture brands of his time. 

Björkman (1998) continuously emphasized how aura emerges through challenging 

conventions, in particular the conventions of collaboration, design, manufacturing, and 

communication. But challenging conventions requires a challenger; an opposing force 
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with a belief or vision of how the conventions could or should be. The case of TAKT, and 

in particular the conversations with Henrik Lorensen and Jakob Kahlen have revealed 

that their values and beliefs stood in opposition to the conventions of the design 

furniture industry, and how their values then became the basis and driver to challenge 

those conventions. In other words, aura potential emerges through challenging 

conventions, and values inform which conventions to challenge and how to challenge 

them. Then, aura is directly linked to the representation of values.  

Furthermore, we have learned why TAKT emphasized its values when stepping out into 

the world: Values were a way to relate to and resonate with potential customers and their 

values. Then, by owning a TAKT chair, the product would become a means to 

communicate its inherent values as the customer’s values. This supports Björkman’s 

(1998: 190) view that, instead of selling a functional product or service, it is about selling 

access to values systems that the customers themselves are co-producers of.  

Moreover, if aura depends on the representation of values, then auraproduction is also 

semiotic work. In order for a brand to stand for something, it needs to consider the signs 

it sends out. Assuming that a brand is the sum of its signs, consumers are more likely to 

acknowledge the role of a brand in achieving their goals, provided that the signs are 

coherent in terms of the values that they represent.  

To add a bit of theoretical context, we make meaning of things through the creation and 

interpretation of signs (Chandler 2007). „Anything can be a sign as long as someone 

interprets it as signifying something – referring to or standing for something other than 

itself.“ (ibid.:13). Semiotics involves the study of signs, which take the form of words, 

images, sounds, gestures and objects (ibid.). The meaning of a sign depends on the code 

within which it is situated – a code organizes signs into meaningful, signifying systems in 

order for them to make sense (ibid.). Language is a primary example for a culture-specific 

code. Thus, the production and interpretation of texts (broadly speaking, anything that 

can be ‚read‘ for meaning) depends on the existence of codes or conventions for 

communication (see Jakobson 1960). Karmasin (2012) adds that, when someone chooses 

a product or an object that means something in their culture, they simultaneously 

choose the meaning-making (semantic) features of that object and thereby intentionally 
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or unintentionally communicate something about themselves. This essentially explains 

the role of semiotics in the context of auraproduction: As values express goals, brands 

can signify specific values through the codes they communicate with and thereby refer 

to the goals that can be achieved through the purchase of their product.  

5.2 Aura and the link to entrepreneurship 

If aura potential emerges through challenging conventions, then there is a connection to 

be made with the philosophy of entrepreneurship: To challenge existing conventions 

means to question these conventions, and that can only happen based on a different 

idea of how the conventions could or should be in order for them to be of value. In other 

words, challenging conventions is the same as rigging action in fictional anticipation of 

actionable value potential. This confirms auraproduction as an entrepreneurial process. 

It is the break in breaking conventions that defines the entrepreneurial act – 

entrepreneurship, by definition, means to capture what is in-between. Then, value 

potential emerges through the entrepreneurial act of capturing the in-between. The same 

applies to aura: Björkman (1998) argued that breaking conventions enhances aura, and 

based on both Henrik’s and Jakob’s accounts on collaboration at TAKT, we have learned 

that team members challenged and built up on each other’s professional practices or 

conventions to develop concepts and produce resources. When breaking with 

conventions, then, aura potential seems to emerge through the break itself, as the 

product of both contrasting conventions and the synthesis of conventions.   

This can be further illustrated by the following insight: Björkman (1998: 202) includes 

material and technique as factors that influence the form and use of a product and the 

experience of its aura. From a furnituremaking perspective, the production of TAKT 

chairs follows a design philosophy that preserves and makes use of Danish 

furnituremaking traditions, and brings them into a modern industrial context. This 

challenges the contemporary convention or culture of globalized high-speed markets and 

mass-production with traditional Danish furnituremaking conventions, while at the same 

time making the traditional Danish furnituremaking conventions more accessible 
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through the possibilities of contemporary technology. In other words, TAKT’s products, 

and their aura potential, are the result of the break between conventions.  

