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ABSTRACT 
 
This thesis is a case study of how a vintage fashion brand can be innovated through 

human centered design for the current fashion industry. IDEO, global design and 

innovation company, has classified human centered design as a method for identifying 

viable, feasible and desirable solutions with the integration of multidisciplinary insights 

(IDEO). For this thesis, the brand of focus is FUBU, for us by us, a 90’s era streetwear 

brand that is a product of New York City hip-hop culture. A succinct proposal for 

FUBU’s resurgence in the fashion industry will be designed by first identifying the 

viability of the fashion industry and feasibility of the brand’s revival. Viability will be 

determined by detailing the current state of the fashion and streetwear industries. This is 

to establish the opportunities and threats of new and returning entrants into the industry. 

Feasibility will be declared by researching the history and current state of the brand, its 

cultural relevancy, and its strengths and weaknesses. Following the industry and brand 

analyses, standards for desirable shopping experiences will be created with insights from 

a competitive analysis of fashion websites, investigation of recent trends in consumer 

behavior and user experience research. Finally, a proposal to transform FUBU will be 

visualized. The goal of this thesis is to not only develop a realistic proposal for FUBU, 

but also to portray how human centered design can be used to rebrand a company.  
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Well, son, I'll tell you: 
Life for me ain't been no crystal stair. 
It's had tacks in it, 
And splinters, 
And boards torn up, 
And places with no carpet on the floor -- 
Bare. 
But all the time 
I'se been a-climbin' on, 
And reachin' landin's, 
And turnin' corners, 
And sometimes goin' in the dark 
Where there ain't been no light. 
So boy, don't you turn back. 
Don't you set down on the steps 
'Cause you finds it's kinder hard. 
Don't you fall now -- 
For I'se still goin', honey, 
I'se still climbin', 
And life for me ain't been no crystal stair. 

-Langston Hughes, Mother to Son 
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Introduction 

 
 This thesis is a case study of how a proposal to rewire a vintage fashion brand can 

be created using human centered design strategies. Human centered design is grounded in 

the belief that complex problems can be solved with insights from people who routinely 

face them. The acknowledgement of industry environment and business capabilities 

coupled with knowledge gained from users is used by human centered designers to 

develop viable, feasible and desirable solutions (IDEO, 2015).  

 Traditionally, human centered designers begin the process of developing solutions 

by focusing on user needs (IDEO, 2015). For the purposes of this thesis, I will first focus 

on the fashion industry and current state of the brand before introducing my user 

research. This thesis will portray viability through an outlook of the fashion and 

streetwear industries, to discover what risks and opportunities new and returning 

companies to the industry may face. At the time of writing, the 2020 coronavirus 

pandemic is occurring, it is an unprecedented time when people around the world are 

managing personal, social and economic uncertainties. The coronavirus, also known as 

COVID-19, has disrupted international industries and operations forcing those who can to 

work from home, and those who can’t to risk their health and safety to perform essential 

services. The virus has refocused the world on priorities akin to Maslow’s hierarchy of 

needs: food, shelter and safety. In efforts to stop the spread of the virus, many businesses 

have closed their doors and turned to almost exclusively digital operations fueling a 

phenomenon known as onlife. Onlife is a result of the proliferation of the digital realm 

into the physical and the increasing difficulty for people to separate the two, blurring the 

lines for those with access to the internet (Jongen, 2018).  As the world relies on 
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technology more than ever as a tool for creating continuity for learning, shopping, 

socializing and working, onlife has become the safest way to live. The digital divide, the 

gap between the internet connected and disconnected, has amplified inequalities for those 

unable to transition to onlife. Less developed countries and underserved communities are 

the most vulnerable to consequences of the pandemic, but innovation in e-commerce and 

technology may foster resilience to future upheavals (UNCTAD, 2020). E-commerce is 

the sale of goods and services online, and it has provided a safe opportunity to build and 

maintain businesses during the COVID-19 crisis (Ungerer, 2020). The coronavirus 

pandemic has made it evident that any new consumer facing business proposal should 

include e-commerce. 

 The feasibility of a brand’s resurgence by determining the synchrony of the 

brands proficiencies and industry circumstances. Delving into the history and current 

state of FUBU, the brand of study, will help define the brand’s strengths and weaknesses. 

From this, a solution can be designed to profit from FUBU’s existing dexterities and 

minimize the brand’s shortcomings.  FUBU, for us by us, was founded in 1992 in Hollis, 

Queens as a product of hip-hop culture’s nascency.  FUBU is a streetwear clothing and 

lifestyle brand that was created to make clothes with the community of the founders in 

mind (Hughes, 2019). Overtime, the brand became a cultural icon for its focus on the 

Black community and its overall inclusivity. However, in 2001 the popularity of the 

brand began to decline as other streetwear companies entered the market and FUBU 

struggled with supply chain mismanagement. In 2003, the brand left the US market in 

effort to grow its name internationally and despite efforts FUBU has not been able to 

successfully regain the status it once had (Banks, 2015). A focus on e-commerce will be 
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central to the proposal to revive FUBU, but the decision of which e-commerce business 

model is dependent on the outlook of the fashion industry. 

 The framework for desirability will be formed based on standards of fashion e-

commerce websites, trends in consumer behavior and user needs surfaced through 

interviews. The process for developing the proposal with human centered design has 

three phases: Inspiration, Ideation and Implementation (IDEO, 2015). Inspiration will be 

cultivated from understanding how FUBU should be presented and forecasting the 

mindsets of shoppers post-coronavirus. Comparing FUBU’s existing website with 

popular fashion websites will help identify the aspects of FUBU’s website that should be 

redesigned. This knowledge will set the basis for visualizing the strategic decisions made 

for FUBU’s rebranding proposal. Integrating trends in consumer behaviors and the 

desires of shoppers will form a user centric structure for strategic changes to the brand. 

This structure will be visualized in a journey map for shoppers which can be actualized 

by integrating user research. The implementation of this process will result in the final 

proposal for FUBU. 
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Chapter 1:  The Viability of New Entrants into the Fashion Industry 

 
 This chapter will detail the current state of the fashion and streetwear industries. It 

will dive deep into the history of streetwear and its relationship with hip-hop and 

streetwear’s ties to Black American culture. This chapter will also discuss systemic 

problems that were prevalent in the fashion industry before COVID-19, in order to 

establish a wholistic view of the industry environment. The goal of this chapter is to 

identify the opportunities and threats for new entrants into the fashion industry, and 

ultimately determine strategies to mitigate the threats and capitalize on the opportunities. 

 
COVID-19 and The Fashion Industry 

 The global fashion industry was on high alert prior to COVID-19 and the stakes 

became exponentially higher as the virus spread throughout the globe. Geopolitical and 

fiscal uncertainty created a decidedly pessimistic outlook for the global economy at the 

tail end of 2019. Global trade conflicts including the US-China trade war and strain from 

Brexit only worsened economic expectations for business, government and financial 

leaders (Amed et al., 2019). Coronavirus accelerated the preceding fashion environment 

to a Darwinian evolution of retailers by further disturbing supply and demand. As one of 

the largest revenue generating industries in the world, reportedly $2.5 trillion dollars in 

2019, disruption in the industry will be negatively impact global stakeholders for the 

foreseeable future. The behemoth industry’s suppliers and manufacturers will be hurt 

most by the impending recession and the stagnation in consumption of discretionary 

goods (Amed et al., 2020). Historically, the predominantly young, female labor behind 

production in the fashion industry has been underpaid and undervalued (Kent, 2019). 
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Unfortunately, circumstances for these workers will continue to worsen, as demand for 

fashion falls in typically high demand regions like the US, Europe and China and the 

safety of going to work remains ambiguous. Preventing a humanitarian crisis for the 

manufacturers and suppliers in the fashion industry requires leaders in the fashion 

industry to harness innovation and to plan for recovery post COVID-19 (Amed et 

al.,2020). 

 Luxury, direct-to- consumer, independent retailers and department stores have all 

been impacted by the swift change to an exclusively digital fashion industry and the 

unknown future state of the economy (Amed et al., 2020).   Closing doors in efforts to 

stem the spread of the coronavirus has made e-commerce, the sale of goods and services 

online, crucial (Ungerer, 2020). Legacy and independent designers lag behind digital 

first, direct-to-consumer (DTC) brands with optimized digital operations. Despite the 

growth of e-commerce over the last decade, brick-and-mortar has been the primary 

revenue generator and focus of innovation for many retailers and brands (McLauchlan, 

2020). Prior to COVID-19, more than 70% of fashion purchases were made offline, but 

that statistic has surely changed since retailers have closed their doors (Amed et al., 

2019). For leaders of fashion companies during the pandemic, adapting their businesses’ 

operations is necessary to avoid bankruptcy. Some retailers have further pivoted their 

businesses to provide essential services.  

 LVMH, the French luxury good parent company of Louis Vuitton, Christian Dior, 

Moët, Sephora and others, was one of the first retailers to shift to the production of N95 

masks, which filter 95% of airborne particles, and cloth masks (Schmidt, 2020). The 

company has been lauded for this noble and necessary decision, but COVID-19 has still 
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taken a toll on LVMH’s bottom line. The luxury market, of which LVMH is a leader, is 

projected to lose between $65 million and $75 millions dollars a direct result of the 

pandemic (McLauchlan, 2020). Unfortunately, this loss is not exclusive to the luxury 

fashion industry. Companies large and small are being impacted by the pandemic, and the 

fashion industry in particular is forecasted to be permanently changed by it (Amed et.al, 

2020). Some companies have resulted to mid-season sales in effort to energize consumers 

to make purchases and assuage growing anti-consumerism (Amed et al., 2020). Though 

marketing for sales during a global crisis may appear crass to some, small brick-and-

mortar businesses have needed to initiate the uptick in sales to pay their bills. Executives 

behind Bird Brooklyn, a small multi-brand retailer based out of Brooklyn, NY, have 

found nominal success by discounting merchandise. Prior to the pandemic, Bird 

Brooklyn relied heavily on in-store purchases and word of mouth, rather than e-

commerce and social media, to bolster business. However, lacking an established digital 

presence has made the company especially susceptible to the negative effects of closing 

the its doors (Mondalek, 2020).  

 Digital first, direct to consumer (DTC) companies like All Birds, famed for wool 

sneakers, and Warby Parker, the glasses company with the reputation for popularizing the 

DTC business model in the fashion industry, have tied their brand identities to their 

digital presence which has aided the brands’ popularity. DTC companies have been 

characterized by digital retail, direct distribution, social media marketing and simple, 

pastel branding (Schlesinger et al., 2020). Social media is a powerful tool for customer 

acquisition, especially for new entrants to the fashion industry. Advertising overload on 

social media feeds has upset traditional social media strategies and has caused a decline 
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in engagement with ads and social media influencers. Effective digital strategies must tell 

the brand’s story with partnerships and content, rather than focus on gaining followers on 

social media (Amed et al., 2019).   Early success for DTC companies has waned as 

companies following the business model have multiplied across industries causing 

oversaturation. To stand out amongst competition, many DTC companies have begun to 

invest time and money into establishing their respective brick-and- mortar presence 

(Schlesinger et al., 2020). Due to the uncertain future of the economy, All Bird’s 

leadership team has altered their brick-and-mortar plans to refocus growth efforts back on 

the digital strategy that initially popularized the brand. At the time of writing, the 

company has decided to lean on its existing strengths in e-commerce, rather than discount 

its products like other companies during the pandemic. The brand’s existing digital 

operations and strategies are important strengths and have made All Birds more apt to 

weather the storm of an exclusively digital fashion economy (Mondalek, 2020). 

 In early May 2020, global restrictions and stay at home orders began to cautiously 

relax in some cities impacted most by COVID-19, namely Paris and Milan (Horowitz, 

2020). Consumers are forecasted to retain trepidation about social distancing and 

spending, which demonstrates the long-term need for brands to establish effective digital 

strategies. In the past, companies have used technology to support brick-and-mortar 

retail, but the future of the industry may require a reversal of the relationship between the 

sales channels. Investments in digital user experience, storytelling and e-commerce 

optimization must be made together in order to prepare for the new normal that is 

inevitable after the pandemic (Amed et al., 2020). Deftly adapting to COVID-19 has 
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already proven difficult for the fashion industry, but companies that will thrive after the 

virus will need leadership to integrate multidisciplinary insights into business strategy. 

 
Streetwear Industry 

 As a subset of the fashion industry, the streetwear industry has been battling with 

the same economic uncertainties and operational struggles as the fashion industry at 

large. The integration of sales and special product releases have been used to generate 

revenue for streetwear brands, many of which are independently owned (Destefano, 

2020). Luca Benini, founder of Slam Jam which is an Italian retailer selling clothing from 

American streetwear brands, has stated that the way for streetwear brands to survive the 

current circumstances is to reconnect with the communities that streetwear was founded 

in. He expects multibrand retailers without a strategy or connection to their community 

will close permanently in the wake of COVID-19 (Turra, 2020). Birthed from surf, 

skateboard and hip-hop culture, streetwear has become a cultural status symbol bolstered 

by exclusivity. In the nascent years of the style’s popularity, few people knew what to 

buy or where to buy it. The elusiveness of the style has helped to foster interest and 

intrigue, while giving wearers of coveted items immediate recognition and laudation. 

Community, comfort and exclusivity are major aspects of streetwear that are unique to 

the industry’s brands and have created committed and dogged customers (Menendez & 

Nitschke, 2019). 

 
Streetwear’s Growing Popularity 

 Streetwear was once a way of describing causal and comfortable clothes but has 

since grown to disrupt the traditional methods of production, promotion, sale and resale 
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in the fashion industry (Menendez & Nitschke, 2019). High- end streetwear accounted for 

5% of the global sales of luxury goods in 2017, $309 billion in total, which yielded from 

attention from fashion industry leaders and investors (Press, 2017).  Streetwear’s 

secondhand market has been a particular point of investment with the acquisition of 

Stadium Goods, streetwear and sneaker marketplace, for $250 million by Farfetch, online 

luxury fashion marketplace, in late 2018 (Cheng, 2018). Following the sale of Stadium 

Goods resale platforms GOAT, Stockx and Grailed ushered in $166.5 million in 

investments during 2019 further indicating the opportunity for new entrants in the 

streetwear industry (Fernandez, 2019). Although streetwear brands have existed since the 

late 1980’s, the term gained popularity following 2010, when the fashion industry openly 

took interest in brands favored by rappers, surfers, skateboarders and graffiti artists 

(Bromwich, 2019). 

