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Abstract:  

Cities are an important site of consumption with profound impacts on the urban landscape. The 

arrival and manifestation of international luxury retailers have further transformed the retail-built 

environment and have facilitated in the development of socio-cultural identities. This thesis 

explores the socio-cultural practices of luxury brands and flagship stores in Auckland. Research 

and literature within this area of inquiry have tended to focus on the fashion capitals of the world, 

which has led to second-tier global cities such as Auckland being ignored. The Auckland case 

study incorporates a cultural economy approach concerned with the material form of the city. 

This research focuses on Auckland CBD’s luxury retail precinct, which has been home to some 

of the world’s most popular and recognized luxury brands. These brands have manifested and 

embedded their distinct material culture and identity onto Auckland’s retail landscape, 

transforming its streetscapes into dynamic and emblematic spaces of consumption and 

production. As the first research of its kind within a New Zealand context, it evaluates the spatial 

characteristics of luxury brands and flagship stores and considers their position within the city. 

It also explores the embedded enactment of luxury and flagship store experience through 

examining exterior architecture, store window design, and interior store features and layout. 

Using observational analysis and visual methodologies, the findings reveal that the luxury brands 

and flagship stores in Auckland are highly compelling and pervasive, evoking a sense of prestige, 

exclusivity, and history. 
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Chapter One: Introduction  

1.1 Background  

As New Zealand’s primate city, Auckland has recently been at the forefront of economic and 

cultural developments. These economic and cultural developments have manifested 

themselves within the retail-built environment. As a result, it has transformed the streetscapes 

of Auckland CBD as international retailers have embedded their brand’s distinct and unique 

heritage, history and legacies within the urban landscape (Crewe, 2017). In recent times, the 

high influx of luxury brands and flagship stores and their positioning within Auckland CBD 

has warranted geographical inquiry. Cities are an important site of consumption, and it is 

through these consumption practices that we see the rise of socio-cultural identities within the 

retail-built environment. The retail geography literature has emphasised the cultural and 

aesthetic factors that explain the facilitation and formation of identities within the urban 

landscape. A theoretical paradigm has been proposed most prominently by the cultural 

geographer Louise Crewe and her ‘cultural economy’ approach (Crewe, 2017). A cultural 

economy approach is concerned with the material form of the city and highlights “the global 

significance of urban activities that are infused with aesthetic and semiotic attributes” (Crewe, 

2017, pp. 2). In addition, theoretical foundations stemming from Wrigley and Lowe’s 

(1996;2002) ‘new retail geography’ and Goss’s (1993) seminal paper highlights the importance 

of cultural capital in explaining how consumption spaces are developed and contested. Through 

these theoretical foundations, this thesis interprets the retail-built environment of Auckland 

CBD, which is the location of its luxury retailing precinct. Second-tier cities such as Auckland 

have largely been absent in the literature as geographers have focused on top fashion capitals 

of the world such as New York, Milan, Paris, and London. This thesis aims to fill in the gaps 

within the retail geographies literature by interpreting and analysing the socio-cultural practices 
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of luxury brands and flagship stores within Auckland and to provide insight into how these 

practices within the retail-built environment facilitate the development of identities.  
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1.2 Study location  

Auckland city is the largest city in New Zealand, with a total population of around 1.7 million 

in 2020. The city is the central hub for New Zealand’s economic sector and is known for its 

socio-cultural influence and diversity. Auckland city has a global appeal, especially for 

attracting foreign investment. In 2020, approximately 37.9 per cent of New Zealand’s total 

gross domestic product (GDP) came from Auckland (Gluckman, Clyne, & Bardsley, 2022). 

Auckland city’s central business district (CBD) was selected for this study because it is also 

the location for some of the world’s top luxury retailers.  
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1.3 Research objectives  

These research objectives were devised to critically analyse the socio-cultural practices of 

luxury brands and flagship stores in Auckland. The objectives guide the thesis through the 

different dimensions of the luxury experience and the various ways it manifests within the 

urban landscape. The following three objectives aim to address the socio-cultural practices of 

luxury brands and flagship stores in Auckland:  

1. To examine the changing nature of global luxury brands in terms of their global store 

networks and online presence.  

This research objective explores the drivers that have led to the expansion of the luxury fashion 

industry and its current global outreach. The expansion into new geographical territories has 

resulted in the transfer of social and cultural tropes that transcend beyond the brand’s physical 

presence. This research objective also assists in examining top-performing luxury brands and 

their online presence through their websites.  

2. To identify the spatial distribution of luxury brands and flagship stores within Auckland 

and to consider the locations of luxury retail outlets and their position within the city. 

This research objective incorporates the theoretical underpinnings within the retail geographies 

literature and is applied in examining the spatial character of Auckland’s luxury precinct. This 

objective also guides in interpreting the luxury stores and their proximity to important sites 

within the CBD.  

3. Examine the socio-cultural characteristics and nature of luxury brands and flagship 

stores in Auckland and evaluate their defining physical features such as distinct 

architecture, exterior, interior, art, store window design and store layout. 

This research objective investigates the material form of the city. It applies theoretical 

paradigms to critically evaluate the distinct features of luxury brands and flagship stores and 
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the various ways these features facilitate the development and production of consumer 

identities. It also highlights the implications these features have on the retail-built environment. 
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1.4 Thesis structure  

This chapter outlines the background of the research and an overview of the study location. It 

provides context by providing research objectives which guide this thesis. A thesis outline and 

structure are produced to provide a logical arrangement of the information that has been 

analysed and developed. Including this chapter, the thesis is divided into six chapters.  