5.3 The entrepreneur is a designer; The designer is an 

entrepreneur 

“Design is the conception of new ideas put into reality. [...] For me it’s not so much 

about what I design, but where the motivation to design it comes from. Design 

follows virtue.” (Jakob Kahlen, research diary: 96)  

This statement by Jakob stood in context with the design approach of TAKT. Although 

this point may be of less relevance to the auraproduction concept, it seems worth 

discussing for the purpose of suggesting the similarities between entrepreneurs and 

designers.  

Jakob’s broad definition of design resembles the entrepreneurial act, where an 

entrepreneur imagines a reality in which value potential is created for users to act upon, 

and then creates an organization to set processes in motion that make this imagined 

reality become actual (Hjorth 2014). In that sense, we could almost say that the 

entrepreneur is a designer, and that the designer is an entrepreneur, as both aim to 

actualize ideas through creative processes, anticipating value potential for users to act 

upon. Both Henrik and Jakob seem to concretize their ideas by reflecting on their 

knowledge, experience and values and letting those inform a concept which they aim to 

actualize through a creative, socially organized process. The difference lies in the tools 

with which they work to achieve that goal.  

As a suggestion for future research, it could be interesting to explore how a professional 

designer would approach putting the conception of an idea into reality compared to how 

a business professional would put the conception of the same idea into reality, and then 

explore the value of collaboration between the two if they were to put the same idea into 

reality together. Although both aim to actualize ideas through creative, socially organized 
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processes, one can assume that each of their skill sets and experiences add a distinctive 

quality to the result. Then, it would be interesting to see what results emerged if both 

were to collaborate on actualizing the same idea; what would come out from the in-

between of two professional conventions. Aura potential, at least.  

5.4 Aura and mysticism  

As we have seen, TAKT’s story and communication is about transparency and reflection. 

This might stand in conflict with Warhol’s belief that “you can only see an aura on people 

you don’t know very well or don’t know at all” (Warhol 1975: 75). One could assume that 

TAKT demystifies itself and removes its aura by being open and confident about its 

beliefs – by ‘giving it all away’. But maybe it is exactly because TAKT exposes itself so 

openly, in opposition to the intransparency of the design furniture industry, that it 

produces aura potential. TAKT’s public reflections are a way to level ideas and values 

with the (potential) customers. And if aura is linked to the representation of values, then 

communicating those values will only enhance the aura. 

Furthermore, and this is quite specific to furniture because of its durability, aura is 

subject to change as society and culture evolves. With time, a piece of furniture can gain 

sentimental value – then it is particularly its usage over time that might give it its 

distinctive aura. So Warhol’s (ibid.) belief, that aura can only be experienced in relation to 

something we do not know, is something I would argue against. If value actualization 

takes place and value is experienced through usage, then the same applies to aura: Aura 

is produced over time through experiences (individual and social) during the imagined 

and physical usage of resources.  

5.5 The organization’s role in the phase of stationing  

The phases of auraproduction show how the meaning attached to a product is in 

constant change and partially out of a company’s control (Björkman 1998). At some 

point, a product may be in all three phases at the same time, which has implications on 

how meaning is (re)produced (ibid.: 193).  

!65



As we have seen, TAKT arranged to station its products in other brands’ commercial 

settings as a way to expose themselves. The implication of this is that auraproduction in 

the phase of stationing does not exclusively happen independently from the 

organization, but still represents an opportunity for the organization to engage in and 

influence the customer’s auraproduction. This challenges Grönroos and Voima’s (2013) 

theory of value-in-use, where value creation in the customer sphere happens 

independently from the organization.   

By stationing products in the environments of affiliate organizations as a way to expose 

the products to the public, and because of the possibilities of exposure on social media, 

the lines between the joint- and customer sphere are blurred.  

Given the practicalities of the empirical research in this study, my look into the 

production of aura in the customer’s context was solely enabled by social media 

channels like Instagram. Regardless of the limitations that this might represent to the 

research itself, being able to gather this kind of data on social media has significant 

theoretical and practical implications for the production of aura:  As Björkman (1998: 176) 

mentioned, the home continues to function as a marketplace. Through social media, 

customers have the ability to share and spread information to a large audience, thus the 

effect of the home functioning as a marketplace gets enhanced significantly. Also, 

through these “windows” into the contexts of use of the customer, organizations get to 

see how users stage and give meaning to their products; how they own and produce 

aura. These expressions of auraproduction can be looked at and used as a source of 

feedback into the organization.  