 
A Brief History of Hip-Hop and Streetwear’s East Coast Roots 

 Clothing provides more than just safety from environmental elements, clothes are 

also personal, social and cultural signifiers. The history of culture and clothing are 

emphatically intertwined. For example, social norms established in the 17th century such 

as men wearing pants can be traced back to the French Revolution. The societal rules that 

give meaning to how people clothe themselves in social situations and the connotations 

associated with those rules are embedded within other cultural signifiers such as race, age 

and gender.  The prominence of youth subculture in the 1950’s is reflected in rock and 

roll musicians dress code mimicked by adolescents (Danesi & Perron, 2001). To 

effectively understand the streetwear culture and its relationship to hip-hop, it is crucial to 

understand the history of hip-hop and the circumstances that created it. 
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 Early hip hop’s holy trinity, DJ Kool Herc, Afrika Bambaataa and Grandmaster 

Flash are all influential to the four elements of hip hop: DJing, breakdancing, rapping and 

graffiti writing. DJ Kool Herc and Afrika Bambaataa were earlier innovators than 

Grandmaster Flash, who used the legacy of DJ Kool Herc to define his own style of 

Djing. DJ Kool Herc, Jamaican born and raised Clive Campbell, is at the foundation of 

hip-hop music and credited with its sound. Herc’s nickname, shortened from Hercules, 

was given to him because of his height and muscular build (Laurence, 2014). A 1973 

back-to-school party in the Bronx is said to be the penultimate foundational event in hip-

hop history, when Herc introduced the Jamaican sound system to his audience and 

created the technique for prolonging the music segment of a song called the break or 

breakbeats (Swanson, 2010). Djing existed long before hip-hop, but Herc helped to make 

Djing more than just playing records, it also included remixing. While Herc is credited 

with creating the sounds of hip-hop, Afrika Bambaataa is responsible for spreading hip-

hop into broader New York City boroughs and eventually the world. Although much of 

Bambaataa’s history is unknown, his past as a former warlord of the gang the Black 

Spades and resident of the Bronx River Houses has been confirmed (Orange, 2017).  

The Black Spades gang was once New York’s largest and most feared gangs from the 

1970’s, the gang also has strong connections with the foundation of hip-hop. When 

Afrika Bambaataa was warlord of the gang, he had the power to start and stop gang wars 

and the choice of how the war would be fought. Like many other gangs of the early ‘70s, 

the Black Spades was formed in a decade teeming with arson by landlords, redlining and 

violence (Pizzo, 2016). Donning denim jackets with gang names and insignias sewn onto 

the back, the uniform for gang member in the ‘70s and ‘80s can be seen in many 
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documentaries telling hip-hop’s history. Hip-hop’s relationship with gangs is typically 

discussed in reference to the culture’s west coast identity and affiliations in the late 

1980’s and 1990’s; however, hip-hop’s gang affiliation goes back to the culture’s 

inception and can be seen in the past of hip hop’s Godfather, Afrika Bambaataa.   

 
1970’s New York City Gangs 

 The Black Spades, Ghetto Brothers, Savage Nomads and the Savage Skulls were 

some of the largest and notorious gangs in the early 1970’s (Pizzo, 2016). These gangs 

spawned from the momentous movements in the ‘60s and the assassinations that took the 

lives of civil rights leaders, in addition to poor urban planning and city management 

which made room for violence and intimidation. The development of the Cross Bronx 

Expressway, in particular, is referenced as the ignition that caused a decade of the Bronx 

literally being on fire. Development for the expressway caused white flight, when Irish 

and Italian communities left the Bronx and took many businesses and jobs with them. 

Violence surged in the derelict borough and its younger residents joined together to steel 

themselves against their circumstances and to survive (Nicholson, 2015). While the style 

of gang members is the focus of this research, it would be negligent to ignore the pain 

and harm caused by gang organizations and their members. Gangs, clubs and street 

families were created to protect people and their communities from the violence from 

other gangs and the police, but many gangs ended up enacting violence in the same 

communities they set out to protect. Many people have died and continue to die because 

of gang culture and the vices that fuel the gang economy. Gangs should not be idolized, 

but the circumstances that created gangs and facilitated the spread of them should be 

acknowledged and understood. In the 1970’s, gangs were formed in self- defense from 
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New York City government which did not support Black and Latinx communities. 

Today, gang thrive because of the sense of belonging and status that they give to 

members. Poverty, broken homes and violence are at the roots of gangs which, 

unfortunately are realities that still promote the creation and membership of gangs in 

America today (Muller, 2013).  

 
Early Gang Style 

 In the 1970’s, Outlaw Americana style was mimicked by the gangs and created a 

code of who could wear what, and when (Nicholson, 2015). Easy Rider and other outlaw 

films inspired gang members’ style and uniforms. The power of gang colors and insignias 

became common knowledge and important to navigating the streets of New York in the 

early 1970’s. Gang culture and style was not exclusive to the Bronx; across New York 

City boroughs, denim jackets with gang affiliations and black Lee jeans were 

commonplace. Gang style popularized the customization of clothing, an art form that is 

still commonplace in streetstyle and hip-hop culture. While the front facing uniform of 

gang members looked similar, the insignias on the back told the gangs reputation and the 

displayed the owner’s flare. Fur collars and patches of flags were sewn onto jackets with 

time and intention, rivets and spikes also adorned the trim of many gang members jackets 

(Jenkins, 2014). 

 The death of Black Benji, a peacemaker from the Bronx chapter of the Ghetto 

Brothers, was a tragic event that shaped New York’s gang history. The Ghetto Brothers 

were known for their community building efforts as well as their skilled at fighting. They 

attempted to use the media to mend the relationships between gangs and unite against the 

common enemy, the government. Following Black Benji’s death, a declaration of a peace 
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meeting was made by Ghetto Brothers' leaders which brought together over 40 gang 

leaders to sign a peace treaty and stop fighting each other (Nicholson, 2015). This peace 

treaty marked the start of parties and events, such as Herc’s famed back to school party, 

that birthed the techniques and sounds of hip-hop music that is known today. Gangs did 

not disappear from New York after this peace treaty, but gang culture definitely changed 

after the death of Black Benji.  

 
Gangs and Hip-Hop Culture 

 Outlaw gang members slowly transitioned into DJs, rappers, b-boys and b-girls, 

and graffiti writers, after the death of Black Benji and the quelling of the gang violence. It 

is ironic to see the foundation of hip-hop culture tied to the pause of gang violence, 

because of the current relationship between hip-hop and gangs. Recent headlines about 

rappers Tekashi69, Nipsey Hussle and Bobby Shmurda all involve gangs and violence to 

the detriment of hip-hop music. Tekashi69, now known for giving incriminating 

information about the Bloods gang to federal investigators, paid to be affiliated with the 

Bloods to boost his credibility as a rapper, while Nipsey Hussle died because of his 

affiliation with the powerful gang, the Crips, and Bobby Shmurda’s songs detailing his 

activity as a Bloods member cost him his freedom (Caramanica, 2019). While the 

quelling of gang activity in the ‘70s bore hip-hop culture, it is obvious that the harsh 

realities that created gangs and fostered desire for membership in them still exists for 

many makers and changers in hip-hop. Similar to the heyday of gang life in the ‘70s, the 

influence of gangs has also begun to influence the personal style of rappers. After the 

peace treaty orchestrated by the Ghetto Brothers and the parties that followed, denim 

jackets and shirt sleeves that once bore the names of gangs were replaced by a new 
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mindset about style.  Rapper Melle Mel, lead vocalist of Grandmaster Flash and the 

Furious Five, was known for his eccentric style and mixing cowboy boots and vibrant 

jackets. While other rappers and DJs kept their personal styles closer to what the crowd, 

b-boys and b-girls were wearing. Adidas shell toes and Lee jeans were mainstays of the 

gang days and their popularity spread when icons, namely rap group Run DMC, wore 

them on televisions like such as Planet Rock and Soul Train. Run DMC explained their 

choice to mimic the style of their supporters as a way of showing alignment with the 

community they came from. Rather than representing gang affiliations, what people wore 

begun to signal which borough in New York they were from. The factors that led to the 

creation of gangs, specifically poverty and broken homes, did not dissolve with the 

violence of gangs in the mid 70s, but wearing stylish clothes became a mask for the 

poverty for many people. Fashion made people feel good, because they knew they looked 

good (Jenkins, 2014).  

 
Black and Latinx Youth Culture and Urban Wear 

 Fifteen years after the party that started hip hop, the crime that was rampant in the 

‘70s continued to fester in New York City. Black and Latinx teenagers in Brooklyn still 

motivated by masking broken homes and poverty rallied around the goal of looking good 

and expressing personal style. Polo Ralph Lauren stood out to many teens because of the 

imagery in advertisements and the people they saw in New York City wearing it. 

Wearing the status symbol brand offered teens an escape from their daily struggle for 

survival and gave them a taste of an otherwise unreachable lifestyle. Many Black and 

Latinx teens couldn’t actually afford Polo, so they turned to shoplifting (Kemet, 2017). 

Violence over clothing became deadly in the early ‘90s and parents feared for their 
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children wearing certain popular brands, including Polo. Black and Latinx communities 

in New York began to shirk from popular, expensive brands with fears of assault, as, new 

Black owned brands emerged in America’s fashion industry such as Cross Colors, Karl 

Kani and FUBU. Carl Jones, founder of Cross Colors, capitalized on the trend seen in 

New York City subways of wearing extremely oversized jeans, by making baggie jeans 

with fitted waists. Largely recognized as hip-hop’s first fashion brand, Cross Colors 

opened the door for other Black designers to get their brands in some of the same stores 

as Polo. Cross Colors gained popularity by first being featured in ‘90s sitcom, Fresh 

Prince of Bel Air, then being adopted by other celebrities and the urban community as a 

whole. At a time when celebrity endorsement for brands was new, Cross Colors was able 

to use Will Smith and other celebrities as marketers for the brand.  The brand’s ideology 

was based around inclusivity of all races, which was exemplified in its advertisements 

and the celebrities that Cross Colors asked to wear their clothing. The popularity of Cross 

Colors sparked an influx of brands inspired by and targeted towards urban, Black and 

Latinx, customers, which contributed to the industry now known as streetwear (Jenkins, 

2014). 

 
Luxury Streetwear and Hip-Hop 

 Dapper Dan, Harlem native and storied designer, is credited with the creation of 

luxury streetwear over thirty years ago in his Harlem boutique. At the time, Dapper Dan 

sold custom made luxury clothing to Black celebrities and fashion lovers. Using Gucci, 

Louis Vuitton and Fendi goods, Dapper Dan designed clothes for those who could afford 

in with hip-hop culture in mind. Casual, streetwear clothes were elevated to luxury with 

Dapper Dan’s usage of high fashion logos.  Dapper Dan’s work was not authorized by the 



 16 

luxury brands that he used for his designs, which ultimately ended with Dapper Dan’s 

storied boutique being forced to close in 1992 (Marchese, 2019). Dapper Dan’s influence 

can be seen in the designs of both adopted streetwear and luxury streetwear brands alike. 

In 2017, Gucci, Italian luxury brand, came under fire after a design eerily similar to a 

coat made for Diane Dixon in 1988 was seen on the runway. To rectify the situation, 

Gucci offered Dapper Dan the chance to work with the brand and re-enter to the fashion 

limelight (Schnieder, 2017). Dapper Dan and Gucci’s recent collaborations can be 

accredited to digital call out culture and consumer’s demand for brands, streetwear and 

otherwise, to act ethically. Call out culture historically has been a tool for marginalized 

communities used to highlight injustices and seek remediation. Social media has given 

call out culture more power, because of the access to audiences that is innate to the digital 

world. While some claim that call out culture is a justification for dissecting people and 

brands, other feel that call out culture is a necessary tool for bringing injustice to the 

forefront. For brands, both large and small, call outs are a part of a brand’s digital 

presence that must be managed with as much intention as the brand’s own identity 

(Matei, 2019). 

 
Categories of Streetwear 

 Streetwear Impact Report, industry research analysis in partnership with the 

PricewaterhouseCoopers (PwC) Network, and Hypebeast, streetwear publication, 

identified four major categories of streetwear, original, sportswear, adopted and luxury. 

Original streetwear brands are categorized by their commitment to the historical ideals of 

streetwear: t-shirts at affordable price points. Sportwear includes brands such as Nike and 

Adidas that offer both athletic wear and casual wear. Adopted streetwear brands are 
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companies that have integrated some of streetwear’s foundational designs, but their brand 

identities are not tied to streetwear. This may be a brand similar to Louis Vuitton, with a 

long history of designing luxury leatherwares, shifting to designing sneakers and 

backpacks. Luxury streetwear blurs the lines between original streetwear and high 

fashion, luxury brands (Menendez & Nitschke, 2019). Off-White, a luxury brand founded 

by Virgil Abloh, is a popular streetwear brand and was listed as the “hottest brand in the 

world” in 2018 by Lyst, a fashion and e-commerce platform (Tiffany, 2018). Abloh 

gained popularity for Off-White by ironically placing phrases in quotation marks on 

streetwear staples, t-shirts and sweatshirts, to test the preconceived notions of fashion and 

words. For example, Abloh has used the ironic placement of “SCULPTURE” on a bucket 

bag to challenge the structural and social meanings of words and their relation to items. 

Abloh also uses Helvetica font to oppose both structural and social meanings of the 

words on Off-White items, while simultaneously challenging the invisibility of the 

commonly used typeface (Leach, 2017). The irony central to Off-Whites brand identity 

has fostered a cult like following from some of fashions youngest shoppers (Tiffany, 

2018). Off-White and other luxury streetwear brands may be relatively new to the fashion 

industry, but the commitment to brand identity resonates with consumers willing to pay a 

higher price for popular brands (Menendez & Nitschke, 2019).  

 
Vintage Sportswear Brands Make a Comeback 

 Though nostalgia is not a new player within the fashion industry, Google’s 2018 

summary of trending searches found that the top fashion searches were about style from 

the 1980’s, 1990’s and 2000’s. This finding is different from past fashion trending 

searches which were more focused on integrating trends into a wardrobe (Yotka). Experts 



 18 

explain the proclivity for vintage brands and styles citing to the quickening fashion cycle 

and technology facilitated imagery searches (Sidell, 2018). Consumer’s rising association 

with brands and personal identity has revived logomania, a vintage trend of bold logos on 

clothes from the 1960’s and 1970’s that was developed because of licensing issues 

between companies.  Logos were also a popular trend for urban streetwear brands in the 

1980’s and 1990’s that seemed to fade away with brands like FUBU and Cross Colors 

(Ferla, 2018). The penchant for the early 2000’s coupled with the rise of streetwear and 

logomania has created a perfect storm for brands thought to be relics. Sportswear brands 

from the 90’s, Fila and Champion, have successfully used the opportunity for brand 

revival in the last two years (Tay, 2019). 

 Fila, Italian heritage footwear company, relaunched a 23-year-old sneaker aptly 

called the Disruptor in 2016. The Disrupter II was named the 2018 Footwear News Shoe 

of the year and Fila’s sales increased over 200% from 2016 to 2018(Tay, 2019). For 

Champion, the path back into the limelight of American casual wear has been achieved 

with unpaid celebrity features of the brands clothing. By focusing on spreading the brand 

identity of authentic American athletic wear, Champion grew in popularity 

internationally before it regained acclaim in the US. The brand’s global positioning was 

further accelerated through partnerships with international streetwear brands and has 

since seen a 36% increase in growth from 2017 to 2018. The successful collaboration 

with Urban Outfitters has also aided Champion’s resurgence in North America 

(Newcomb, 2019). The success of brand revivals has not been achieved by all of the ‘90s 

brands that have attempted it. Airwalk and Juicy Couture, for example, have not been met 

with the same interest or sales as Fila or Champion due to timing and ineffectual planning 
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(Tay, 2019). FUBU’s most recent attempts to return to the helm of the American 

streetwear industry have similarly not been broadly successful. At first glance, this may 

be because of FUBU’s reliance on partnerships and lack of introspection.  A lack of 

public reporting on the brands hinders further analysis of the current standing of FUBU’s 

many partnerships. The only measure of success made easily available is on the FUBU 

website stating 5,000 stores have carried the clothing line and $6 billion in merchandise 

has been sold in retail (FUBU, n.d). It is unclear whether this metric refers to FUBU’s 

recent sales or current retail presence. 