 

Chapter 2 consists of the literature review, which provides the theoretical grounding for this 

thesis. The literature covers the guiding philosophies used to understand sites of consumption 

critically. The chapter is divided into two sections. The first section discusses retail geography 

more broadly, encapsulating themes that have emerged through key retailing and consumption 

sites, such as the mall, the street, and the store. The second section is based on the contemporary 

overview of the globalised nature of the luxury industry and the history of luxury brands. It 

also highlights the function and design of flagship stores considering their distinct and unique 

architecture, interiors, store window designs, and layout. These features have mobilised a 

review of the various ways the retail-built environment facilitates the development and 

formation of identities. Examples from across the world have been presented to understand 

how these features are embedded and enacted within the retail-built environment. This section 

also provides an analysis of the changes the industry has undergone due to the implementation 

of digital platforms. The chapter concludes by summarising and interweaving the sections of 

retail geographies and global luxury brands and highlighting the implications these thematic 

foundations have on Auckland’s retail landscape. 

 

Chapter 3 focuses on the methodological approach that the research has adopted in achieving 

its research objectives and goals. A qualitative research approach has been advanced as it places 

this research into context as a case study analysing the socio-cultural practices of luxury brands 
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and flagship stores in Auckland. This approach emphasises the social structures that are 

engrained within the geographic practice. The research project integrates primary and 

secondary data in order to inquire and further investigate the research objectives. 

 

Chapter 4 presents the research findings and discussion on the globalised and changing nature 

of luxury brands and flagship stores, taking into consideration its global store networks and the 

drivers for international expansion. The first section of the chapter highlights the growth of the 

industry and the importance of luxury conglomerates in accelerating this growth. These are 

presented in the form of tables which capture the growth in terms of total sales, revenue and 

store numbers. This section also showcases the durability and adaptability of luxury brands 

despite economic recessions and, most recently, the COVID-19 pandemic. The second section 

of the chapter examines the online presence of some top-performing luxury brands by 

evaluating their websites. This section incorporates the theories and themes that have emerged 

from the retail geographies literature, particularly taking into consideration Crewe’s (2017) 

‘cultural economy’ approach. The findings for this section are presented in the form of 

screenshots of key socio-cultural determinants that have been compiled and identified through 

the luxury brand websites.  

 

Chapter 5 establishes the Auckland case study by critically evaluating the spatial distribution 

of luxury brands and flagship stores within Auckland. These luxury brands and flagship store 

locations are analysed in terms of their positioning within Auckland CBD and its close 

proximity to important monumental sites. This chapter highlights the clustering of luxury stores 

on Queen Street and Galway Street, which explains these clustering phenomena by 

incorporating the theoretical foundations that have already been identified through the 

literature on retail geographies and geographies of fashion. This chapter also examines the 
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socio-cultural characteristics and nature of luxury brands and flagship stores by evaluating their 

distinct and monumental architecture and deliberate placement within heritage and historic 

sites. It also examines the exterior, interior, interior layout and design, store window design 

and interior layout of the luxury stores located within the Auckland CBD. These features are 

interpreted and explained through the use of maps, photographs, and sketches that have been 

produced personally. New Zealand-based fashion magazines are also analysed to determine the 

nature of the fashion industry from a New Zealand context. 

 

Chapter 6 summarises this thesis by revisiting the research objects and highlighting the key 

findings of this thesis, and concluding remarks. It also emphasises the contribution of this thesis 

in filling the gaps within the literature.  
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Chapter Two: Literature Review 

2.1 Retail Geography in Context: Sites of Consumption 

2.1.1 Introduction:  

The 1990s marked a significant moment in retail geography, whereby the traditional emphasis 

placed on market size (Christaller, 1933) and shopping centre location (Reilly, 1931) gave way 

to political economy and new cultural perspectives (Wrigley & Lowe, 1996; 2002). The ‘new 

retail geography’ emphasized the notion that ‘economic forces are culturally encoded’. The 

‘new retail geography’ proposes the idea that retail spaces are where the meanings of 

commodities are produced and negotiated. Within this emergent literature, the sites of 

consumption, such as the mall, the street, and the store, assumed significance. These spaces, it 

was argued, were consciously designed to attract, and engage with consumers and were 

implicated in processes of consumer identity formation. The mall, street and store were 

increasingly viewed as multi-layered, transactional, instrumental, and liminal spaces (Goss, 

1993; 1999). Meanwhile, Crewe’s (2017) work emphasizes a cultural economy approach to 

consumption sites. This perspective places importance on the culturally symbolic meanings of 

retail space. It highlights the construction of different socio-cultural identities manifested 

within the retail-built environment. The examination of the mall as a retail consumption site 

has also identified some major themes, such as the mall being described as a “pseudo-place” 

evoking affective properties combined with the idea that the mall is a place of “magic” (Goss, 

1993, pp. 20), “elsewhereness” and the carnivalesque “Wrigley and Lowe, 2002, pp. 220). 