Throughout my research process, I was not entirely sure how the stage of stationing 

could be considered part of an entrepreneurial process, as it seemed like it was out of 

the organization’s control. However, given the insight explained above, I am confident to 

consider the phase of stationing as part of the entrepreneurial process, because the 

customers’ expressions of value-in-use or auraproduction feed back into the phase of 

conception of the organization, to challenge and refine the development and production 

of resources. Furthermore, the organization may get the chance to directly interact with 

the customer on social media – provided that both participate in the same network – by 
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commenting on the customer’s photo or reposting it on the organization’s social media 

profile.  

This again shows how the phase of stationing still represents an opportunity for the 

organization to engage in and influence the customer’s production of aura. As already 

mentioned, the stages of auraproduction are not linear but in dialogue with each other – 

What happens in the phase of exposure and stationing can inform what happens in the 

phase of conception. In other words, the virtual motivates the becoming actual, and the 

actual feeds back into the virtual. In that sense, an organization never leaves the phase 

of conception, as it provides a context in which to continuously refine the production of 

resources that result in actionable value potential. This is not to say that an organization 

never leaves the entrepreneurial process – or does it not? If entrepreneurship is about 

actualizing value potential for users to act upon, then I will argue that there will always 

be an entrepreneurial moment, no matter how established the organization, provided that 

the organization keeps thinking of new ways to create actionable value potential. 

Certainly, some organizations evolve and leave the startup stage, but that does not mean 

that they stop acting entrepreneurially. Thus, it can be concluded that auraproduction as 

an entrepreneurial process is not just relevant and applicable to startups, but also to 

more established organizations, as long as there are structures that enable a socially 

organized, creative process of actualization that results in actionable value potential for 

users to act upon. 

5.6 An ecosystem of aura 

As we have learned through the interviews with Henrik and Jakob, TAKT reached out to 

other brands for exposing its products. Henrik described these brands as ‚playmates‘, 

because they represented a values system within which TAKT also wanted to operate in. 

Wood Wood, for example, was chosen as an affiliated brand because of what it stands 

for and the effect that this would have on people’s perception of a TAKT chair. Being a 

newcomer, the idea was that TAKT would get validated by Wood Wood. “We get to rub off 

their ethos. Just think of James Dean – he sold jeans and white t-shirts!”, Jakob Kahlen 
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said (see research diary: 99), which suggests that the aura of TAKT gets reflected and 

enhanced by the aura of Wood Wood. Equally, if the organization/ the product function 

as a medium for the customer’s production of aura, then Wood Wood’s aura gets 

reflected and enhanced by the aura of TAKT. With that, aura is enhanced by the aura of 

other people, institutions, businesses or objects. Going into affiliate relationships with 

other brands is a way to facilitate appropriating the values systems that the customers 

themselves are co-producers of. So, knowing “who your playmates are” (Henrik Lorensen, 

research diary: 87) means knowing which relationships to cultivate within an ecosystem 

of aura.  

5.7 Auraproduction as aesthetic work 

In the analysis, I have briefly touched upon the relation between aura and aesthetics. 

Björkman (1998: 203) mentions aesthetics as a factor that affects the production of aura, 

and thus proposes that aura-companies need to have aesthetic sensibility. Moreover, he 

defines auraproduction as a process whereby value is added to a product or service that 

takes people “further away from its function and in which experience of beauty plays an 

important role.” (Björkman 2002: 74) In my interview with Henrik, there was an interesting 

moment in which he described his experience of a design object:  

“I think of how I sometimes sit there and work and wonder about stuff, and how my 

eyes suddenly catch a design that I love, and how I follow the lines and delve into 

the flow of it, and how my mind wanders off.” (See research diary: 86) 

His reflection shows how the physical manifestation of a design object can evoke a 

reaction that captures the perceiver’s focus, heightens their senses, and frees their mind. 

Considering Björkman’s (1998; 2002) description of aura, then, one might assume that 

the experience of aura is an aesthetic experience.  