 
Streetwear’s Digital Presence 

 Streetwear’s digital roots are intertwined with the communities that streetwear 

originally flourished in. Blogs dedicated to hip-hop, surf and skateboard culture have 

evolved into Instagram and YouTube presences that provide spaces for reviews, 

information on new drops and exchanging resale goods (Menendez & Nitschke, 2019). 

Few mainstays of streetwear’s blogging past remain active; The Hundreds Blog, written 

and managed by the founder of The Hundreds, is one original hip-hop blog that continues 

to produce relevant content. Lamenting the cultural change of streetwear marked by the 

prioritization of commerce over community, Bobby Hundreds has bemoaned the shift 

from independent communities to Instagram (Hundreds, 2019) The Streetwear Impact 

Report identified that 96% of survey respondents reported using YouTube and Instagram 

to gather information about the latest streetwear drops and news. Instagram’s widespread 

accessibility has phased out the small, independent communities that once existed in 

hidden forums. Instagram’s dominance as the application of choice is a result of the ebb 

and flow of new technologies and social media platforms (Menendez& Nitschke, 2019). 
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The presence of brands on Instagram has created a new marketing pipeline for brands to 

create and engage with streetwear communities. Though brands hire influencers across 

social media platforms, streetwear shoppers do not find influencers credible sources for 

information (Menendez &Nitschke, 2019). This sentiment is not unique to streetwear 

shoppers and has been reported as a fashion industry wide change in consumer behavior 

(Amed et al.,  2019) Instead, streetwear shoppers look to musicians, contemporary artists 

and industry insiders for insights on what is desirable and cool, similar to Cross Color 

fans in the 90’s.  

 
Systemic Issues in the Fashion Industry 

 The notion that the fashion industry is in need of restructuring has been growing 

over the last decade but was amplified in 2019 by cultural apathy and the industry’s 

growing carbon footprint (Amed et al., 2019). Although COVID-19 has made these 

issues take a back seat, reflecting on major issues within the in industry may help develop 

strategies to reconnect with consumers and correct systemic issues for the future fashion 

industry (Amed et al., 2020). A lack of diversity and inclusion, along with unsustainable 

practices are internal problems facing industry that have not been ameliorated with the 

development of effective, system wide solutions, despite efforts to do so. Diversity and 

inclusion are often discussed as one entity because of the symbiotic relationship of the 

two terms. While diversity refers to the different perspectives and approaches to work 

that members of different identity groups bring, inclusion is focused on the degree to 

which individuals feel a part of critical organizational processes (Roberson, 2006). 
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Looking back at anecdotes of pitfalls in diversity, inclusion and sustainability will aid in 

the understanding of depth of these issues and how the fashion industry has reacted to 

them. 

 
Wins and Losses in Diversity and Inclusion 

 In 2019, diversity and inclusion were areas of focus that reached the helm of 

fashion news. The Business of Fashion, international fashion business and news 

publication, and Elle Magazine, women’s lifestyle publication, were in the hotseat due to 

actions declared unequivocally ignorant. Business of Fashion, BOF, was taken to task by 

Pyer Moss designer, Kerby Jean- Raymond for what he described as the tokenization of 

Black culture at an event to celebrate the fashion industry’s innovators (Mau, 2019). Elle 

Germany’s October issue was titled “Back to Black” and intended to cover the 

resurgence of Black models in the fashion industry, but the cover model was a White 

woman and the publication misidentified a model of color inside the magazine 

(Didierich, 2019). Both events were made public on the heels of a year filled with 

insensitivity and obliviousness from media and brands in the industry, marking a need for 

serious action in the industry. 

  Luxury brands Prada, Dior and Gucci made headlines in February 2020 for 

citations from the New York City Commission on Human Rights for racist incidents that 

occurred in 2019 (Friedman, 2020). Products mimicking blackface, a racist portrayal of 

Black people by White actors popular in the mid 19th century, were disseminated by 

Prada and Gucci, and were quickly lambasted on social media (Kaur, 2020).  The citation 

by the Commission on Human Rights was a signal that outright racism and insensitivity 

in the fashion industry would no longer be admonished by celebrities, but also by law. 
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The actions taken by the Commission on Human Rights were perceived as trivial and out 

of place for a municipal entity to some (Friedman, 2020).  However, dismissal of the 

brands actions proves the phenomenon social psychologist, Susan Kaiser discussed in the 

Social Psychology of Clothing: the perceived triviality of clothes. As “tangible and 

concrete” items, clothes are taken for granted as symbols of vanity rather than powerful 

tools of communication (Kaiser, 1998). The fashion industry is a medium for cultural 

imagery, which impacts the societal perception of race and identity, and the Commission 

on Human Right’s legal action against racist portrayals in fashion was symbolic of the 

power of fashion and a beacon for concrete change in the industry (Friedman, 2020).  

Nonetheless, New York’s moment of progress cannot erase the faux pas of 2019, but it 

highlighted the positive a seemingly widespread step-forward that was taken in Fall 2018. 

Eight Black models and celebrities on September issues of fashion magazines, which is 

more diverse than any other September issue in recent fashion history (Carlos, 2018). 

 September is an important month in the fashion industry, because the ninth month 

of effectively starts a new fashion year and marks the beginning of international fashion 

weeks. The number of advertising pages in a magazine used to indicate the brand’s level 

of influence, prosperity and fortitude in a struggling industry (Schiffer, 2019). Vogue’s 

September advertising to content ratio is a yardstick for the health of the industry; 

Vogue’s biggest September issue, released in 2008, weighed 5 pounds suggested a 

healthy industry, although disruption was soon to come (Hoyrn, 2009). The print industry 

has been in consistent and unrelenting decline since the introduction of the television in 

the 1950’s, but the steep decline of the magazine industry accelerated in the mid 2000’s. 

Magazine sales plummeted nearly $3 billion between 2007 and 2017. The fight for 
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independence of media publishers culminated on the covers of newspapers in 2017, when 

6 major publishers were condensed into 3 (Silber, 2018). Societal shifts towards social 

media as an advertising tool and a path to purchase has peaked advertisers’ interest and 

spending in native advertisements and video content. Native advertisements are the paid 

integration of a branded product and editorial content, and can result in a review, tutorial 

or recipe. (Schiffer, 2019). Coupled with the increasing importance of e-commerce on 

mobile device, it is clear that advertisements must be focused on mobile shopping. A 

quarter of e-commerce sales were completed through mobile devices in 2019, and the 

rising reliance on e-commerce points to further growth in mobile purchases. Driven by 

the integration of shopping features on social media platforms like Instagram and 

Pinterest, shoppers have a direct, often one click, route to buy (Meola, 2019). As the 

magazine industry has changed, so has the advertising industry; the relationship between 

the two is reflected in the size and weight of all issues, especially September (Schiffer, 

2019). 

 The covers of Fall 2018 magazines indicated a move towards a more inclusive 

fashion industry, in stark comparison to the three Black women featured on September 

2017 covers (Carlos, 2018).  Beyoncé, celebrity and Vogue cover veteran, was 

particularly praised for her control over the September 2018 issue. It was the first time 

any cover star secured full control over the cover of Vogue, as well as, her images within 

the magazine and their captions. Typically, cover stars have no say in their shoot or 

styling and are merely sent a copy of the cover a week before public release. This many 

have been Beyoncé’s experience in the past; however, September 2018 was a different 

issue. Beyoncé tapped Tyler Mitchell, 23-year-old photographer, to be the first black 
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photographer to shoot a cover of Vogue (Davis, 2018). Clover Hope, a young, Black 

culture writer, was chosen to interview Beyoncé for the issue, a divergence from the 

older, white men that typically interview celebrities who cover and are featured in Vogue 

(Ali, 2018). In her very personal interview, Beyoncé repeated and refuted one of the 

many fashion industry diversity mantras, “black women do not sell magazines” (Hope, 

2018). This slogan refers to the industry narrative that Black women on the covers of 

fashion magazines may be off putting to White buyers and cause decreased sales. The 

presence of black women on the covers of Fall 2018 magazines was touted as an 

indicator of major change in the industry, but the public mistakes made by fashion brands 

in 2019 proved otherwise.  

 Whitewashing, the use of White actants to portray a feature of non-white culture, 

and cultural appropriation, the uncredited adaptation of cultural artifacts or aesthetics, 

have seemingly become embedded in the fashion industry operation. The excuse given by 

brands and companies that have been reprimanded for their insensitivities has been that 

their designs and choices have been made to pay homage to the culture or aesthetic that 

they are accused of slighting. Yet, Jean-Raymond’s own letter to BOF correctly stated 

that homage without empathy and representation is appropriation, and proof that diversity 

is still being treated as a passing trend (Jean-Raymond, 2018).   

 Transforming diversity and inclusion from trend to standard requires changes to 

fashion’s corporate culture (Amed et al., 2019). Pushback from the public on Prada, 

Gucci and other luxury fashion companies has resulted in the creation of executive level 

diversity and inclusion roles, but to be truly inclusive diverse and qualified candidates 

must be hired across creative, technological and strategic business units. Diversity has 
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proven to be good for business and is correlated to fiscal success (Amed et al., 2019). 

Coronavirus fueled ambiguity should cause business leaders to reflect on how corporate 

restructuring to include a more diverse workforce can bolster their falling bottom lines. 

While health and safety of employees has become a cross industry priority, Chief 

Diversity Officers must still centralize the needs of their diverse workforce, whether 

employees have been furloughed or not (Umoh, 2020). As consumers are more 

spendthrift than ever, business leaders need to remember that a growing number of 

consumers, one in two surveyed by Edelman, identify as belief driven buyers. Belief 

driven buyers are attuned to how brands react to sociocultural issues and will stop 

shopping with a brand that does not adequately address them (Amed et al ., 2019) 

Inclusive imagery is important for the public perceptions of brands, but real change 

towards a more equitable fashion industry must include diverse employees across all 

levels of seniority.  

 
Sustainability and the Future of Fashion Shows 

 The fashion industry is reportedly responsible for 10% of global carbon 

emissions, topping the total emissions from all international flights and maritime shipping 

(World Bank, 2019). In the last 10 years, the fashion industry has simultaneously 

succumbed to and facilitated a quickening production cycle that has resulted in 62% 

growth in clothing generation, and a shockingly large percentage of these clothes 

destroyed or landfilled. In 2017, the EPA reported that 8.9 million tons of clothing and 

footwear were sent to landfills in the US and 2.16 million tons were burned (EPA, 2019). 

It is clear that production and consumption in the fashion industry has become unruly, 

and sustainability is one of the industry’s biggest challenges and opportunities (Amed et 
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al.,2019). Luxury and high street brands have touted new sustainable initiatives, but 

financial strain due to coronavirus may soon expose these branded efforts as 

greenwashing. The term greenwashing is the practice of making overblown claims of 

sustainability to gain market share (Dahl, 2010). Carbon offsetting, when a company 

buys carbon credits from third parties to balance out the company’s carbon footprint, is a 

popular tactic used to represent a company’s sustainable mindset, often without making 

any actual change to the company’s operations. The credits purchased are used for 

projects like planting trees, building windmills and distributing energy efficient 

appliances in developing countries (Fashion Revolution, 2019). Kering, Paris based 

parent company of Gucci, Alexander McQueen, Yves Saint Laurent and others, 

announced that the organization was transitioning to carbon neutrality in September 

2019.  The company’s plan attempts to go beyond carbon offsetting by tracking the 

carbon emissions using an environmental profit and loss system to account for emissions 

up to the base of the supply chain; however, it is difficult to calculate the emissions from 

other aspects of the company’s operations such as fashion shows (Zerbo, 2020b).  

 Zero to Market, research report released in February 2020 by Carbon Trust, 

climate change consultancy, and Orde.com, a fashion technology company, calculated 

that international fashion week related travel is responsible for 241,000 tons of CO2 

emissions (Casati, 2020). 240,000 tons of CO2 emissions is same amount of energy that 

can be used to light New York City’s Time Square for 58 years (Paton, 2020). To 

determine the emissions, Orde and Carbon Trust tracked the travel of fashion buyers from 

over 2,600 retail organizations and 5,000 ready-to-wear designers over a twelve-month 

period to New York, Milan, Paris and London, as well as other popular fashion weeks 
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and trade shows. The dataset included air travel to and from showrooms, transportation 

for the clothing, and hotel stays for buyers and staff, and other operational travel needed 

for fashion week. Though jarring, the calculation is not even a complete sum of the 

emissions from fashion week, as it did not include travel for others who attend fashion 

weeks, such as media, photographers or influencers (Casati, 2020). International travel 

was unsurprisingly the main driver of the emissions, because fashion weeks are both 

sequential and transcontinental. It highlights the contradictory nature of companies like 

Kering advertising commitments to carbon neutrality without taking onus of the 

emissions produced from the company’s own fashion shows. This research was published 

amid London fashion week and quantified the impact of some of the industry’s 

redundancies (Paton, 2020). Less than a month after the release of the report, humming 

concerns over the global spread of coronavirus ballooned into cancellations of Tokyo and 

Seoul fashion weeks, forced global stay at home orders and a swift transition to virtual 

fashion shows. 

 Virtual fashion shows, digital showrooms and livestream commerce were existing 

tools available to buyers and other stakeholders prior to COVID-19, but the sudden 

change to virtual work has made the tools central to maintaining business operations 

(Amed et al., 2020). Emily Zak, Vogue Global Network Head of Fashion shows, 

remarked on the benefits of the digital system, despite the less than perfect performance 

of some of the first uses of the technology, citing more time to process the clothing 

presentations without rushing to the next show. Alternatively, Zak questions the 

translation of some of the nuances of live shows (McDowell, 2020). For instance, Louis 

Vuitton closed Paris fashion week in the Louvre with a two-hundred-person choir dressed 
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in traditional clothing spanning five centuries (Cartner-Morley, 2020). The show was 

undoubtedly beautiful, dramatic and noteworthy, but it points to the excessive nature of 

the industry overall. The central theme of the show was a juxtaposition of fashion history; 

however, the reverberating sounds and scenery of two hundred people singing in costume 

must have created sensory overload, regardless of the beauty of the music. As the sponsor 

of the now cancelled Met Gala, it is obvious that the Louis Vuitton show was designed to 

be over the top, but with fervent criticism of abundance in the fashion industry, the 

choice to design such an extravagant show appears tone deaf. Not to mention using a 

choir which was once the staple of Pyer Moss fashion shows as Kerby Jean-Raymond’s 

ode to Black culture and religion (Jean- Raymond, 2018). Although, Louis Vuitton’s 

choir was not a Black gospel choir, the use of a choir in general was nuanced by Jean- 

Raymond and has been mimicked since the 2018 Pyer Moss New York Fashion Week 

show. Regardless of the beauty and criticisms of the Louis Vuitton show, Zak’s point 

about the translation of elaborate fashion shows from physical to digital is salient but 

brings forth the question of if the post COVID-19 fashion industry will even embrace the 

opulence of past fashion weeks. The technological capabilities of virtual fashion shows 

and digital showrooms will continue to be improved because they are critical to 

maintaining momentum in the industry. However, it is clear that fashion weeks need to be 

assessed alongside the fashion cycles that drive the sales of winter clothing in summer 

months (Amed et al., 2020). 