Moreover, other themes that have been identified within the body of work include issues 

surrounding age, gender, and race (Parlette & Cowen, 2010; Wrigley & Lowe, 1996; Gregson, 

1995; Miller & Laketa, 2019). The street as a consumption site has also been effective in 

highlighting the development of different socio-cultural identities within the retail-built 

environment, which include retail gentrification and the inclusion and exclusion of different 
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social groups, especially poorer populations and the working class, within this space (Hubbard, 

2017), and exploring the street through the lens of the urban figure the flaneur (Wrigley & 

Lowe, 1996; 2002). The regeneration of the streets is also discussed through specific examples, 

such as the Lace Market in Nottingham (Crewe & Lowe, 1995; Crewe & Beaverstock, 1995), 

Bond Street in London (Wrigley & Lowe, 1996), and the West Quay Shopping Center in 

Southampton (Lowe, 2005). Lastly, an in-depth analysis of the store is provided as a 

consumption site, with the department store being discussed as being modern and monumental 

(Wrigley & Lowe, 1996). Other themes that emerge within this section is the store providing 

agency to women and the idea that department stores and stores more broadly emulate what 

Wrigley and Lowe (2002) assert as “shopertainment”.  
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2.1.2 The Mall 

The mall has been a site of great interest to retail geographers, and their work on this form of 

retail space has been essential in analyzing the retail environment and understanding the 

different socio-cultural factors and processes involved in producing consumption sites. This 

was done most notably by Goss (1993) in his analysis of the mall, in which he declared the 

mall as effectively a “pseudo-place” (Goss, 1993, pp. 19). This idea stems from the idea that 

mall developers and designers deliberately manipulate the retail-built environment to increase 

consumption and, most importantly, for shoppers to develop a sense of identity. Early shopping 

centres proved to be highly successful due to mastering environmental design, which later 

malls were modelled after (Goss, 1993). Developers were also concerned with the eyesore that 

accompanied the urban decay of the downtown districts and was motivated to create a site 

where one could visit for relaxation, cultural enrichment and even education. Most importantly, 

the interior of malls was revolutionized to fit and feed the needs of the middle-class 

imagination, such as palm trees, shrubs and other green vegetation that were closely associated 

with a vacation setting or places known for their natural beauty, such as the “courts of Babylon” 

(Goss, 1993, pp. 24). For Goss, mall developers and designers were viewed as creating an 

“ideology of nostalgia, a reactionary modernism that expresses the “dis-ease of the present” 

(Goss, 1993, pp. 25). Similarly, Wrigley and Lowe’s (1996) theorizations of retail consumption 

sites are reminiscent of those expressed by Goss and hail Goss’s work as “exemplary” (Wrigley 

& Lowe, 1996, pp. 20). In their analysis of retail spaces, they put forward arguments detailing 

a shift to a ‘new cultural geography’ in which a cultural logic is equally as important as an 

economic logic when it comes to determining the transformation of consumption sites (Wrigley 

& Lowe, 1996; 2002). A cultural economy paradigm is also emphasized by Crewe (2017). This 

concept is described as an approach that places importance on symbolic meaning and value. It 

is concerned with the way that the socio-economic is constructed in time and space. It further 
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highlights the importance of “urban activities that are infused with aesthetic and semiotic 

attributes” (Crewe, 2017, pp. 2). Retail geographers maintain that social and cultural 

mechanisms associated with consumption sites are just as important as the financial and 

economic features of commodities and retail consumption (Crewe, 2017; Wrigley & Lowe; 

1996; 2002).  These cultural frameworks are further examined within the literature and how 

they manifest themselves within the retail-built environment, with the mall being an important 

site for the development of affective properties and socio-cultural identities. The mall is an 

important site of consumption because it not only highlights the different ways architecture 

and design shape the retail environment and exploit the consumer, but it also outlines the 

various ways space is represented, produced, and contested (Wrigley & Lowe, 1996: 2002). 

Malls are designed as a civic space (Goss, 1993), and this is purposely done for the mall to 

appear as a third space, distinct from the home and school/work. It functions as a multi-purpose 

site and space where activities can range from staged events to educational classes (Goss, 1993) 

and even provides a sense of refuge for ethnic communities and minorities (Parlette & Cowen, 

2010). Furthermore, the idea of a credit card citizenship allows consumers to buy into an 

identity, or an aspirational identity, without having to reveal the extent of one’s wealth. 

However, most importantly, Goss (1993) mentions malls as being a liminal space, whereby 

liminality is defined as being:  

 

“a state between two stations, a transitional moment, in which rules and norms 

are temporarily suspended” (Goss, 1993, pp. 27).  

 

Malls as places of spontaneous adventure are sites that are typically viewed as “liminal” spaces 

that resemble tourist spots and destinations, such as “traditional marketplaces, Greek agoras, 

Italian piazzas” (Goss, 1993, pp. 28) and Parisian streets (Wrigley & Lowe, 1996). They are 
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spaces deliberately designed to captivate the consumer or shopper and to entice and evoke a 

sense of “festival” and “magic” about a particular place and space, or as Wrigley and Lowe 

(1996;2002) concur, a site that creates a “carnivalesque atmosphere”, and is responsible for 

generating an affective ambience. An example of this is the popularly cited West Edmonton 

Mall (WEM) in Canada which exemplifies “elsewhereness” and “magic” where along with 

retail experience, the shopper can experience festivals, carnivals, waterparks, and 

accommodation via its two hotels (Wrigley & Lowe, 1996: 2002; Hopkins, 1990; Butler, 