I will now look at some theoretical conceptions of the aesthetic to explore this 

assumption. Kant’s Critique of Aesthetic Judgement (1790/1963) is an epistemological 
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project describing the different mental faculties and modes of perception involved in 

experiencing the world as human beings. In judging aesthetically, we respond to an 

empirical object given to our senses, and at the same time, transcend the empirical 

realm through our imagination, seeking for conceptual categories for what we apprehend 

(ibid). According to Kant, beauty is not in the object – the aesthetic is subjective (ibid.). 

However, there must be something to which we respond – the world that we meet can 

have different forms of expressions, thus generating a certain feedback on the 

conditions of experience (see Folkmann 2010).  

The French phenomenologist Merleau-Ponty (1964) argues that experience is an ongoing 

exchange between subject and object, and that the sensing subject can not be 

separated from the sensed material. Following this perspective, Folkmann (2010) 

changes the focus from the perceiving, experiencing subject to the object itself as a 

sensual being containing a level of meaning. With that, every concrete, visible 

manifestation carries with it an invisible idea or meaning (Folkman 2010). In particular, 

Folkmann talks about how design, in its many types of appearances and its creation of 

tactile and visual surfaces, conditions experience (ibid.). Here, aesthetics does not deal 

with beauty but with communication (ibid.). Thus, the interest lies in how the relation of 

an idea and its manifestation displays itself in design (ibid.).  

According to Böhme (1995), (the perception of) reality is mediated through ambience, 

along surface and form, and the staging of meaning. Furthermore, ambience is not just to 

be experienced, but to be made (ibid.). Making ambience is “aesthetic work”: the 

intention of giving things certain qualities that let them appear a certain way so as to be 

perceived in a certain way (ibid.: 35). Design thus functions as a medium to meeting the 

world in a new and/or reflective way, where new experiences are evoked (Folkmann 

2010). Furthermore, in Krippendorff’s (2007) “Exploration on Artificiality”, the argument is 

that what we respond to are the meanings of artifacts, and what they permit us to do. 

With their inherent stories, artifacts allow us to “anticipate their or our own futures, 

entail virtuality, a future that has not yet arrived but can be expected to be brought 

forth.” (ibid.: 7) Thus, aesthetic work is about envisioning and creating inspiring proposals 

for artifacts, and “finding ways to assure the users of these artifacts that the realities 
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they could bring forth with them are desirable, have unquestionable virtues for 

them.” (ibid.: 7)   

Ultimately, through this understanding of aesthetics, the link between auraproduction, 

entrepreneurship and value creation has been established: Auraproduction as an 

entrepreneurial process is aesthetic work. Aesthetic work is producing aura potential in 

that it anticipates actionable value potential for users to act upon, and finds ways to 

create value propositions that are desirable and virtuous. The case of TAKT has truly 

exemplified this.  

6. Refined theoretical framework 

Based on the discussion of results, the tentative theoretical framework needs some 

refinement. First, it needs to be included that the process of auraproduction is based 

and driven by a vision informed by values, as this has implications on the decisions made 

regarding collaboration, design, manufacturing, and communication. Then, it needs to be 

made apparent that the phase of exposure and the phase of stationing are not to be 

separated, as the phase of stationing still represents an opportunity for the organization 

to engage in and influence the customer’s auraproduction, for example, by working with 

affiliated companies and engaging with customers on social media. With that, the roles 

of the customer and the organization in the stationing phase of auraproduction change: 

Both the customer and the organization continue to be co-producers of aura. The 

customer produces aura through (temporarily) owning and using the product, but when 

inviting the organization into this process, aura is co-produced with the organization. The 

organization’s role, on the other hand, is to engage in the customer’s production of aura 

through affiliation agreements and (in)direct interactions with the customer. 

Furthermore, the interplay between the auraproduction stages needs to be illustrated. 

The entrepreneurial process of auraproduction is not linear, but dynamic and iterative – 

all phases feed back into one another.  

Finally, a refined theoretical framework of auraproduction can be proposed:  
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Fig.2: A refined framework for auraproduction 
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7. Conclusions 

In this last chapter, I will argue for the significance of this study by highlighting its key 

findings and relating them to the initial research question. I will then proceed with a 

reflection about the limitations of the research, followed by a presentation of the 

theoretical and practical contributions that have been made, and conclude with 

proposals for future research.  

The purpose of this study was to investigate how businesses can create actionable value 

potential through aura, considering that businesses in today’s overcrowded markets have 

to offer more than just new functionalities or more favorable economic characteristics in 

order to be competitive.  