 
Industry Led Solutions for Systemic Problems 

 Overall, the efforts to improve the fashion industry have not been a choice of 

industry leaders, rather they have been responses to public outcry and criticism. The 
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general public’s occupation with coronavirus should not preclude the responsibility of 

industry leaders to improve the it. Despite the forecasted desecration of many aspects of 

the fashion industry due to COVID-19, there is still an opportunity to rebuild a more 

equitable and sustainable fashion system underscored by the devastation. Proactively 

investigating the industry issues is one way to rewire the industry, another way is to 

integrate the lessons learned from historical transformations in the industry. The 1973 

Battle of Versailles is an important landmark in fashion history when the perception of 

American fashion and fashion shows were disrupted forever. Pulitzer prize winning 

writer, Robin Givhan detailed the Battle of Versailles and the circumstances leading up to 

it in the book The Battle of Versailles: The Night American Fashion Stumbled into the 

Spotlight and Made History. The prominence of sportswear, the choice of American 

models and the music during the show reflected the political and social changes occurring 

in America during the 1970’s and shaped America's fashion identity (Bateman, 2019). 

The French designers armed with legacy and reputation produced a lack luster fashion 

show, an ode to the country’s heyday accompanied by orchestras, a painted set 

resembling the forests of Versailles, and strange elements including a giant pumpkin 

intended to evoke Cinderella and cardboard cutout of rockets pointing to innovation. The 

audience was reportedly bored and confused at the disconnected presentation. The French 

designers at the Battle of Versailles relied on legacy rather than innovation to compete, 

which ultimately lead to their loss. With Liza Minelli as the through line of the five 

American designers, thirty-six American runway models, ten of which who were Black, 

and quick changes in the wings of the Theatre Gabriel the American fashion show was 

regaled as “crisp, fresh and to the point”. The Black models, Billie Blair, Bethann 
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Hardison, Pat Cleveland, Amina Warsuma, Charlene Dash, Ramona Saunders, Norma 

Jean Darden, Barbara Jackson, Alva Chinn and Jennifer Brice, introduced posing and 

posturing to the runway, a stark opposition to the stagnant walks of the French Models. 

Posturing and posing on the runway was a hallmark of the Ebony Fashion Fair, a fashion 

roadshow organized by Ebony, Black women's magazine, that balanced glamour and 

theatrics with uplifting Black culture. The models, not the clothes, won the battle for 

American designers, nonetheless, the battle birthed respect for ready to wear fashion 

(Givhan, 2016). Coronavirus has turned 2020 into a pivotal year and it is integral that the 

global leaders of the fashion industry similarly integrate the social, political and 

environmental circumstances into the outputs of the industry. 

 
Takeaways from the Industry Outlook  

 The fashion industry is currently grappling with an ambiguous future and 

systemic issues that have damaged the industry’s reputation. The way for the industry to 

move forward is not by ignoring issues facing the industry before COVID-19, but to be 

innovative in the development of solutions for them. Diversity and inclusion can only be 

achieved with concise efforts to include people with different identity expressions across 

all levels of the industry from manufacturers to executives. Doing this may help avoid 

some of the public missteps that have forced government led sensitivity trainings. 

Similarly, sustainability needs to be thoughtfully considered from both an environmental 

and economic lens. This will require companies to do more than offset their carbon 

emissions, but to genuinely reflect on their supply chain and the long-term impact of the 

quickening fashion cycle. These are long term changes that should happen over time. 

New and returning entrants to the fashion industry have the opportunity to initiate change 
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by acting as an example for how the industry may operate ethically. It is undoubtedly a 

challenging time for brands without existing customer bases to start anew, because of 

anti-consumerism resulting from COVID-19. Streetwear brands are in a unique position 

to grow their communities because of the historical connections between brands and 

subcultures. Social media has exposed many aspects of subcultures, but it can still be 

used as a tool to connect with traditional and adopted members of them. Brands need to 

get to know their consumers better and identify what will actually drive consumers to 

buy, besides social media advertisements for new items. Brand identity and authenticity 

will be increasingly important for fashion companies post-coronavirus, because 

consumers will be less likely to engage with fashion in a struggling economy.  

  



 32 

Chapter 2: The Feasibility of FUBU’s Comeback 
 

 This chapter will provide an overview of FUBU’s past and the current state. A 

detailed analysis of FUBU’s website will be discussed in effort to further understand the 

current strategies governing the brand. This information along with the findings from the 

fashion industry assessment will be used as evidence for a preliminary proposal of how 

FUBU should be transformed.  

 
The Rise and Fall of FUBU 

 FUBU, For Us, By Us, was founded in 1992 by Daymond John, J. Alexander 

Martin, Keith Perrin and Carlton Brown.  The founders created the brand in order to 

combat fashion brands that the founders and their community supported, but whose 

companies did not support them (Hughes, 2019).  John, Martin, Perrin and Brown 

centralized the brand’s identity around Black unity and empowerment (Jackson, 2018). 

After making and selling 80 hats in Queens, New York, John decided to mortgage his 

home and convert it into an in-house factory, starting what would eventually be a multi-

million-dollar brand (John & Paisner, 2014). 

 FUBU signed a distribution deal with Samsung in 1996 and by spring of 1997, 

FUBU generated $30 million in sales (Hughes, 2019). The brand’s humble beginnings on 

Jamaica Avenue in Queens bloomed to $350 million in sales within five years, there was 

a $310 million dollar increase from 1997 to 1998 alone (Kaufman, 1999). Leveraging the 

growing popularity of rappers like fellow Queens native, LL Cool J early in the early 

years of FUBU boosted the brand’s popularity. LL Cool supported the brand by wearing 

a FUBU hat in a Gap commercial and slipping in the phrase “for us, by us” in the 1999 

commercial (John & Paisner, 2014). FUBU, however, was not the only Black owned, 
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streetwear company popular during the late 90’s and soon competitors like Enyce, Mecca 

and Phat Farm began to take market share from the company (Kaufman, 1999). In effort 

to diversify FUBU from other streetwear companies, FUBU records released an album, 

called The Good Life, featuring several rappers and R&B singers in 2001. The album 

sold 500,000 units, but cost the company $5 million dollars, a detriment John has said 

killed the business (Baer, 2013). FUBU’s downward spiral in the American market 

continued over the next two years and plummeted with mismanagement of the company’s 

supply chain resulting in FUBU clothes in discount bins. In 2003, FUBU left the US 

market in effort to grow the brand internationally (Banks, 2015). FUBU’s international 

efforts culminated in the creation of 150 retail stores in Asia, Europe and South America 

(Riley-Katz, 2009). As a private company, the sales figures and financial statements of 

the brand were never publicized (Kaufman, 1999). 

 
FUBU Today 

 The founders of FUBU have attempted to diversify the brand into beauty, hotel, 

music, technology and other industries, but reports on the success of these efforts have 

not been made publicly available. In 2013, Carl Brown launched FUBU Personal Care 

Line, Natural Style by FUBU, a beauty company targeted at Black men and women 

(FUBU, n.d.). The products from the collection are available on Amazon, but the brand’s 

website does not appear active. Brown also founded HotelFUBU in 2015, although 

according to the company’s website, the grand opening of the venture has not occurred 

yet. FUBU Radio and FUBU Mobile appear to be the most active, if not the most 

successful, diversification efforts, with news updates on the FUBU Radio website as 

recently as April 28, 2020.  
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 In 2009, FUBU’s founders announced the brand’s return to the US market, but 

this announcement was followed by relative silence about the brand until 2019 (Riley-

Katz, 2009). After several partnerships with Puma, Urban Outfitters and even Pyer Moss, 

FUBU clothing was finally able to re-enter American stores in March 2019. FUBU 

created a dedicated collection for Century 21, a New York based discount department 

store, targeted at 18-34-year olds interested in streetwear, vintage, and discounted 

designer clothes. Working with Century 21 was an ode to the founder’s New York City 

childhoods and an effort to reengage FUBU with consumers who remember the brand 

from the 1990’s (Hughes, 2019). However, a search for FUBU on Century 21’s website 

currently returns a “no results” error message which implies the collaboration was only 

short term or unsuccessful. Based on FUBU’s social media and website, the company 

appears to be targeting present efforts towards FUBU clothing partnerships such as 

FUBU x Karako, a menswear and suits company, and FUBU x Sorella, a Los Angeles 

based womenswear brand. 

 
FUBU’s Cultural Relevancy 

 FUBU’s past has not obliterated the brand’s founding principles, or the acronym, 

from present day relevancy; singer and songwriter, Solange Knowles created a song on 

her 2016 album, A Seat at the Table, titled F.U.B.U (Hughes, 2019). When asked about 

the song, Knowles admitted struggling with the writing and naming it. The song is about 

the murders of Black women and men by police officers, due of the institutionalized 

racism that has festered in America.  For Knowles, the title FUBU alluded to the 

collective experiences of adversity the Black American community, regardless of fame or 

fortune (Shapiro, 2016). In 2018, the television series Atlanta, produced by Donald 
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Glover, released an episode titled FUBU with a FUBU jersey as the focal point of the 

episode. In the FUBU episode, the main character, Earn, realizes that his FUBU jersey is 

counterfeit, when another student wears an authentic FUBU jersey to school on the same 

day. Earn struggles internally between admitting the status symbol jersey is a fake to his 

classmates or feigning ignorance. The pressure to present himself well through clothing 

was underscored by Earn’s mother telling him the importance of what Black men wear 

saying, “You are a black man in America. And when you meet people, you need to look 

good” (Jackson, 2018). This statement simultaneously pinpoints the assumed 

respectability of Black people in America, based on what they wear, and the difference in 

expectations for Black men versus their White counterparts. During the episode, Earn’s 

friend, who is White, questions the importance of the dilemma, further proving the 

difference in cultural norms. The episode came to a bleak end when the other student 

with the FUBU jersey committed suicide after Earn’s cousin and classmates heckled him 

for what they thought was a fake FUBU jersey (Jackson, 2018). The inclusion of FUBU 

as the jersey of debate rather than an item from other hip-hop streetwear brands is an 

indication of the cultural value of the brand and its founding principles. In September 

2018, Kerby Jean-Raymond of Pyer Moss paid homage to FUBU by collaborating with 

the brand for his Spring 2019 fashion show. In effort to highlight Black owned brands 

that did not receive widespread recognition at their peak, the designer worked with Cross 

Colors, as well (Nnadi, 2018). The acknowledgement of FUBU’s brand and acronym by 

some of Black America’s most famous celebrities is a clear indication that FUBU, the 

brand and the concept, has not been forgotten. 
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FUBU’s Website 

  In order to adequately assess the brand’s website, the five planes of the site from 

most abstract to most visible and customer buying journey were analyzed. This analysis 

of FUBU’s website entailed a segmentation of the 5 planes of the website, strategy, 

scope, structure, skeleton and surface, and insights from each plan were used in the later 

proposal for the brand. The most visible plane of a website is the surface plane, which 

includes the brand’s logo and combinations of text and images that advertise products on 

the website. The skeleton plane is the organization layer of the site. This includes the 

positioning of the logo, shopping cart and other navigational buttons that enable users to 

move easily through product pages. While the skeleton plane is the physical elements for 

navigation, the structural plane is the grouping of information that users navigate through. 

The scope plane encompasses the information on the site and how that information is 

managed. This includes everything from product descriptions to user profiles on the site. 

The most abstract plane is the strategy plane of the website, which combines the brand 

and user goals for the website. For brands, this can include conveyance of an identity, 

facilitation of purchases and fostering customer retention. Independently evaluating each 

plane of the brand’s website makes decision making for the site more comprehensive, 

because it centralizes the brand and consumers where typically only information and 

functionality are prioritized (Garrett, 2011). 

 
Strategy Plane 

 The strategy plane of e-commerce sites addresses the brand’s objectives and user 

needs and are manifested in design choices that create a theme for the site (Garrett, 

2011). FUBU’s objectives are to convey a nostalgic streetwear brand identity and convert 
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site visitors into product buyers. A lack of internal information about FUBU’s current 

fiscal status inhibits a more concrete description of the brand’s objectives. A nominal 

assessment of the brand’s popularity, through social media, alludes to an additional 

objective of driving more customer advocacy and e-commerce conversion. The efforts to 

grow FUBU’s popularity on social media can be seen on FUBU’s Instagram and Twitter 

which are featured on FUBU’s home page. FUBU’s website attempts to satisfy user 

needs by being easy to use on both mobile and desktop devices and expediting 

transactions through navigational clarity.  

 
Scope Plane 

 The scope plane addresses the functional specifications and the contextual 

information on the website. In this plane, it is integral to define the operational features of 

the website that will successfully express the goals of the website, established in the 

strategy plan (Garrett, 2011). The functional features that are present in FUBU’s website 

are directly related to the traditional e-commerce path to purchase: site landing, product 

discovery, product presentation, cart management, and checkout (Mangiaracina et al., 

2009). The contextual information on the site which is hyper focused on the history of the 

brand and its founders proves that the focus for the company is on its legacy, not the 

clothes. This is choice is a disservice to the fidelity of the brand because information 

about the product is central to the product discovery phase (Mangiaracina et al., 2009). 

Otherwise, the website relies on intuitive design and easy navigation for users to proceed 

to cart management and checkout phases.  The information available proves that that the 

scope of the website is to teach consumers about FUBU and offer a space to purchase 

FUBU products; however, the current scope of the website ignores the fact that 
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consumers want more than just a place to purchase, they want to enjoy the experience 

(Nielsen, 2011). 

 
Structure Plane 

 The structural plane is characterized by the organization of information and how 

users interact with it, also known as information architecture and interaction design. Both 

interaction design and information architecture are used by designers and web developers 

to structure user experiences on websites. Interaction design uses knowledge of user 

behavior to develop a responsive system. It relies on the affordances and constraints of 

existing systems to meet the expectations of users. Information architecture is the 

organization of content on the website, good information architecture satisfies the goals 

set in the strategic and scope planes of the website (Garrett, 2011). The information on 

FUBU’s website is very straightforward and accomplishes the goals set out for the 

website in the scope plane. There is limited text on the home and product pages which 

surely gives user navigational clarity. Navigational clarity ensures that users can easily 

make purchases and find the information they are looking for on the website (Cooper, 

2007). The navigation menu has all of the product pages linked on the website and the 

about page, which has information about the founders and FUBU. The current structural 

plane is functional although it is basic, it is not immediately obvious that this website was 

designed with users in mind.  

 
Skeleton Plane 

 The skeleton plane is the physical or digital manifestation of information design, 

interaction design and navigation design. Information design is how the content 



 39 

determined in the scope plane is organized on the website, interaction and navigation 

design establishes how users engage with that design. A wireframe is a depiction of how 

these design elements will fit together on one page in one descriptive layout (Garrett, 

2011). The layout of FUBU’s website is consistent across the home and product pages 

that do not link to partner sites (Figures 2.1 and 2.2). The site lacks uniformity across all 

product pages, because the pages for FUBU’s shirts, jerseys and sweatshirts are vastly 

different from the FUBUwatch and FUBUxKarako, which are both linked to external 

sites (Figures 2.3 and 2.4). The lack of uniformity across product pages is one surface 

issue that can be easily updated with intentional design. The elements on FUBU’s 

website can grouped into four sections: header, which includes the music player, cart and 

search bar,  navigation menu, encompassing the logo and vertical list on the left side of 

the page, featured elements, encasing the banner advertisement, product images and 

social bar, and footer, which includes the company links and information. The about page 

has the same header, navigation bar and footer as the home and product pages, but the 

featured elements hold one large image and a lot of descriptive text instead of images. 