1991). Furthermore, the mall is described as a kinesthetic space, where throngs congregate and 

are enticed by the interior décor such as colour, light, escalators, banners, water features and 

elevators. It is essentially a themed environment (Goss, 1999). However, Gregson (1995) 

argues that Goss’s (1993) interpretations, ideas, and assessment of the mall, while helpful in 

examining the retail-built environment, is largely one-dimensional and linear in thought 

(Gregson, 1995; Miller & Laketa, 2019). The mall, Gregson (1995) maintains, is associated 

with other sites of consumption such as the high street and speciality shopping centres, both of 

which I discuss later in this chapter. To only focus on the mall as a site is constraining the 

theories of consumption, and to render it just a mere “magic” or “carnivalesque” (Goss, 1993; 

Wrigley & Lowe, 1996), is limiting the experiences of those that interact and partake in this 

space, such as shop assistants, security guards and cashiers. Most interestingly, Gregson (1995) 

also makes an important point in which she argues that, at the time, females were 

overrepresented in this geographical space both as shoppers and store employees. This is 

further emphasized by Wrigley and Lowe (1996), in which they maintain that women form 

most of the consumer class, and as a result, their participation in this space is not taken seriously 

by Goss (1993) and his contemporaries, that view sites of consumption, as Gregson puts it, 

through the “masculine gaze” (Gregson, 1995, pp. 137). Thus, geographical research and 

analysis of the mall and other retail consumption sites attempt to place the space as 
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homogenous, but in fact, their analysis is immersed in masculinist representations of space. 

These evidently communicate the complexities of the retail-built environment and attest to the 

notion that retail spaces are incredibly contested and hotly debated.  

 

While arguments from Goss (1993) and alike are effective in highlighting the affective 

properties of shopping and retailing, he places more emphasis on the economic power of 

commodities as opposed to the structural inequalities and differences, such as class, race, 

sexuality, and gender. These are important aspects to consider when examining retail spaces as 

they influence the development of different socio-cultural identities. Miller and Laketa’s 

(2019) analysis of the exclusive Mepas Mall in Mostar, Bosnia Herzegovina, illustrate how 

socio-cultural identities are developed and produced within the retail environment. They agree 

with the meta-analysis provided by Goss (1993) by commenting on the architectural designs 

and mentioning the mall as an ideological space, evoking affective properties. However, they 

also simultaneously employ feminist approaches to understand the everyday lived experiences 

that accompany an individual as they move through this space, considering race and class, 

especially in a geographical location such as Mostar, which is polarized and mired in ethnic 

groups tension and division. Therefore, mall experiences for Bosniaks (Muslims) and Croatians 

(Catholics) were starkly different, as one Bosniak mall goer commented as feeling out of place 

when moving through the mall, this is not to say that all Bosniaks feel the same, but it highlights 

the complexities of the retail-built environment. It shows that the mall should not just be 

relegated to a space of “magic” and “fantasy”, but that these spaces are heavily contested, as 

outlined earlier by Wrigley and Lowe (1996;2002). Goss’s (1993) neo-Marxist analysis placed 

emphasis on class relations in the realm of the production of commodities. Consequently, he 

paid little attention to issues of gender and identity. Nevertheless, Goss’s (1993) analysis is 
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effective in explaining the ideological function and architectural manipulation that is ingrained 

into the retail-built environment.  

 

Interestingly, the feminist approaches mentioned by Miller and Laketa (2019) form the 

foundational origins of Wrigley and Lowe’s (1996) theory of the ‘new retail geography’ 

mentioned earlier, in which the theory reflects a synergy between a feminist and cultural theory. 

Evans (2020), while accepting that previous studies on consumption focused predominately on 

the economic processes such as production, often neglecting the importance of social and 

cultural factors and attributes to consumption, argues that the cultural approaches may render 

economic aspects of retail consumption insignificant while exaggerating symbolic meanings 

(Evans, 2020). While his argument may be relevant, it has no basis as retail geographers do not 

seem to be placing more importance on a cultural framework to retail consumption. In fact, 

economic factors and mechanisms are equally important and relevant, and both economic and 

cultural geographies are mutually integrated within the retail-built environment (Wrigley & 

Lowe, 1996:2002, Crewe, 2000: 2017, Crewe & Beaverstock, 1998: Mansvelt, 2008).  
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2.1.3 The Street 

While the mall as a site of consumption has provided some understanding on the development 

and production of different consumer identities, the street as a retail site has been as equally 

important in the production of socio-cultural identities. Wrigley and Lowe (2002) maintain that 

the street, in essence, is an important site of identity formation and construction. During the 

1900s, the street was a significant urban space for the working-class populations of the city 

(Wrigley & Lowe, 2002). As such, these places also served as a playground and an area which 

was socially beneficial (Wrigley & Lowe, 2002; Hubbard, 2017). Contemporary streets are 

reminiscent of past ‘socialites’ (Wrigley & Lowe, 1996, 2002). Similarly, Hubbard’s (2017) 

analysis of retail gentrification asserts that it is retail change that promotes gentrification in 

certain parts of the high street. Retail businesses are being set up by ‘cultural and economic 

entrepreneurs’ in working-class and deprived neighbourhoods.  These new retail outlets 

ironically seek to emulate the ‘aura and authenticity based on the area's working-class history. 