To fulfill the purpose of this study, a tentative theoretical framework was developed (see 

section 3.2), advancing Björkman’s (1998; 2002) conceptualization of auraproduction with 

theoretical considerations of entrepreneurship (as seen in Hjorth 2014) and value 

creation (as seen in Grönroos and Voima 2013). With that, I was able to propose 

auraproduction as an entrepreneurial process: Aura creates value (Björkman 1998; 2002), 

and as entrepreneurship is about the actualization of actionable value potential (Hjorth 

2014), then auraproduction can be seen as an entrepreneurial process.  

Grönroos and Voima’s (2013) conceptualization of value creation provides a structure 

that defines the scope, locus, and nature of value and value creation, as well as the roles 

and actions of those who create value. By adapting this structure to Björkman’s (1998; 

2002) conceptualization of aura, I was able to develop a structure for auraproduction 

that was meaningful for analytical use as well as theoretical and practical elaborations. 

An empirical case study was subsequently conducted to challenge the tentative 

framework. Ultimately, by enrichening and refining the framework through new empirical 

insights, the purpose of contributing to an understanding of when, where, how, and by 

whom value can be created through aura could be fulfilled. So, how can businesses 

create actionable value potential through aura? 
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Following the three auraproduction stages of conception, exposure and stationing, it all 

begins with an entrepreneur conceiving or envisioning a future reality in which value 

potential is created for users to act upon. In order for this imagined reality to become 

actual, a variety of socially organized, creative processes need to be set in motion. As we 

have found out, a vision is based on values that represent desired conventions. For 

organizations wanting to propose actionable value potential through physical products, 

these values inform and challenge the conventions of collaboration, design, 

manufacturing, and communication. This is where aura potential emerges. Aura potential 

emerges from the break between conventions: At TAKT, it was the collaboration between 

a former nuclear physicist turned an established business professional and a designer; 

letting longstanding traditions and sustainable practices of design and craftsmanship 

teach the mass-production of products in globalized markets, and letting the 

possibilities of modern technology enable more accessibility of quality design; 

communicating simply with values and principles, as opposed to shouting with 

superlatives; or challenging prices by foregoing retail but using the possibilities of 

exposure in the commercial and cultural settings of affiliated customers to access a 

values system that they are co-producers of.  

Then, in the phase of exposure, where the product is exposed to the public with a value 

proposition, the aura potential is actualized and aura is produced by the potential 

customer through viewing and using the product in direct and indirect interactions with 

the organization. This means that the organization influences and engages in the 

customer’s production of aura through brand communication, through staging the 

products in selected environments, and through cultivating a presence in the media 

together with aura-mediators that help to shape the story and reinforce the values of the 

brand.  

If someone decides to purchase a product, thereby affirming its potential to create value 

or produce aura, they become a customer producing aura through (temporarily) owning 

and using the product. With the possibilities of social media, customers might invite the 

organization to engage in this process – then, the organization can influence the 

customer’s production of aura again through direct and indirect interactions. As we have 
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seen, affiliation agreements with selected commercial or private customers may provide 

another opportunity to expose the product in accordance with the values that the brand 

wishes to stand for. The customer’s expressions of auraproduction may then be used as 

feedback, to refine the creation of value potential through producing aura potential in a 

new phase of conception.  

Ultimately, aura expresses not what something or somebody is but what something or 

somebody stands for; auraproduction is the continuous representation of values through 

aesthetic and communicative choices.  

7.1  Research limitations  

Given that this research is presented in the format of a master’s thesis, the general 

limitations are concerned with the scope, time, and resources available to conduct this 

study. Inevitably, choices and some compromises had to be made. In particular, one of 

the limitations is the choice of samples. The world of TAKT is complex, and there are 

hundreds and thousands of documents and conversations related to it. In order to make 

a case study of how businesses create actionable value production through aura, I 

needed to select samples for my data collection that would best exemplify and represent 

a source to analyze and understand how aura was produced at TAKT. The scope, locus 

and nature of aura and auraproduction involves several actors with different roles – in 

the case of TAKT, we have the entrepreneur Henrik Lorensen; the creative director Jakob 