Generally speaking, the layout of the website is simple and easy to use, which satisfies 

the goal of offering site visitors a place to purchase FUBU clothing. The functional needs 

of the website are met with its current layout and the dedicated text about the founders 

indicate the important brand values. 
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Figure 2.1 Home Page Wireframe, FUBU.com 
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Figure 2.2 Product Page Wireframe, FUBU.com 
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Figure 2.3 Image, FUBUwatch Home Page 
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Figure 2.4 Image, FUBUxKarako Home Page 



 44 

Surface Plane 

 The surface place is the most visible, and sometimes audible, layer of the website 

(Garrett, 2011). When users first enter FUBU’s website, a music player in the top right 

corner of the page plays a song from the late 1990’s or early 2000’s (Figure 2.5). 

Including music on a website has been deemed an inadvisable design choice, not only 

because music players diminish bandwidth on the website, but also because they take up 

space on site. The consensus on songs on websites is that they should only be included if 

the song is related to the topic of the site, like a band or concert hall (Petermans & Kent, 

2017). The next notable surface plane feature, after the music player, is the color scheme 

and font. FUBU’s website is designed featuring the colors black, white and red. The 

designer of FUBU’s website used these colors to segment the navigation menu from the 

content on the website. Even though there is more white space than black space on 

FUBU’s website, it has a dark ambience in comparison to the FUBUx Karako and 

FUBUwatch pages (Figures 2.3 and 2.4). The font on the site is sans-serif and all capital 

letters, it neither adds to nor takes away from the design of the website. In general, the 

design features of FUBU website seems dated compared to the other websites that FUBU 

products are featured on. The outdated web site may negatively impact user experience 

and subsequently lessen customer’s opinions of the brand and trust in the products for 

sale.  
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Figure 2.5 Image, FUBU.com Home Page 
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Recommendation: FUBU Should Transition Brand to Retail Marketplace 

 One of FUBU’s founders, Carlton Brown was quoted saying FUBU is more than 

a clothing line, “It’s a lifestyle that can play [in] many categories” (Hughes, 2019). 

Efforts to turn this notion into a reality is evident by the attempts to generate revenue 

through various industries over the last ten years. The lack of public success of many of 

these ventures indicates that FUBU’s expertise is in fashion, not lifestyle or beauty.  

Nonetheless, FUBU’s ability to remain culturally relevant in Black American culture 

makes the brand an ideal choice for innovation. Plans to modernize FUBU should not 

include a changing of the identity or the name, but instead should update the business 

model and lean into the foundation of FUBU- for us, by us.  

 FUBU is known for its status as one of streetwear’s original brands, its collectivist 

mindset and its commitment to uplifting the Black community (Banks, 2015). To best 

position the company for success after COVID-19, FUBU should be transformed from a 

clothing and lifestyle brand into a retail marketplace for minority and independent 

streetwear designers. FUBU’s greatest strength is its brand equity, not its clothing 

production. A marketplace is a good pivot for the company, because marketplaces like 

Airbnb and Uber are platforms to distribute services, not produce them (Jongen, 2018). 

The recent efforts to revitalize the brand have been done through partnerships, indicating 

a strategic ability for FUBU to partner with designers and carry additional brands on the 

FUBU’s website. The goal of this pivot is to leverage FUBU’s existing strengths and 

separate FUBU from its sportswear peers, Fila and Champion, and turn it into a 

competitor of platforms like Farfetch and Net-A-Porter.  
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 The choice to transform FUBU into a marketplace is a reflection of the instability 

of the fashion industry, the company’s partnership skills and FUBU’s legacy as 

community focused brand. Recently, traditional multibrand retailers have been struggling 

to remain profitable and have chosen to pivot their businesses. Opening Ceremony, brand 

and multi-brand retailer, announced that their doors would be permanently closed in mid-

January 2020 saying that the company would be shifting its focus to the brand and 

stepping away from retail. The founders of the brand, Carol Lim and Humberto Leon, 

stated that changing shopping behaviors was a major reason behind the decision to close 

their famed New York concept store (Fernandez & Nanda, 2020). This marquee closing 

is an indicator of the need for innovation in even some of the fashion industries most 

unique retailers.  Industry consolidation and corporate innovation are systemic initiatives 

forecasted to grow in popularity, according to the Business of Fashion and McKinsey’s 

State of Fashion- Coronavirus update report. As companies look to share strategies and 

data to weather the COVID-19 storm, shifting to an innovative marketplace would be 

advantageous for both FUBU and struggling independent brands (Amed et al., 2020). 
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Chapter 3: Defining Desirability 

 
Inspiration, Ideation and Implementation 

 This chapter will cover the inspiration and ideation processes of transforming 

FUBU from brand into retail marketplace. Inspiration, ideation and implementation are 

the three phases used by human centered designers to understand the user’s perspective 

of the challenge, generate ideas from user research and bring the ideas to fruition (IDEO, 

2015). Inspiration for FUBU’s solution will be based on insights from a wireframe 

analysis of three popular fashion websites and consumer research. The inspiration for the 

design and strategy will be used to ideate in a wireframe for FUBU’s website and a 

journey map detailing consumer’s path to purchase. How these ideas are used for 

implementation will be detailed in the following chapter. 

 
Wireframe Analysis 

 A wireframe is a detailed layout of a website that identifies the various 

components on a website. Wireframes allow designers to bring together information, 

navigation and interface design into one document for reference for site implementation. 

Wireframes are integral to the five planes of every website: strategy, scope, structure, 

skeleton and surface. It is a tool that ties the five website planes together by providing a 

uniform place for stakeholders in the design process to ensure the conceptual elements of 

the website are present on the surface of it (Garrett, 2011).  

 To establish a standard for the design and layout of fashion marketplace websites, 

I conducted wireframe analyses of three popular retail sites: Farfetch, Net-A-Porter, and 

Ssense. Farfetch is described as “the only truly global luxury digital marketplace” 
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carrying over 3,000 designers in 15 local languages. The company also touts 19 cities 

where same day delivery is available and standard shipping to over 190 countries 

(Farfetch, n.d). Net-A-Porter is womenswear website that carries over 1,000 luxury 

designer and beauty brands. Net-A-Porter is not only a product website, content is also 

produced for the brand which combined garners 6 million monthly visitors from a global, 

multi-channel ecosystem (Net-A-Porter, n.d). Ssense is a Canadian multi-brand retailer 

that offers a variety of luxury, streetwear and avantgarde brands. Ssense is not only a 

platform for products, but also produces content regularly t (Ssense, n.d). These sites 

were chosen for this analysis because of their popularity and their classifications as multi-

brand retailers and marketplaces. 

  For each website, I assessed the home, product and about the company pages. 

This decision was made because these three types of pages are also present on FUBU’s 

website. I downloaded each of the pages as a pdf for this analysis, to see the standard 

dimensions for the website and to have a wholistic view of each page’s design. I used 

boxes in Illustrator to cover and label any logos, images and text on the page to assess the 

common features and layouts of the three company websites. There are several standard 

features across each website, including the header section of the site which has the site 

name, navigation menu and the search bar.  A common feature of the header includes the 

customer menu, which contains the account, wish list, cart and language buttons. The 

footer of the page is also common across the websites and often contains links to 

information about the company and the corporate contact information.  This analysis will 

focus on the nuance of each page layout, namely the hierarchy of elements and the 

perceived strategies behind the layouts. The goal of this analysis is to determine the 
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abstract decisions behind the design of fashion websites and how those decisions relate 

each brand’s identity. Ultimately, the insights gained from this analysis will be used for 

the wireframe and mock-up of FUBU’s website. 

 
Farfetch  

 

Home page (Figure 3.1) 

 The first feature of Farfetech’s website that is unique to the brand is the fact that 

there are two home pages. The first home page is a simple 1440 x 800-pixel page with 

two large images in the center of the page. Users must click through to either the 

women’s or men’s home page from the first page that they see when users go to 

farfetch.com. The first home page has four horizontally spaced sections, the first being 

the header with the site name and standardized menus. The site name is centered with the 

navigation menu on the left and the customer information menu on the right. Beneath the 

first section are two images with hyperlinks to the separate women’s and men’s pages. 

The section at the bottom of the page has links to pages with information about the 

company, including the About Farfetch page which will be discussed later. The first and 

last sections of the page are consistent across all of the Farfetch website pages assessed, 

except for the About Farfetch page which had a notably shorter footer. 

 
Second Home page (Figure 3.2) 

 For this analysis, I chose to do a wireframe of the women’s home page and 

product page, because I assumed that the structure of the pages would be the same, even 

if the targeted audience was not. The elements of this page included images in alternating 
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groups of 2, 3 and 4. Some of the images linked to pages with “expert edits”, while other 

pages linked directly to pages dedicated to a specific brand. The inclusion of expert 

selected item pages was also present on Net-A-Porter and Ssense’s websites, but those 

sites had articles where Farfetch’s website has groups of products.  

 
Product Page (Figure 3.3) 

 The product page has vertical menu on the left side of the page and repeating 

rows of three images on the right side of the page. There is a drop-down sort menu above 

the image on the far right. The images on the right side of the page have still images of 

the clothing that display a model wearing the item when the users hover over it.  

 
About Farfetch Page (Figure 3.4) 

 The organization of information on the “About Farfetch” page is vastly different 

from the other pages, namely because the site name is much larger and navigation menu 

is centered beneath the site name. There are two large images under the navigation menu 

that toggle between several different images. Under the images, there is the only block of 

stand- alone text on the page which has the company’s mission statement. The remainder 

of the page has three sections of images with descriptive text. There is also one large 

image with corresponding text sandwiched between two rows of three images and text on 

either side of it.  

 
Analysis 

 Independently assessing Farfetch’s website did not lead me to instantly identify it 

as a marketplace rather than a retailer. The organization of products and images on the 

site are more similar to Net-A-Porter and Ssense than other digital marketplaces like Etsy 
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or even Airbnb. This shows that the designers of Farfetch’s website want to cultivate a 

luxury retailer ambiance rather than a platform that offers goods from luxury sellers. This 

impression is confirmed by the company’s two home pages and reinforced by the “expert 

edits” highlighted on the secondary home page. The large images, titles and subtitles on 

the secondary home page are organized in a way that may lead users assume content, 

rather than product is linked to the images. This decision was likely made to illustrate the 

“luxury retailer” aspect of Farfetch’s brand identity, while the marketplace identity is an 

internal and operational facet of Farfetch. The solo picture of the founder, amongst other 

pictures of models and product shots, on the About Farfetch website is an additional 

signal that the brand’s identity is firmly tied to luxury fashion, not its founder’s identity. 

As a brand attempting to establish its position as “the only truly global luxury digital 

marketplace”, the emphasized focus on fashion seems to serve two purposes: to separate 

Farfetch from other digital marketplaces and give the company authority in the fashion 

industry. 

  



 53 

 
 

Figure 3.1 Home Page Wireframe, Farfetch 
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Figure 3.2 Second Home Page Wireframe, Farfetch 
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Figure 3.3 Product Page Wireframe, Farfetch 
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Figure 3.4 About Page Wireframe, Farfetch 
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Net-A-Porter 

 
Home page (Figure 3.5) 

 A notable difference in the home page of Net-a-Porter’s website and the other 

websites assessed is the placement of the navigation menu. Both Farfetch and Ssense’s 

websites have the navigation menu to the left of the site name, while Net-a-Porter’s menu 

is directly under the site name. There is a large banner advertisement directly underneath 

the navigation menu, this advertisement is centered on the screen when users first open 

Net-A-Porter’s website. The organization of images and text on Net-a-Porter’s website is 

the most complex layout assessed, with sections of content identifiable by groupings of 

similarly sized images horizontally and vertically down the length of the page. The 

largest image on the page is in the first row of images on the left side of the website. The 

placement and size of the image indicate its importance to the site as users read from left 

to right, it is the first image that users may notice on the page.  

 
Product Page (Figure 3.6) 

 The product page has a very similar layout to Farfetch’s website with a horizontal 

menu on the left side of the page and rows of three images and text on the right. There is 

also a drop-down menu above the image on the far right. 

 
About Net-A-Porter (Figure 3.7) 

 The about Net-A-Porter page is the simplest page on the site with one large image 

beneath the navigation menu followed by another menu and two text boxes. The text box 

on the left side of the page is notably larger than the text on the right side of the page.  
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Analysis 

 Net-a-Porter’s home page conveys the most information about the brand’s identity 

out of all the pages assessed. The large banner advertisement underneath the page is 

clearly important to the company, because of its visibility and size. The banner 

advertisement is for Net-A-Porter, which considering its placement is not surprising. The 

largest image on the home page is similarly an advertisement for Net-A-Porter, but it is 

for the company’s magazine, rather than the website. These design decisions indicate that 

Net-A-Porter’s brand identity is rooted in its brand equity. Brand equity is the valuation 

of a brand in the eyes of the customer. High brand equity can point to customer loyalty 

and can also protect a company from economic volatility (Keller, 2003). Centering the 

brand rather than the designers suggests that consumers shop at Net-A-Porter because it 

is an important luxury brand and the designer products are secondary.  The simplicity of 

the “About Net-A-Porter” page subversively contributes to the portrayal of Net-a-Porter’s 

equity-centric identity as well. Rather than bemoaning the brand’s recent successes or the 

founder’s history, the straightforward approach to Net-A-Porter’s about page expresses 

the brand’s authority in the fashion industry as a luxury tastemaker.  
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Figure 3.5 Home Page Wireframe, Net-A-Porter 
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Figure 3.6 Product Page Wireframe, Net-A-Porter 
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Figure 3.7 About Page Wireframe, Net-A-Porter 
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Ssense 

 
Home page (Figure 3.8) 

 The header section of Ssense’s website is the simplest one assessed in this 

analysis; located at the very top of the page is the site name with a small navigation menu 

on the left and an equally small customer menu on the right. The remaining elements on 

the page are all very large in comparison to the size of the site name and menus.  The 

home page is organized by large images and complimentary text segmented by smaller 

images and text. There are no repeated patterns of section groupings, but there is the 

repetition of using smaller elements to divide the larger ones. The footer section of the 

website is also unique to Ssense because the information is organized horizontally rather 

than vertically.  

 
Product Page (Figure 3.9) 

 Ssense’s product page is the most compact product page out of the three websites, 

with a very long left-hand menu and four closely spaced images and text on the right. 

There is also a small vertical menu on the right side of the page. Unlike the other 

websites, Ssense’s website was not designed with drop down menus to consolidate the 

brand or product offerings. 

 
About Ssense Page (Figure 3.10) 

 Ssense has the simplest “About” page with only three elements besides the 

standard header and footer. Two of the elements are menus and one is a text box. There 

are no images or additional features on the page. 
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Analysis 

 Overall, there is a plain, minimalist theme across Ssense’s website, which can be 

tied to the company’s uncomplicated brand identity. The website is a background to the 

content portrayed, which are the only elements to give the website color and life. The 

functional elements of Ssense’s website are all very simple; the lack of drop-down 

menus, as well as, the extensive list of brands show that Ssense’s identity is linked to the 

brands that the company carries. The size and simplicity of the typeface used across the 

website confirms that Ssense’s identity is connected to the elevation of brands. Though I 

did not do a wireframe of the individual brand page, I identified through my own 

exploration of the site that the amount of information about each brand is the same, if not 

more, than the amount of information about Ssense. Based on the design of Ssense’s 

website, it is clear that the brand’s identity is focused on being supplementary to the 

content it produces and the brands it features.  
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Figure 3.8 Home Page Wireframe, Ssense 
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Figure 3.9 Product Page Wireframe, Ssense 
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Figure 3.10 About Page Wireframe, Ssense 
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Wireframe Analysis Takeaways 

 A key discovery from this analysis about the design of home pages is that 

sectioned groupings of images and text of various sizes are standard for fashion websites. 