By doing so, they tend to attract a more middle-class clientele, made up of hipsters, artists, and 

‘trendy’ youth, which effectively excludes existing populations, particularly the working class, 

from these urban spaces (Hubbard, 2017). Hughes and Jackson (2015) suggest that working-

class and poorer populations are subjected to exclusion from certain retail outlets and are less 

likely to experience ‘affective ambience’, which leads to social deprivation. Similarly, Crewe 

and Lowe’s (1995) work on the Lace Market in Nottingham articulates the creation and 

fostering of identities within the retail-built environment. The Lace Market has a “reputation 

for fashion” (Crewe & Lowe, 1995, pp. 1890) and has a unique local identity which is home to 

exclusive boutiques such as Limeys, Valentina, and Paul Smith. It has been suggested that to 

grasp the importance of consumption; it is vital to trace back the social relations of production 

(Crewe & Lowe, 1995; Crewe & Beaverstock, 1995). As a result, retailers on the high streets 

are responsible for the construction and manifestation of identities within the urban fabric. The 
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synergy between product, personal, and place identities are acquiring certain urban 

spaces(Crewe & Lowe, 1995; Crewe & Beaverstock, 1998; Wrigley & Lowe, 2002; Hubbard, 

2017; Mansvelt, 2008). Not only is the street an important site of consumption, but it is also an 

important urban site that represents the different identities that are developed, produced, and 

contested within the retail-built environment.  

 

As highlighted in the earlier chapter, consumption is not purely economic. Consumption is 

economically and culturally mutual and infused, which forms the basis of Wrigley and Lowe’s 

(1996) pioneering ‘new retail geography’ which emphasizes “cultural logic of retailing” 

(Wrigley & Lowe, 1996, pp. 16) and how this relates to urban sites, such as the mall, the street 

and the store, the latter which is discussed in the next section. However, more specifically, the 

street has been linked to the concept of the urban flaneur (Wrigley & Lowe, 2000; 2002; 

Gregson, 1998). The term within retail geography has transformed itself from its 19th-century 

origins and has emerged as an urban figure on the street, where the street is seen as a site of 

strolling, seeing and display (Wrigley & Lowe, 2000; 2002). It is through this concept and idea 

that the ‘streets of style’ or the ‘branded street’ have emerged (Wrigley & Lowe, 2002). The 

branded street has been described as a differentiated space of consumption which constructs a 

particular socio-cultural identity. For example, Bond Street in London is famously a location 

which is home to some of the most esteemed luxury fashion Maisons of the world, such as 

Armani, Christian Dior, Louis Vuitton, Fendi, Chanel, Gucci, Hermes, Prada, etc. (Wrigley & 

Lowe, 2002). Another popular branded street is 5th Avenue in New York which also features 

some of the most iconic luxury brands, such as Valentino, Louis Vuitton, Gucci, Chanel, 

Tiffany & Co., Bulgari, etc. (Wrigley & Lowe, 2002). An increase in high-net-worth 

individuals (HNWI) with disposable incomes has led to an increase in the consumption of 

luxury commodities and the concentration of luxury stores in a particular location (Wrigley & 
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Lowe, 2002), which Crewe (2017) labels these luxury store clusters as ‘economies of icons’. 

Fernie et al. (1997) conclude that these brands emulate exclusivity by being located at 

prestigious sites and streets. An in-depth analysis of luxury brands is further developed in the 

next section. 

 

Retail gentrification, as mentioned earlier, wield logical insights into the various ways retailing 

drives urban change and the landscape transformations that accompany it. These urban changes 

affect the socio-cultural identities of the retail-built environment. Hubbard’s (2017) 

theorizations of retail gentrification indicate that the street, like the mall, is effectively a 

pseudo-place (Goss, 1993). As indicated, retail change ushers in the establishment of new 

cafes, restaurants, wine bars and fancy delis, which replace existing stores which are frequented 

by lower socio-economic groups (Hubbard, 2017). Proponents of retail gentrification hail it as 

a tool to re-aestheticize the built environment. Meanwhile, these benefits are not felt throughout 

the wider adjacent neighbourhoods residents have no choice but to relocate due to increasing 

rents and a lack of cultural amenities catering to their needs (Hubbard, 2017; Crewe & 

Beaverstock, 1998). Hubbard (2017) strongly detests the manner in which ‘neoliberal’ urban 

policies are often used to justify improving the conditions of the urban poor. Furthermore, it is 

important to acknowledge that consumption spaces are heavily entrenched and associated with 

certain classes. Crewe and Lowe (1995) accentuate the notion that the relationship between 

commodification and social groups are symbiotic.  Hubbard maintains that in policy and media 

discourses, the success of a high street is measured by its elimination of remnants of historic 

working-class consumption, whereas failed high streets are generally depicted as being “toxic” 

or unhealthy and an eyesore to the wealthy consumer and tourist (Hubbard, 2017). This forms 

the foundational basis of Hubbard’s (2017) analysis, in which he concludes;  
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“The dominant policy vision of the High Street is inherently classed, with 

distinctions between ‘failing’ and ‘thriving’ shopping streets being informed by 

moralizing discourses distinguishing respectable from flawed forms of 

consumption” (Hubbard, 2017, pp. 8).  