Kahlen; three product designers; Michael, the craftsman working for TAKT; the 

manufacturers; aura-mediators; affiliate organizations; and private customers. However, 

due to the limited time and scope of this research, as well as accessibility issues with 

regards to the product designers, the craftsman Michael, the manufacturers in Latvia, 

the affiliate organizations and the customers, I only managed to conduct interviews with 

Henrik Lorensen and Jakob Kahlen, and used secondary data to make sense of the 

actions of the remaining actors. In other words, I relied on Henrik and Jakob’s rich 

accounts and the findings from the secondary data to provide me with sufficient 

information about the actions of the remaining actors.     
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Because customers actualize aura, it would have been valuable to this research to talk to 

the customers of TAKT – that is, affiliate organizations that placed TAKT products in their 

own settings – to ask them how they perceived TAKT’s products, why they chose to 

become affiliates in the first place, and how they decided to place the products in their 

commercial or cultural contexts. Equally, it would have been valuable to talk to private 

TAKT customers, to understand the meanings that they ascribed to the products and 

how they integrated them in their everyday lives as a way to produce aura. In regards to 

private customers, however, access is limited and data is sensitive. Therefore, I decided 

to look at the customers’ interactions with the brand through social media platforms like 

Instagram. What seemed like a limitation was actually a valuable means to see and 

interpret how private customers presented TAKT products in their private contexts. The 

fact that some private customers presented their TAKT product to a social media 

network, and did it in a certain way, has implications on TAKT’s aura.   

Another limitation is the lack of representation of the aura concept in business research. 

However, Björkman’s (1998; 2002) work provided a rich empirical and (although 

somewhat broadly defined) theoretical basis for me to further explore and refine the 

concept, and thus to provide contributions in terms of its theoretical and practical  

advancement and applicability. 

7.2 Contributions 

First and foremost, this study has exemplified how new businesses can create actionable 

value potential through producing aura. With that, a number of theoretical contributions 

have been made:   

I have defined, and through the findings from the case study redefined the scope, locus, 

and nature of aura and auraproduction, as well as the roles and actions of those who 

produce aura. This has not only contributed to the development of Björkman’s (1998; 

2002) concept of auraproduction, but has also updated it through a contemporary 

perspective, and made it more accessible and relevant for the practice of 

entrepreneurship.  
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Furthermore, the findings of this study have challenged and questioned Grönroos and 

Voima’s (2013) value creation spheres, as the findings suggest that value in the customer 

sphere is not exclusively created by the customer, but that there are still opportunities 

for the organization to influence and engage in the customer’s value creation. Moreover, 

the findings of this study have concretized the practical implications of Grönroos and 

Voima’s (2013) value creation spheres, which seemed to be lacking in their 

conceptualization.  

This thesis contributes to the practice of entrepreneurship by providing a guide for how 

to create actionable value potential through the concept of auraproduction. This will 

guide entrepreneurs with a reference to build unique brands and offer value propositions 

that are desirable and virtuous.   

Finally, the concept of auraproduction contributes to the field of aesthetics, presenting 

an addition to the “aesthetic skills” (Postrel 2003: 24) that are necessary to be 

competitive as a lifestyle-oriented brand.  

7.3 Future research  

By referring back to the discussion of results as well as limitations of this study, there a 

number of research areas that could be of interest to further enhance the understanding 

of auraproduction in the context of building unique, new brands. For one thing, it would 

be interesting to further investigate auraproduction from the customer’s perspective. 

This could mean a qualitative study exploring and interpreting the meanings that 

customers attach to products that they consider desirable, virtuous, and auratic. What 

does auraproduction in the customer’s context of use look like, exactly? Why do 

customers want to affirm certain value propositions over others by purchasing? What 

values do customers want to communicate by owning and using a certain product? Why 

do customers want to publish photographs on social media, ‘showing off’ the products 

that they own on? What are the creative decisions to take such photographs? Answering 

these questions would help businesses understand what customers find meaningful, 
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desirable, virtuous, auratic; and how they access, deploy, exchange and combine 

resources and processes to produce aura.  

Another proposal for future research would be to keep refining the proposed 

auraproduction framework in an abductive fashion, with new case studies of businesses 

offering other types of consumer products and services (including digital products and 

business-to-business services). This would move the auraproduction concept beyond the 

experiences of design furniture businesses or physical products, and thereby advance it 

with new insights that are meaningful for further theoretical and practical elaborations.  
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