Currently FUBU’s home page has a similar layout to the Farfetch, Net-A-Porter and 

Ssense’s product page, not their home pages. Farfetch’s home page shows that images 

and text can be grouped together to give users the impression that the site produces 

content, without actually having to do so. The “expert edits” on Farfetch’s page inform 

site visitors about popular products in a similar manner as the articles on Net-A-Porter’s 

and Ssense’s websites. Although the layouts of all three home pages were very different, 

they all had large images that were enriched by descriptive text. This layout created a 

visually appealing website that both engages and informs users in a way that FUBU’s 

current home page does not.  

 FUBU’s product page currently is designed with the same layout as the sites 

assessed in this analysis. The width of the vertical menu on FUBU’s site is larger than 

that of Farfetch, Net-A-Porter and Ssense, but this update will not impact the overall look 

and feel of the website. Farfetch and Net-A-Porter use color to segment the header and 

footer on their websites, which is a design choice I will consider for FUBU’s website. A 

comprehensive appraisal of the three site’s product pages suggests that the majority of 

design effort for FUBU’s website should take place on the home and product pages. 

 FUBU’s about page has more text than any of the other websites that I evaluated 

for this thesis. This is likely a result of the relationship between the brand identity and the 

identity of its founders. There is nothing wrong with this identity, in fact, it is part of the 

reason why FUBU is still culturally relevant, but the design of the other websites “about” 
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pages gives inspiration on how the identity can be better conveyed. Both Net-A-Porter 

and Ssense have proven the value of simple design and minimalism, which is a quality 

that I will try to emulate in the design of FUBU’s website. This analysis has validated the 

importance of page layouts and the hierarchy of information for fashion websites. Images 

can do more than display the clothing for sale, the size and placement of images and text 

can also expose some of the values behind the brand’s identity. 

 

Recommended Changes: Wireframe and Mock-Up 

 Using the knowledge gained from the wireframe analysis, I have developed and 

designed the proposed changes to FUBU’s website. Based on the findings from the 

wireframe analysis, I decided to prioritize the home page by designing a mock-up of 

FUBU’s home page and wireframes of FUBU’s product and about pages.  Segmenting 

the website update by plane was an appropriate strategy to integrate the functional and 

informational needs of the website with the proposed transition to retail marketplace. 

 
Strategy Plane 

 The major objective of FUBU’s updated website is to convey FUBU’s values and 

identity as a community focused, Black owned business. Another key objective of the site 

is to highlight the independent designers and their products throughout the website. It is 

obvious that a basic objective of the website is also to help convert site visitors to product 

buyers. Through the wireframe analysis of Farfetch, Net-A-Porter and Ssense, I identified 

that commitment to the brand’s values can be visualized in the structure, skeleton and 

surface planes of the website. The aesthetic elements of the design should be secondary 

to portraying the values of the brand. 
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Scope Plane 

 The crux of the functional specifications for the website will largely remain the 

same: FUBU’s updated website facilitate the purchase of products. The functional 

specifications will also include malleability, design and organization.  Specifically, the 

site needs to be flexible so that editors will be able to add additional brands to the website 

and routinely update the layout of the site. The look of the site will conform to e-

commerce standards and FUBU branding guidelines. The existing color scheme and 

typeface of the brand evokes nostalgia and should be transitioned into the new website.  

The site will contain a dedicated page for each designer featured on site accessible from 

the designer menu, in addition to the gendered categories on the navigation menu. 

Ssense’s long list of designers on the site was a signal to the importance of designers for 

the company, which should be replicated on FUBU’s website.  

The transition to marketplace inherently means more content will be on the site and 

heightens the importance of the content and information design. In 2011, Nielsen Norman 

Group conducted a research study of the usability of e-commerce websites and identified 

that “bad” content is the primary driver of user failure on sites. Bad content, as defined by 

the study, can be verbal or visual and is incomplete, unhelpful or unclear (Nielsen, 2011). 

The contextual specifications of the website will include details about the designers and 

each product featured. The dedicated “about” section of each designer’s page on Ssense’s 

website was a major inspiration for the inclusion of information about each designer on 

the website.  
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Structure, Skeleton and Surface Planes 

 I have combined the structure, strategy and surface planes in this section because I 

designed the wireframe and mock-up with the information architecture, interaction design 

and navigation design considerations from the three-part wireframe analysis.  

 

Header and Footer 

 All of the sites that I assessed in the wireframe analysis had a centered logo, a 

detailed navigation menu and customer menu, displayed through icons. In order to update 

FUBU’s website to that standard, I have updated FUBU’s header. The footer from 

FUBUwatch.com followed the standard design that I noted in the wireframe analysis, so I 

have used it for this mock-up and wireframe.  

 

Site Pages 

 The primary issue observed on the site is related to the organization of content on 

FUBU’s website. The proposed home page design (Figure 3.11), uses the existing images 

available on FUBU’s website, in particular, images are from the brand’s current 

partnership with Karako Suits, FUBU Watch, and other FUBU items. It should be noted 

that any brand imagery can be used for the proposed layout. The layout is based on the 

seemingly standardized organization of images and text that is present on fashion 

websites Farfetch, Net-A-Porter and Ssense. The strategic shift from brand to 

marketplace means that consumers will need to be able to view multiple products across 

brands in one place. Guaranteeing that information about the product and brand, such as 

size, price and composition is easily available will reduce click fatigue, or disinterest in 
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the site due to complexity (Cooper, 2007). The wireframe of the product page (Figure 

3.12) effectively displays product information with the category menu on the left and the 

sort menu which is above the image on the far right. There are fewer products on the 

product page, because FUBU’s current website currently has several sold out items 

present. Finally, the about page has been reorganized to separate the large groups of text 

on FUBU’s current website (Figure 3.13). It was important to me to keep the space for 

imagery of the founders present on the site, because of their significance to the brand; but 

it was evident from my wireframe analysis that large groups of text are not common, and 

furthermore not user friendly. 
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Figure 3.11 Recommendation: Home Page Mock-Up, FUBU 
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Figure 3.12 Recommendation: Product Page Wireframe, FUBU 
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Figure 3.13 Recommendation: About Page Wireframe, FUBU 
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Changes in Consumer Behavior 

 Consumer preferences and behaviors evolve overtime, which is why it is 

important to reflect on trends from the last two years to establish a well-rounded 

perspective of consumers relationship to the fashion industry. Existing research 

conducted in the industry outlook indicated consumers are pushing for fashion companies 

to be more socially aware, sustainable and technologically adept. Detailing the insights 

from the State of Fashion reports will build upon my existing understanding of the 

fashion industry landscape and assist in the development of strategies that can make 

FUBU’s transformation successful.  

 
The State of Fashion 2019 

 In the State of Fashion 2019 report, the year was donned the “year of awakening”, 

marked by the need for self-disruption and nimble reconstruction. Integrating changing 

consumer preferences was forecasted to be paramount for success, and the four major 

changes in the mindsets of consumers were defined as the end of ownership, getting 

woke, now or never, and radical transparency (Amed et al., 2018). 

 
End of Ownership 

 The end of ownership refers to the high turnover of clothes in many consumers 

closets. The influence of social media has instilled a desire to constantly acquire new 

items, which has lessened the number of times consumers are wearing individual pieces 

of clothes.  The reduced number of times a consumer wears an item has made the rental 

retail industry an attractive alternative to continuously purchasing and discarding clothes. 

The rental retail industry provides consumers a sustainable way to acquire clothes 
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without commitment, which is slowly impacting the actual purchasing and ownership of 

clothes (Amed et al., 2018). 

 
Getting Woke 

 Getting woke points to the increasing demand from consumers for companies to 

demonstrate social responsibility. Environmental, social and ethical issues are at the 

forefront of fashion conversations, which has largely been led by stakeholders external to 

the industry. Consumers want companies to take authentic stances on social issues which 

has generated a new category of consumption, referred as woke consumerism or belief 

driven buying (Amed et al., 2018). 

 
Now or Never 

 Now or never alludes to the shrinking gap between advertising and purchase 

behavior on digital platforms. Social media fueled “click through” native and traditional 

advertisements have made it extremely simple for consumers scrolling on Instagram to 

purchase products, without having to leave the app. This quickening ability to purchase 

products has disrupted traditional paths to purchase where consumers needed to search on 

specific websites to find products (Amed et al., 2018). 

 
Radical Transparency 

 Radical transparency alludes to consumers demand of data privacy and security. 

Since the Cambridge Analytica data breach, consumers have begun to understand how 

much data can be accessed by companies. Consumers want companies to be more 

forthcoming with how much information they are getting from them and what the 

companies are doing with it (Amed et al., 2018). 
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The State of Fashion 2020  

 The original 2020 State of Fashion report released less than six months before the 

pandemic, portrayed anxiety and concern amongst fashion industry leaders.  Changes in 

consumer behavior, categorized as next gen social, in the neighborhood and 

sustainability, were projected to build on themes from 2019, specifically technology, 

consumer demand for immediacy and industry accountability (Amed et al., 2019).  

 
Next Gen Social 

 Next gen social refers to the changing role of social media in the fashion industry. 

Platforms like Instagram and Twitter have shifted from tools for advertising to sales 

channels. Engagement on social media advertising has declined as users have become 

disillusioned by influencer marketing and an overload of advertisements, this is a clear 

indication that companies need to develop new strategies for connecting with consumers 

(Amed et al., 2019). 

 
In the Neighborhood 

 In the neighborhood alludes to consumers need for convenience and the 

increasing shift towards local businesses. Despite the increasing ease of shopping online 

through social media and apps, purchases from local businesses give consumers quicker 

access to their products. Small, local retailers can also offer consumers personalized 

services which is missing from large, legacy stores (Amed et al., 2019). 

 
Sustainability  

 Sustainability has been a hot topic in the fashion industry over the last five years, 

second to diversity and inclusion, and many brands have attempted to change their 
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policies to lessen their environmental footprints (Amed et al., 2019). Adidas has sworn 

off the use of virgin plastic, Levi’s is reducing water waste, and Burberry has committed 

to stop burning unsold goods (Biron, 2019). Consumer demands for transformational 

change towards a more sustainable fashion industry can also be attributed to legislative 

initiatives directed at fashion companies, as well. Legislation developed by the French 

government, known as Bill on the fight against waste and the circular economy, bans 

companies from destroying unsold goods, and requires them to donate safe, but unsold 

non-food products. An unintended impact of this legislation is a sharp shift, led by one of 

fashion’s marquee countries, towards a culture of fashion industry transparency and 

supply chain traceability (Zerbo, 2020a). 

 
The State of Fashion 2020: Coronavirus Update 

 Due to the proliferation of the coronavirus, a new State of Fashion report was 

released in April 2020 describing a more dire industry outlook and changes to consumer 

spending behavior. The economic impact of COVID-19 has caused disillusionment for 

many stakeholders in the fashion industry, and consumers have tightened their proverbial 

purse strings to seek discounts and more sustainable brands online. Customers’ 

willingness to purchase, as well as their paths to do so have changed with the onset of the 

virus.  Discount mindset and digital escalation are the two consumer behaviors identified 

in the coronavirus update for the annual report (Amed et al., 2020). 

 
Discount Mindset 

 Discount mindset is the shift in consumer behavior from full price purchases to 

discounted ones. The discount mindset of consumers is reflected in survey results 
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concluding that 56% of purchases made during the pandemic were a result of promotions 

and discounts. Furthermore, 65% of European and American survey respondents reported 

a decrease in spending on apparel (Amed et al., 2020). 

 
Digital Escalation 

 Despite the growth of e-Commerce, brick-and-mortar stores remain the primary 

earners for many retailers. Forced closures amidst the pandemic have turned shoppers 

and retailers towards e-Commerce, and still digital sales are still down (McLauchlan, 

2020). The transition to a digital world is forecasted to have a long-term impact on the 

way that consumers shop. Retailers that want to optimize their digital presence and retain 

consumer loyalty need to become more innovative in how and where they reach 

consumers online (Amed et al., 2020). 

 

Key Takeaways from Changes in Consumer Behavior 

 The insights from the State of Fashion reports and the existing knowledge of the 

fashion industry demonstrate that the strategies that need to be integrated into the 

proposal for FUBU should focus on the efficient operations, social consciousness and 

sustainability. Belief driven buying is growing amongst consumers and represents the 

behavior exhibited when consumers choose support or not support a brand based on their 

values (Amed et al., 2019). Another type of buying behavior evident from changes in the 

last two years is efficiency driven buying. This buying behavior is classified by the 

pursuit of convenience and the expectation of immediate delivery of goods and services. 

These buying behaviors are by no means mutually exclusive or all-inclusive of buying 

behaviors, but they will be included in the proposal for FUBU because of their relevance. 
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FUBU’s existing core values of supporting the Black community have been documented 

throughout the brand’s history and can be grown with more strategic partnerships with 

independent and minority streetwear designers. Engagement in local communities via 

support of independent designers is an obvious way to continue to demonstrate FUBU’s 

community orientation. Including local designers is also an economically and 

environmentally sustainable decision that will be included in FUBU’s proposal. 

Promoting local designers is linked to supporting local supply chains which lessens the 

environmental footprint of production and distribution while keeping money circulating 

in local communities (First, 2010). The proposal for the brand must exhibit FUBU’s 

sociocultural values by displaying diverse and inclusive models on the website, in 

addition to collaborations with diverse designers. The company must also be dynamic 

operationally to satisfy efficiency driven buyers.  Tracking the mobile and desktop 

performance will be a fundamental aspect of bolstering FUBU’s success as a digital 

marketplace, it can also alleviate some of the uncertainty from the transition by being 

transparent with cautious stakeholders like investors, brands and customers. Data driven 

insights will also identify which brands and products drive profit on the site and can be 

vital to long term performance of the marketplace (Amed et al., 2019). 

 
Interviews and User Personas 

 To further my understanding of user needs, I conducted interviews with eight 

masculine and seven feminine identifying people between the ages of 22 and 27.  The 

interviewees were all recruited from my personal network, and all of the interviewees 

identify as people of color with eleven of the fifteen identifying as Black American. The 

term Black American is used to encompass the complexity of the African diaspora and 
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acknowledge the diversity of Black people. The interviewees were selected because they 

fit the target demographics of FUBU’s past efforts: 18-34-year olds. Interviewees were 

not included or excluded from the study based on their knowledge or experiences with 

FUBU. Considering consumers unfamiliar with the product or service in question is a 

part of integrative thinking, which leverages multidirectional and nonlinear relationships 

as inspiration for solutions (Brown & Katz, 2019).  Each interview lasted between 20 and 

30 minutes, and the interviewees were asked questions about their perceptions about 

shopping, as well as their behaviors. The phenomenon of onlife led me to generalize 

questions about shopping experiences and allow the interviewee to reveal their 

preferences for online versus in-person shopping. An example of a question asked is 

“Tell me about a positive shopping experience that you have had. What about the 

experience, outside of the clothing, made shopping enjoyable?”. This question allowed 

me to understand the environmental features of a store or website that contribute to 

positive experiences. Generally, brick-and-mortar experiences were made enjoyable by 

intuitive employees, clean and organized stores and short lines at the cash register. 