According to Hubbard’s (2017) assessment, the street is becoming a hub for the middle-class 

clientele, with cafes, restaurants and bars becoming ‘classed’. The idea is that a cultural 

austerity scheme is pushing out the working classes out of these landscapes. However, Zukin 

(2019) challenges Hubbard’s (2017) arguments, in which she argues that it is ‘austerity’ 

policies of the British government that has led to the working classes becoming more 

impoverished. Although most critically, Zukin (2019) outlines that the absence of arguments 

pertaining to online shopping in Hubbard’s (2017) analysis is a cause of concern as it does not 

consider the impacts of social media services such as Instagram, Yelp and Amazon have had 

on shopping streets (Zukin, 2019). This is an important point because it highlights the changing 

nature of the street as retailing enters a new frontier, in which social media and delivery services 

are gaining momentum and, once again, transforming and revolutionizing the retail-built 

environment and, with it, altering the ways we consume and changing the socio-cultural 

dynamics and identities in the process. While the street can be a site of urban regeneration, it, 

however, remains a site of exclusion and contestation, and these have implications for the 

development of the identities that are produced in these spaces. Zukin, Kasinitz and Chen 

(2016) define the street as distinctly urban. It is a space that is designed to cater to the needs of 

both neighbours and strangers alike. It is neither as intimate as the home nor as anonymous as 

the central business district. They contend that local shopping streets form the basis of an 

ecosystem which they describe in detail:  

“Each neighborhood's special character, its “DNA”, is encoded in the 

ecosystem of its local shopping street. An ecosystem is a complex 
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network with many interrelated parts, all interacting with the 

surrounding environment, the ecosystem of a local shopping street 

brings together in one compact physical space the networks of social, 

economic, and cultural exchange” (Zukin, Kasinitz, & Chen, 2016, pp. 

4).  

It is important to note that while the social status of a consumer may lead to social exclusion 

from certain retail spaces, it is also equally important to understand that some consumers may 

be disadvantaged due to age and a lack of car ownership rather than income and social class 

(Hubbard, 2017). Meanwhile, it is proven that the street is an important consumption site and 

a space where identities are produced, developed, and contested. Taking this into consideration, 

we continue the analysis of the street with specific locational examples.  

 

Furthermore, the High Streets can be viewed as a bohemian sanctuary to promote a “bourgeois 

agenda” which aims to annihilate class diversity. Commodities and lifestyles are described as 

status markers which are mapped onto class relations. Most importantly, the High Street is a 

site where consumers attempt to achieve distinction (Hubbard, 2017). While for decades out 

of, town shopping centres rendered the high street derelict and leaving it for the disadvantaged 

to dwell and use, as it was home to charity shops and pawnbrokers, the return of the shopping 

centres has caused the revival of the high street (Hubbard, 2017, Crewe & Beaverstock, 1998; 

Lowe & Wrigley 2000; Williams & Hubbard, 2001; Lowe, 2005; Jones, 2021). The arrival of 

the West Quay shopping centre in Southampton has led to the regeneration of the high street 

and its adjacent streets. Thus, Southampton has been branded as a shopping destination through 

marketing strategies and promoting the city as a site of historical and cultural prowess (Lowe, 

2005). These strategies have been employed by cities throughout the UK to revive and prevent 

high streets from ‘dying’ (Hubbard, 2017). The centralized location of the shopping centre 
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makes it attractive to the consumer as it boasts 4000 parking spaces, and a free shuttle provides 

links to the ferry terminal and train station (Lowe, 2005; Jones, 2021). The shopping centre 

boasts multiple department stores and flagship stores while also retaining approximately 70 

retail outlets across two floors (Lowe, 2005).  

 

Meanwhile, Mermet (2017) asserts that scholars have emphasized the social, symbolic, and 

cultural implications of retail gentrification and have paid less attention to the relationship 

between current changes in the structure of retail capital as it moves toward growing 

internationalization and financialization. A cultural perspective is typically linked to the idea 

that those that gentrify the streets bring with them a particular lifestyle and consumption 

subculture and, as a result, transform these streets into specific consumer spaces. (Mermet, 

2017). While there may be some credence to the point made by Mermet (2017), however, the 

socio-cultural nature and the identities that forge out of these sites within the retail-built 

environment should be equally emphasized as they provide important insights into the different 

factors that are involved in engineering these unique identities. Retail capital is largely 

underpinned by an economic perspective on consumption and production. While important, a 

cultural perspective to consumption is equally as important (Wrigley & Lowe, 1996; 2002, 

Crewe, 2016; 2017; Hubbard, 2017; Lowe & Wrigley, 2000; Crewe, 2000; Crewe & Lowe, 

1995; Williams & Hubbard, 2001; Gregson, 1998; Evans, 2020). The Street has been an 

important site of consumption and, in the process, has facilitated the development of consumer 

identities and the connection this has to the retail-built environment.  
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2.1.4 The Store 

The store is unequivocally one of the most popularized consumption sites that have played a 

significant role within the retail-built environment. The store has been a site of great 

importance as it has been involved in the development of multiple socio-cultural identities and 

how different concepts have been pioneered and manifested within the urban landscape.  

 

Wrigley and Lowe (2002) maintain that concepts engineered from the 20th-century department 

store are still important mechanisms by which these consumption spaces function today. One 

of the first pioneering department stores Selfridges, was seen as a ‘monument to modernity’, 

which opened in London in 1909 (Wrigley & Lowe, 2002). Its architecture was one of the first 

of its kind, displaying roof gardens, bright lighting, and plate-glass windows. These features 

aesthetically transformed the urban landscape with its expansive building size, monumental 

architecture, and its “cathedral-like ornamental interiors” (Wrigley & Lowe, 2002, pp. 204). 

However, the architecture was not the primary reason which made department stores 

distinctive. It was also seen as an important entertainment centre and tourist attraction that 

made them unique. It was a destination that was akin to Westminster Abbey in London. The 

notion that department stores were celebrated as a tourist attraction is aligned with ideas echoed 

by Goss (1993), in which the mall also serves as a tourist space. Interestingly, the concept of 

the 19th-century department store eventually seeped into the design and function of the 

modern-day mall, which is seen as a counterpart to the 19th-century department store (Wrigley 

& Lowe, 2002). Retail sites that transform themselves as an entertainment space are described 

as sites of ‘shopertainment’ (Wrigley & Lowe, 2002, pp. 171). Another 19th-century 

department store, Siegel-Cooper in New York City, offered tearooms, art shows and orchestra, 

and in one summer, organized a 6-month exotic show called the ‘Carnival of Nations’. 

Similarly, the Ghermezian brothers that developed the West Edmonton Mall (WEM), as 
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mentioned earlier, attempted to emulate the 20th-century department store by creating a theme 

park within the mall (Goss, 1993; Wrigley & Lowe, 2002). However, it is important to note 

that the manipulation of retail landscapes is largely a geographical phenomenon. Where 

designers and developers are continuously exploiting the “power of place” (Wrigley & Lowe, 

2002). The department store also enabled commodities to become mainstream, where it 

enabled city dwellers from all corners of life to come and experience the department store and 

see, smell and touch goods; whether you could afford the commodities or not, it essentially 

made the exotic familiar (Zukin, 1998; Wrigley & Lowe, 1996; 2002). Lighting was used 

during the evening and night to display commodities, in which the department store “embodied 

a sense of flux, of kaleidoscopic motion” (Zukin, 1998, pp. 3). Furthermore, Mansvelt (2008) 

argues that consumption is an important aspect of everyday life. Urban landscapes are directly 

linked to consumption, and therefore, the study of cities and consumption aids in our 

understanding of global change. The spaces and places that have been generated within the city 

provide insights into the changing nature of our socio-cultural identities. The synergies 

between retail, consumption, and the development of the socio-cultural identities of women in 

these sites are further developed in the next section. 

 

As mentioned earlier, department stores became an important and vibrant addition to the retail-

built environment. However, rather significantly, early 20th Century department stores 

provided agency to women and their causes. While continuing to be a site of consumption, the 

store simultaneously became a site of agency and freedom, as women were freely allowed to 

participate in this space. Most notably, these sites became part of the political consciousness. 

As a result, consumption activities have directly led to the construction of identity and social 

formation (Lowe & Wrigley, 2000; Wrigley & Lowe, 1996; 2002). Department stores were 

also overwhelmingly frequented by women, while most women were homemakers and were 
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tasked to do the grocery shopping as it was seen as a feminine thing to do (Wrigley & Lowe, 

2002). Ironically, the department store remained a masculine space, and the geographical 

underpinnings of the store remained intensely masculine. Femininity was seen as being 

imprisoned within the store and being subject to the “voyeuristic male gaze”. However, there 

is no denying that consumption has played a key role in the formation of the socio-cultural 

identities of women (Wrigley & Lowe, 2002; Gregson, 1998). Wrigley and Lowe (1996) aptly 

suggest:  

“This new culture of consumption, visibly symbolized in the department 

store, could be tolerated if it was associated with women and the 

feminine. It was fine for women to have a passion for the department 

store, it kept sales high, while not threatening the established economic 

order. Department stores, therefore, not only targeted women as their 

customers, but also incorporated women and the feminine into their 

landscape” (Wrigley & Lowe, 1996, pp. 269) 

 

As such, department stores became an institution that was described as culturally symbolic in 

the drive to modernity (Wrigley & Lowe, 2002). Women also, at this time, established 

themselves as a dominant consumer class as for many middle-class women, shopping became 

a daily chore for some and it offered an escape from domestic work, and as a result, shopping 

was seen as emancipatory for women (Wrigley & Lowe, 1996). Thus, department stores were 

important sites that afforded women agency and, to some extent, the ability to participate in 

public life and to forge identities through these consumption sites, which had significant 

impacts on women and their causes as they progressed into modern society (Wrigley & Lowe, 

1996). While the feminization (Wrigley & Lowe, 1996) of department stores is an important 
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aspect to the development of socio-cultural identity formation, it is also noteworthy to explore 

the store design and atmospherics themselves.  