Positive e-commerce experiences were driven by inclusive stocks of sizes and styles, 

accurate representations of clothes, and speedy delivery of items. 

 Interviewees were also asked about what factors lead them to purchase items, 

which revealed five key priorities: aesthetic or style of the item, brand, fit, price and 

quality. These five priorities were rated in varying levels of importance, but similarities 

in priorities revealed commonalities in behaviors. In all fifteen interviews, brand was 

decidedly less important than the fit and price of the clothing item. The interviewees with 

a higher proclivity for shopping online ranked brand the least important factor due to the 
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plethora of options available online. While several interview subjects disclosed a 

preference for particular brands for certain items, for example Zara for jeans, the same 

subjects denoted a willingness to change brands for less expensive or better fitting items. 

For four of the masculine presenting interviewees, brand was not important to the 

purchase of everyday items, but for shoes and status symbol items, brand was more 

important than price.  Fit was similarly a high priority for purchasing status symbol items, 

because of the higher price points for status symbol items. Status symbols were described 

as any item that had a limited stock, exclusive release or was a luxury designer item. The 

importance of status symbol brands was also discussed with some of the feminine 

presenting interviewees. However, one interviewee posited that status symbol accessories 

such as shoes and bags have a higher price point when they are targeted at feminine 

presenting consumers. Retrospectively, the classification for status symbol items varied 

amongst interview subjects with some linking the term to luxury streetwear brands like 

Off-White, Supreme and Jordan brand and others to traditional luxury brands like Louis 

Vuitton and Gucci, which generally have a higher price point. This differentiation was 

likely due to variance in the socioeconomic statuses of interviewees across the board, the 

occupations of interviewees stretched from experienced professional to graduate student.  

 Although interviews are not capable of predicting future actions, it was within the 

scope of this thesis to ask the interview subjects about what their shopping behaviors 

might be like after COVID-19 restrictions are lifted. Five of the interviewees disclosed 

apprehensions about trying on clothing and shopping overall, because of uncertainty in 

the economy. Other interviewees surmised an increased reliance on e-commerce and 

contactless pick-ups. Surprisingly, two interviewees stated that they would be more likely 
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to visit stores, because they have missed the experience of shopping. In order for the 

interviews to be useful in the other methodologies of this thesis, I decided to transform 

the insights gained from the interviews into user personas 

 A user persona is a human centered designed tool used to synthesize user research 

into fictional character representations of the needs of real users (Garrett, 2011). Personas 

for this thesis were designed based off of behavioral commonalities across interviewees, 

not demographics or occupation. The gender identities chosen for the personas are also 

unrelated to the gender identities of the interviewees that the personas are inspired by. 

The decision to have two feminine and two masculine presenting personas is a reflection 

of the overall gender identity split of interview subjects. The four personas developed 

based on the interviews are Anti-Shopping Anthony, E-Commerce Erin, Fit Focused 

Francis and Shopaholic Shanice (Figures 3.14- 3.17). Personas can aid in contextualizing 

design decisions, rather than relying on visual appeal and personal preferences. It was 

important to detail biographic information, behaviors, pain points and expectations of 

each persona to actualize and differentiate them from each other (Harley, 2014). The 

details about the personas will inform the design and structure of the journey maps and 

will be used as lenses for the final FUBU proposal.  
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Figure 3.14 User Persona, Anti-Shopping Anthony 
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Figure 3.15 User Persona, E-Commerce Erin 
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Figure 3.16  User Persona, Fit-Focused Francis 
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Figure 3.17  User Persona, Shopaholic Shanice 
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User Persona Descriptions 

 This section highlights key details about each persona to indicate how shopping 

experiences might be optimized to satisfy them and empathize with their needs. 

Describing the ideal experiences, expectations post COVID-19 and frustrations of each 

persona will provide further inspiration for the proposal for FUBU. 

 
Anti-Shopping Anthony 

 Anthony is a quintessential anti-shopper; he does not enjoy shopping or fashion 

and is only driven to purchase new clothing for occasions or utility. Anthony shops very 

rarely and when he does go shopping, the experience is quick and efficient. 

 
Ideal Experience 

 Anthony’s ideal experience is expedient, with little interactions with customer 

service while in store. Anthony does not enjoy online shopping but will make purchases 

from companies he is familiar with, only if he has a high level of confidence that the item 

he orders will fit. The stores and websites that Anthony shops at must be easy to navigate 

and organized, so that his experiences can be as quick as possible. 

 
Expectations Post COVID-19 

 Anthony expects to shop even less than he does already after stores reopen in a 

post COVID-19 world. He expects to continue working from home for the majority of the 

week and will rely on the clothing he already owns.   
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Frustrations 

 Large, crowded and unorganized stores are the major deterrents to shopping for 

Anthony. He has stopped shopping at certain retailers because of the long lines he has 

waited on in their stores the past. Anthony’s biggest qualm with online shopping, despite 

its convenience, is his inability to touch the clothing. He is a tactile person that relies on 

the quality of an item, alongside the fit and the price, to determine whether or not he will 

purchase it.   

 
E-Commerce Erin 

 Erin thoroughly enjoys the experience of shopping, but her busy lifestyle prevents 

her from going in-store and buying clothes. Erin is likely to make multiple purchases in 

one week, if there are attractive sales happening. She will even buy unnecessary items to 

get free shipping or a discount. 

 
Ideal Experience 

 Erin relies heavily on size charts and images to select whether or not to purchase 

an item. Her favorite e-commerce websites have a number of models pictured per item to 

show how the clothing will fit. Erin’s favorite e-commerce website has quick delivery 

and easy returns, which lessens any negative feelings she has about receiving an item that 

doesn’t look or feel like it was portrayed on the website. 

 
Expectations Post COVID-19 

 Erin has expressed a longing for activities outside of her home and has indicated 

that she will be more likely to go shopping in-stores post COVID-19. This desire is tied 

to an overall feeling of wanting to do the things that she took for granted in the past. Erin 
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will also likely look to shop at small, independent stores because she understands the 

challenges facing them being closed during the pandemic.  

 
Frustrations 

 Erin’s biggest frustration about e-commerce is when a site quickly runs out of 

stock of certain items and sized. If Erin adds an item to her virtual cart and one or more 

items run out of stock, she is unlikely to order anything from that website and move on to 

another one. Because of the number of e-commerce stores selling similar items, Erin 

needs her e-commerce stores to be very detailed with product information and have a 

wide range of styles and sizes.  

 
Fit Focused Francis 

 Francis will say that he is not interested in fashion, however his knowledge and 

commitment to brands indicates otherwise. Although his first priority is finding brands 

whose clothing will fit him in the desired way, Francis also cares about what the brands 

stand for and which of his favorite celebrities wear them. He is a belief driven buyer who 

enjoys supporting companies whose values with his. Francis invests time and money in 

the clothing that he buys, and subsequently does not shop frequently.  

 
Ideal Experience 

 Francis appreciates stores that have a variety of sizes and styles of clothing, 

because he finds it challenging to find clothes that fit him the way he wants. It is 

important for Francis to felt seen and catered to when shopping in-store. Though he does 

not make small talk with the customer service at stores he visits, Francis does expect to 
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be recognized if he has a question or concern. Francis also enjoys when his online 

purchases have a personal touch, like a signed note or message.  

 
Expectations Post COVID-19 

 Francis expects to shop less frequently post COVID-19, because he is taking 

advantage of the many sales and discounts that brands are having currently. When he 

does shop in the future, he is likely to only purchase exclusive, high quality items.  

 
Frustrations 

 Francis’ biggest frustration is when brands swiftly change their aesthetic and the 

fit of their clothing. He is very committed to the brands that make the clothing he likes 

and is disappointed when those brands change. 

 
Shopaholic Shanice 

 Shanice enjoys shopping and browsing for clothes online and in-store. She finds it 

exciting when she makes a purchase, and sometimes later realizes that she has similar 

items in her closet already. Shanice shops because she like to express her identity through 

her clothing. 

 
Ideal Experience 

 Shanice enjoys stores that have dedicated themes and integrate music and scents 

into the atmosphere. She appreciates knowledgeable and friendly customer service and 

will find herself making small talk while in line for the fitting room or at the cashier. She 

does not mind crowded stores, unless they are unorganized. When Shanice shops online, 

she will often add items to her cart and then make the purchase the following day or 
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week. She needs the digital stores she shops on to have consistent stock and diverse 

models, so that she can make purchases of items in her size.  

 
Expectations Post COVID-19 

 Shanice is apprehensive about trying on clothing following COVID-19. She has 

become very comfortable with curbside pick-up and will look for clothing stores to 

provide that same service. She will also be more reliant on online shopping, because she 

feels that its s safer.  

 
Frustrations 

 Shanice does not like when stores, digital and physical, are unorganized and hard 

to navigate. She also expects the retailers she shops at to have a broad range of sizes of 

clothing, when they do not Shanice may stop shopping with that retailer all together. 

Shanice also is frustrated by poor customer service. 

 
Takeaways from User Personas and Interviews 

 The interviews and personas surfaced many interesting insights about shopping 

behaviors, priorities and expectations which should be considered in the plan for FUBU’s 

transformation. General pain points from the interviews and personas are a lack of size 

and style diversity, unorganized and hard to navigate stores, and the inaccurate portrayal 

of clothing online. It is important to take these pain points into consideration for the 

development of FUBU’s proposal because they are wide-spread and impact a variety of 

shoppers. Features that facilitate positive experiences that must be included in the 

proposal are organized and aesthetically pleasing stores, straightforward return polices, 

and providing the consumer with accurate details about the composition and size of 
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items. The persona development led me to focus on one type of shopper for the other 

human centered design exercises. Shopaholic Shanice and E-Commerce Erin are the two 

personas that actually enjoyed the experience of shopping, rather than shopping as a 

means to an end, making them the most likely to try FUBU’s marketplace. However, 

Shanice’s behaviors balanced frequently shopping in-store and online, while Erin is 

primarily a digital shopper. Shopaholic Shanice will be the persona of focus for the 

journey map and storyboard because she is more apt to try both FUBU’s digital platform 

and brick-and-mortar experience. Although Shanice will be the focus of the 

implementation phase, it is still important to consider the needs of the other personas 

throughout the ideation and implementation phases of the proposal development and 

design. 

 
Journey Map Framework  

 Research about e-commerce and digital shopping behaviors unearthed several 

different paths to purchase that were designed to detail how customers discover and 

ultimately buy products. Understanding the path to purchase allows for the identification 

of opportunities for improvement and touchpoints. The path to purchase can be visualized 

in the design of journey maps that integrate storytelling and customer experience. The 

first step to creating a journey map, after gathering a team, is defining the scope of the 

project (Kaplan, 2017). The scope of this thesis is to understand the customer experiences 

when shopping both online and instore. The second step is to gather customer data, which 

was completed by evaluating trends in consumer behavior from the State of Fashion, 

produced by the Business of Fashion and McKinsey corporation, industry analyses 

(Kaplan, 2017). Since consumer behavior does not change instantaneously, it was 
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important to explore the changes in behavior noted in the 2019, 2020 and 2020 

Coronavirus Update reports. The shifts identified in the reports are defined by industry 

wide evaluations of consumer preferences, not targeted segments of shoppers.  The third 

step to developing a journey map is by creating and testing a hypothesis with the 

consumer data gathered (Kaplan, 2017). The hypothesis will be developed based on data 

from the State of Fashion, insights gained from user interviews and existing research on 

buying behavior from Wijnand Jongen, e-commerce and retail futurist. Next, new user 

data is gathered to test the existing hypothesis (Kaplan, 2017). For this thesis, this step 

was accomplished by using Shopaholic Shanice to test if the stages hypothesized fit the 

behaviors described by interviewees. Finally, journey maps are designed to visualize the 

narratives and data unearthed in research (Kaplan, 2017). 

 
Understanding Paths to Purchase  

 To create a framework for path to purchase, I first assessed existing research on 

consumer buying journeys. One journey was defined by site landing, product discovery, 

product presentation, cart management, and checkout. On this path, users enter the 

website and search the catalogue of products, then they add the items of interest to their 

virtual cart, decide to purchase the items, and checks out of the website by entering 

billing and shipping information (Mangiaracina et al, 2009). This path assumes that 

consumers enter websites directly, without the push of digital advertising or social media 

are integral aspects of current digital experiences. For consumers like Anti- Shopping 

Anthony, this journey map accurately describes the path to purchase, but for consumers 

who find products on social media, like E-commerce Erin, this journey is not an accurate 

representation of her behavior. A path to purchase that accounts for the introduction of 
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products through social media is defined by orientation, selection, transaction, delivery 

and customer care. Orientation refers to the introduction of the product to the consumer, 

selection alludes to the medium that the product was purchased, and transaction is the 

payment process. Delivery, as expected, is the stage when customers receive their 

product, and customer care refers to post- delivery contact from the company to the 

consumer (Jongen, 2018). This journey more accurately accounts for the discovery of 

products through social media for consumers like E-commerce Erin, and further details 

the many ways that consumers path to purchase is altered by their engagements online. 

For a shopper like Fit Focused Francis, this path to purchase is descriptive of his 

introduction to brands from celebrities and is a valid categorization of his behaviors. 

Nonetheless, this journey excludes Anti-Shopping Anthony because it does not account 

for the consumers who are need driven shoppers that are unlikely to try new brands or 

products that they see online. 

 To accommodate the behaviors of all of the personas, I have established a four-

step framework that combines the two paths to purchase. This framework does not 

include delivery or post-purchase as they are out of the scope of this project.  The four 

stages of this path to purchase, define, explore, decide and purchase, were identified by 

synthesizing the consumer interviews and determining similar behaviors across buyers. 

The define stage is when the consumer identifies a need for a product, this can be due to 

an upcoming event, a dearth of clothes that fit, or the consumer sees the product on social 

media. The second stage is when the consumer explores his or her options for purchasing 

the product. This stage can include a consumer clicking a link on social media about a 

product or going to a brick-and-mortar store to make a purchase. Decide is when 
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consumers review the product and assess how the item satisfies the shopper’s priorities. 

Purchase is when the final decision to purchase the product is made and the transaction is 

initiated. This framework was used to design a template for a journey map that will be 

leveraged for designing the interactions with FUBU’s retail marketplace (Figure 3.18). 
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Figure 3.18 Journey Map, Framework 
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Using the Journey Map Framework 

 To demonstrate how the journey map can be used to identify areas of 

improvement, I created a scenario for Shopaholic Shanice depicting her experience and 

pain points in a brick-and-mortar store (Figure 3.19). In this scenario, Shanice decided to 

go shopping while waiting for a friend who is running late. This scenario was written and 

executed from the shopping experiences of the interviewees that Shanice is based on. The 

actions, in particular, were taken directly from the interviews while the thoughts and 

mindsets were editorialized. The scenario was designed with Shanice shopping somewhat 

under duress, so that the pain points of shopping in-store would be amplified. This 

allowed me to focus on specific opportunities for improvement and the designation of 

ownership for making changes to the store design. The three main problems that Shanice 

faced in the store were navigating it, understanding store policies and long lines. 

Solutions to these problems will be integrated in the development of the proposal for 

FUBU. 
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Figure 3.19 Journey Map, Shopaholic Shanice 
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Chapter 4: Retail Marketplace Proposal 

 
 By implementing all of the research and knowledge from determinations of what 

is viable, feasible and desirable, I am proposing FUBU transform into a digital first, retail 

marketplace for minority and independent streetwear designers. As a multichannel e-

commerce platform, FUBU will give designers a digital space to reach and sell to buyers. 

To supplement FUBU’s e-commerce platform, the brand should also open hyper local, 

technology integrated concept stores. This proposal is based on COVID-19 forced 

closures and exclusively e-commerce operations for almost all fashion companies. To 

visualize how the store would operate, I have created a storyboard detailing how 

Shopaholic Shanice might experience FUBU’s brick-and-mortar marketplace 

implementing the path to purchase framework that I developed in the ideation phase 

(Figure 4.1). The storyboard represents the realistic, thoughts, beliefs and behaviors of 

Shanice gathered from the interviews that inspired the persona. Even after the pandemic, 

consumer’s apprehensions about going into stores and trying on clothes will require 

companies to have efficient digital operations and integrate emerging technologies into 

brick-and-mortar retail. For each aspect of the proposal, I will suggest methods for how 

technology can be integrated to differentiate FUBU from competitors and meet the needs 

of consumers. 
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Figure 4.1 Storyboard, Shopaholic Shanice at FUBU Retail Marketplace 
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Multichannel E-Commerce Platform 

A digital marketplace is a multichannel e-commerce platform that gives sellers a platform 

to reach buyers; online marketplaces use the resources of others to operate and generate 

revenue (Jongen, 2018) The user needs that must be integrated into the marketplace are a 

mobile optimized website that is easy to navigate and aesthetically pleasing. Users also 

need the website to accurately represent the clothing on the site with visual and verbal 

content. Finally, users need the website to represent stock that is available, not what is 

sold out. Marketplaces are fueling the sharing economy and have disrupted traditional 

industries. Popular marketplaces include Airbnb and Uber which rely respectively on the 

housing and vehicles of others to be profitable and bolster their businesses. The sharing 

economy employs individuals for production and service while depending on 

decentralized businesses for distribution and advertisement (Jongen, 2018). This business 

model is already operational in the fashion industry on resale and secondhand websites, 

but there are few traditional retailers that are designed this way. This is a big opportunity 

for FUBU and other new entrants into the fashion industry because of the current gap in 

similar offerings and the potential need post-coronavirus for independent designers to 

reach consumers. Consumers current relationships with companies like Airbnb and Uber 

prove an existing comfort with the business model, which lessens the risk of using it in 

the fashion industry. By focusing on independent streetwear designers, rather than luxury 

designers FUBU would not be in direct competition with Farfetch, which is one of the 

only retail marketplaces not selling secondhand items. Farfetch’s acquisition of 

streetwear marketplace Stadium Goods is a direct threat to this proposal for FUBU, but 

FUBU’s focus on independent and minority designers will be a key differentiator (Cheng, 
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2018). FUBU can further be distinguished from its competition with key technology 

integrations that will ameliorate some of the pain points of users. 

 
Differentiation with Website Features and Technology Integration 

 One of the least technologically complex methods for separating FUBU from its 

marketplace competitors is by featuring diverse models of varying sizes and heights 

wearing the clothing on the website. This will satisfy some of the ambiguity of 

consumers ordering the clothing, and uneasiness about determining fit for individual 

shoppers. It would be advisable to have three or more sizes of models, petite, medium-

build, tall and plus-sized, pictured for each item, alongside detailed descriptions of the 

composition of the clothing and a size chart. For all of the personas identified in 

interviews, realistic portrayals of the fit of the clothing was a key feature of a positive e-

commerce experience. 

 A more complex method for differentiating FUBU from other marketplaces is by 

integrating blockchain technology to validate and insure financial transactions on the 

platform. Blockchain is a cloud based, advanced digital structure of data used to 

authenticate the integrity of digital transactions. Blockchain is an emerging tool for 

securing transactions because it only allows information to be added to existing blocks of 

data, making it nearly impossible to hack into. Enabling blockchain transactions on 

FUBU’s platform would ease privacy concerns for cautious shoppers and help build trust 

in the brand (Jongen, 2018). The nascency of blockchain makes this integration a timely 

and costly investment, but it would be a distinct way to separate the platform from other 

marketplace and traditional retail competitors. Even if shoppers don’t fully understand 

how blockchain works, they may be enticed by the new, safer way to shop online. 
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 Another complex technology integration that would surely differentiate FUBU 

from its competitors is the use of 3D models on the website to display the clothing. This 

technology has been recently used by Congolese designer Anifa Mvuemba to host a 

virtual fashion show on Instagram Live for her brand Hanifa. The clothing featured in the 

fashion show not only displayed the items, but also showed how the clothes would move 

on 3-D bodies based on real women (Ware, 2020). This technology would require 3-D 

renderings of all of the clothing featured on the website, which requires a skilled team to 

generate and edit the renderings. Though the process would be laborious, it would 

definitely attract visitors and attention to FUBU’s website. It would also allow for 

additional diversity in shape and sizes of models used for showcasing the clothing on the 

website. This suggestion is considerably expensive and complex, however, Mvuemba’s 

recent use of 3-D models has garnered widespread attention and predictions of further 

integration of the technology for the fashion industry. 

 
Hyper Local, Technology Optimized Concept Store 

 FUBU should open small regional stores in popular cities like New York, Miami, 

Chicago and Los Angeles that primarily sell clothing stock from the e-commerce 

marketplace and a small percentage of location exclusive stock that is not listed on the 

website. The exclusive stock should be created by designers that are local to each store’s 

region. This strategy will evoke interest from streetwear consumers driven by the pursuit 

of rare items, in addition to the wider range of retail consumers curious about the store’s 

concept. All of the subjects of my interviews disclosed that their shopping behavior at 

traditional retailers differed from their behavior at thrift stores, which are essentially 

concept stores. When probed, many admitted that the clothing that they purchased from 
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thrift stores felt unique and exclusive, because the subject was unsure of what they’d find 

when they entered the store.  A concept store is a retail location dedicated to a set of 

values or a theme. Concept stores have been developed in opposition to traditional 

retailers to provide consumers with experiences that lead to the development of emotional 

attachments to clothing. When these attachments are developed, consumers are less likely 

to dispose of clothing and more likely to resell or keep an item (Bonačić, 2019). A hyper-

local, concept store would foster the same feelings for the clothes purchased at FUBU. 

This strategy may also attract tourists visiting the city a FUBU store is located, an item 

from FUBU’s localized stores might feel as niche as a novelty mug. By primarily 

carrying stock that is on the website, FUBU will be using its brick-and-mortar presence 

to support its digital one, which is a forecasted industry trend for operations after 

COVID-19(Amed et al.,2020). 

 The store should represent community orientation by also being accessible and easy to 

navigate, as well as inclusive of features that allow for able bodied and differently abled 

people to have positive shopping experience. Some design choices that might facilitate 

inclusive environment for all shoppers are wide aisles, overhead and floor signs pointing 

to key areas, and spacious fitting rooms. Additional features are likely needed to create a 

totally inclusive environment, but more interviews are needed to discover the frustrations 

of differently abled people. Shoppers would benefit from the presence of both self-

checkout and cashier assisted checkout. Having multiple areas and ways to check out will 

allow for better management of lines and people in the store.  

 As onlife continues to permeate the physical world, digitally optimized brick-and-

mortar retail will become the norm. Combining retail, technology, logistics and services 
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may help create brand equity for FUBU and make the brand relevant to the fashion 

industry again (Jongen, 2018). Undoubtedly, integrating technology into brick-and-

mortar is an extensive and laborious effort, but considering the use of emerging 

technologies will help further differentiate FUBU and assist in improving shopping 

experiences. 

 
Technology Integration to FUBU’s Concept Store 

 Virtual reality (VR) and augmented reality (AR) are two technologies with 

growing importance to onlife. VR technologies allow users to visualize alternate 

environments using mediums like headsets and enhanced glasses. AR technologies adapt 

how elements of the user’s physical environment are displayed by overlaying texts and 

images on screens. Mixed reality (MR) combines the two technologies so that others can 

share the experience of the person using VR (Jongen, 2018). Several retail companies 

have designed apps and in-store devices that use AR and VR, but this has not been the 

norm. Retailer, American Apparel has an app that uses VR to foster engagement with in-

store signage, and workwear brand, Timberland, in partnership with Kinect technology, 

has integrated AR into virtual fitting rooms (Sheehan, 2018). Since trying on clothing is a 

projected anxiety of shoppers, FUBU stores should be designed with virtual fitting rooms 

that use AR and MR. This will not only allow shoppers to see how they look wearing the 

clothing, but also allow them to get the opinions of others with MR. The use of this 

technology will slowly increase as stores begin to reopen after the pandemic, and it 

would not be surprising for virtual fitting rooms to become the new normal. Mvuemba’s 

virtual fashion show is the first of many COVID-19 fashion innovations that will be 

adopted by brands who can afford to do so (Ware, 2020). Virtual fitting rooms have 
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existed for at least three years and have not been widely adopted, but like many other 

aspects of the fashion industry COVID-19 might permanently impact the way that people 

can try on clothing.  

 There are other emerging technologies that are available to be integrated in 

FUBU’s brick-and- mortar store, however, many of these technologies involve artificial 

intelligence (AI) and algorithmic recommendations. Branded chatbots are a manifestation 

of AI and algorithms, which have performed well for retailers that have used them in the 

past (Wertz, 2016). Tommy Hilfiger launched a chatbot on Facebook messenger called 

TMY.GRL to converse with customers about the Fall 2016 Tommy X Gigi Hadid 

collection (Arthur, 2016) Chatbots are known by many different names including 

chatterbots, interactive agents, conversational AI or artificial spy entities. Despite the 

multitude of names, all chatbots effectively perform the same task: conduct conversations 

with users using natural language by following designed protocols. Most modern day 

chatbots are designed with AI to accurately process and respond to human inputs, 

whether the input is vocal or textual (Armstrong, 2017). Chatbots, like virtual fitting 

rooms have not been widely used although some brands have had success with them. Due 

to the consumer apathy for advertisements on their social media feeds and interviewee 

disclosed screen fatigue, it is unclear how much more users will want to engage with 

decision making technologies after COVID-19. There is currently not enough evidence to 

suggest that AI integration in the form of chatbots would be advantageous for FUBU 

post-coronavirus.  
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Conclusion 

 
 Using the framework for human centered design allowed for a wholistic 

evaluation of the fashion industry, FUBU and user needs. The insights from this 

evaluation were effective tools to design a realistic and evidence-based proposal for the 

revival of FUBU. This thesis is evidence proving that human centered design can be used 

to develop innovative solutions for brands in need of rewiring. 

  The rise of streetwear in the fashion industry, coupled with the consumer desire 

for diverse and sustainable businesses makes the comeback of FUBU and restructuring of 

the brand timely and appropriate. The evidence for the transition of FUBU to a 

marketplace is proven by the call for innovative business by the fashion industry and 

shoppers alike. FUBU’s cultural relevancy and legacy makes the brand an ideal candidate 

for innovation and may champion the brand as the transformation occurs. The 

partnerships that FUBU has relied upon for past efforts is indicative of the viability of 

this proposal. Since FUBU has managed to partner with retailers like Century 21 and 

brands like PUMA in the past, the strategic capability for FUBU to engender trust with 

independent designers is plausible. FUBU’s existing reliance on partnerships for the 

production and distribution proves that the company has relied on the dexterities of others 

for success in the past. Independent designers will need a platform like FUBU 

marketplace to sell products now more than ever. Existing technology that has made 

Farfetch successful is another indication that FUBU’s transition to digital marketplace is 

feasible. By targeting streetwear designers, rather. than luxury designers, FUBU offer a 

mutually beneficial solution to a major problem. Centering the proposed design with 

consumers in mind will bolster the desirability of the business. Using technology and 
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strategic planning to embed the desire of consumers into the digital and physical stores 

for FUBU will help create experiences that separate FUBU from its competitors and buoy 

shoppers’ opinions of the brand. Ultimately, the execution of this proposal is the greatest 

challenge to actualizing it. There are several financial considerations that must be made 

before this proposal is realized. The current fashion environment, despite the economic 

hurdles that have been exacerbated by COVID-19, is ripe for the introduction of new 

business models. 

 
COVID-19 Fuels Nostalgia 

 Uncertainty due to coronavirus has sparked nostalgic reflections on social media 

in the form of photo challenges across Twitter and TikTok. The hashtags #Meat20, 

#Age20 and #20yearsold has captured the attention of social media users and celebrities 

alike (McCluskey, 2020). Predictions on how people will dress after COVID-19 include 

shirking away from casual dress after months in self isolation, dressing from the top up 

reflective of the professionalism needed for work from home related video calls and the 

increased use of masks as an accessory rather than personal protective gear. These 

predictions are based off of the historical changes in how people dressed following past 

pandemics and times of global strife (Bateman et al, 2020). Nevertheless, the recent 

resurfacing of vintage brands and trends fostered by the internet which may lead to 

further nostalgic dressing after coronavirus. This prediction is plausible because of the 

nostalgia related challenges and trends currently occurring on social media, as well as, 

the widespread desire to be positive during challenging times. The Twitter #meat20 

challenge was started in effort to brighten a user’s day and reflect on the positivity of the 

past (McCluskey, 2020). One aspect of life after coronavirus is undisputed is that there 
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will be a challenging adjustment to a new normal. When people regain the ability to 

socialize outside of their homes, it would not be surprising to see additional clothing 

trends reflective of happier times in the past. 
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Appendix A: Interview Questions 
 

(Demographic Information) 
Age 
Gender 
Occupation 

 
1. How often do you shop for clothing? 
2. How frequently would you say you actually purchase an item during a shopping 

experience? 
3. What drives you to go shopping? 
4. Do you primarily shop online or in-stores? 
5. Why do you have this preference? 

a. What don’t you like about shopping online? 
b. What don’t you like about shopping in-store?  

6. How much time do you spend shopping in-store or online? 
7. Does the time spent shopping differ between digital experiences and physical 

ones? 
8. What are your top priorities when you shop? 
9. If you had to rank these five priorities: aesthetic, brand, fit, quality and price, how 

would you rank them? 
10. Do you have a favorite store or brand? 
11. Do you try new brands and stores, or do you tend to stick to a few staple 

companies? 
12. Tell me about a recent shopping experience. What made that experience positive, 

besides the clothing that you purchased? 
13. What makes a bad shopping experience? 
14. Tell me about an experience when you went shopping and weren’t satisfied in the 

end. 
15. Have you ever purchased secondhand or resale items? 
16. Tell me about your experience shopping secondhand. 
17. In what ways does your experience shopping differ from your experience at a 

secondhand retailer? 
18. Have you purchased new clothing during the pandemic? 
19. What drove you to make that purchase? 
20. How do you think your shopping behaviors will change after COVID-19? 
21. What are you apprehensive about as it relates to shopping after coronavirus? 
22. Is there anything else you would like to tell me about your shopping experiences? 
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Appendix B: Thesis Presentation 
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