 

The design of the store is a vital feature of stores as they cultivate the affective properties of 

the consumer but also reflect the identity of the store. Kim and Kim (2012) assert that stores 

deliberately manipulate space to evoke certain affective properties within the consumer. They 

list three key elements that generate the store environment. These consist of ambient elements 

connected to the “background conditions of the environment” (Kim & Kim, 2012, pp. 819), 

the design of the store, which focuses on the decorative elements of the store and lastly, the 

social element, which is concerned with the interaction of consumers within this space (Kim 

& Kim, 2012). Meanwhile, Turley and Milliman (2000) suggest that the store’s atmosphere 

influences the customer and the employee, which in turn influence one another. Features such 

as the storefront, marquee, display windows, entrances and the building architecture all 

influence the identity of the store. Crewe (2017) echoes these sentiments, as store entrances 

and windows are extremely important to the character of the store as it communicates between 

the interior and exterior of the store. Window design can indicate a symbolic power that is 

designed to express what the store represents and what it symbolizes (Crewe, 2017). Early 

origins of window display were seen in the Netherlands as it was a way for the store owner and 

the potential consumer to communicate. Furthermore, store windows can be described as 

performative, whereby window displays seek to emulate the theatre by organizing commodities 

and mannequins in a certain way (Crewe, 2017). Similarly, Wrigley and Lowe (2002) outline 

that store design plays a vital role within the retail environment, as it is essential in ‘place-

making’ (Wrigley & Lowe, 2002). The early 20th-century department store’s employed this 

strategy to keep their store and their commodities distinct. Selfridges used various architectural 

and design techniques to captivate the consumer and to make their store popular for the 
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everyday consumer as well as making the store a tourist destination (Wrigley & Lowe, 2002; 

Goss, 1993), a strategy Selfridges remarkably still employs, as reflected through their 

collaboration with contemporary artists (Crewe, 2016), which will be discussed further in the 

next chapter. Furthermore, as mentioned earlier, retail display via store windows were seen as 

a way for store owners to market their clothing. Thus, retail store design has given strength to 

store identity as well as carved out an identity for the consumers that frequent particular stores, 

and more broadly, store design is an important marker of brand identity (Wrigley & Lowe, 

2002; Crewe, 2017).  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 27 
 
 

2.1.5 Conclusion 

Consumption sites such as the mall, the street and the store provide important insights into the 

ways socio-cultural identities are produced, reproduced, and contested. Beginning with the 

mall, which is a site that is purposefully exploited and manipulated by mall developers and 

designers to create a “pseudo-place”, liminal spaces and spaces that are heavily entrenched in 

commodity transactions (Goss, 1993; 1999, Wrigley & Lowe, 1996; 2002). Moreover, the mall 

is characterized as a place that evokes magic and fantasy. It is important to note that the analysis 

of the mall is seminal, where ideas generated by Goss (1993) have been applied to other sites 

of consumption to better understand urban retail landscapes. Moving towards the next site of 

consumption within the micro-geographies of urban landscapes is the street, or the high street 

(Hubbard, 2017). The street as a site of consumption has also been effective in producing the 

different synergies that are at play within the retail-built environment, which in turn creates 

various socio-cultural identities. Ideas such as the urban flaneur (Wrigley & Lowe, 1996) is 

explored alongside retail gentrification and the branded street, which creates spaces of 

inclusion and exclusion (Zukin, 1998; Hubbard, 2017; Wrigley & Lowe, 2002; Mermet, 2017; 

Crewe & Beaverstock, 1998; Williams & Hubbard, 2001; Lowe 2005; Zukin, Kasinitz, & 

Chen, 2016; Crewe & Lowe, 1995). Lastly, an analysis of the store wields some significant 

contributions to the nature of retail geography, with themes concerning the role of women in 

the store, the monumental architecture and store windows and store atmospherics whose 

origins are still felt within the retail-built environment today (Turley and Milliman, 2000; 

Wrigley & Lowe, 1996, 2002; Crewe, 2017; Kim & Kim, 2012).  
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2.2 Globalization of Luxury Brands 

2.2.1 Introduction  

The retail-built environment and the urban landscape has generated cultural capital, which has 

facilitated in the development and formation of identities. Globalized luxury fashion brands 

have aided in the formation of these identities and have contributed to the material form of the 

city. Luxury fashion labels have existed for more than a century; however, the significant 

impact of these unique brands is still being studied in relation to the retail-built environment. 

Crewe’s (2017) work in this arena within retail geographies has been exemplary. Her approach 

to the study of fashion geographies, namely luxury brands, takes into consideration a cultural 

economy approach. This framework “emphasizes the significance of the global urban activities 

which are infused with aesthetic and semiotic attributes” (Crewe, 2017, pp. 2). It articulates the 

significance of consumption spaces in relation to the cultural character of these spaces which 

reflect the material qualities and the cultural form of the city. (Crewe, 2017). Luxury brands 

are seen as status signals, consumed by the global elite that wish to enhance their social 

standing or those that seek to emulate the lifestyle of the wealthy (Paris, 2018; Crewe, 2016; 

Carty, 2003; Husic & Cicic, 2008; Phau & Prendergast, 2000). These brands are characterized 

by their exclusivity, rarity, craftsmanship and, most importantly, a high price. As mentioned 

above, luxury is a highly globalized phenomenon and has undergone significant expansion into 

different cities across the world, as many consumers are becoming increasingly wealthy, which 

have an appetite for luxury consumption (Jelinek, 2018; Crewe, 2017; Arrigo, 2011). Luxury 

fashion can be described as performative and imaginative, and these manifests itself within the 

collaborations between designers of some of the most esteemed luxury fashion houses and 

sometimes popular and not-so-popular artists (Crewe, 2016; 2017; Kastner, 2014). It is an 

effective way for the luxury brand to communicate prestige and brand identity to the consumer. 

However, these performative attributes and design have also been entrapped within the flagship 
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store (Arrigo, 2011; Wrigley & Lowe, 2002; Debendetti, 2021; Blazquez, Boardman, & Xu, 

2019). These stores, large and monumental in architectural design, is another way for the 

luxury brand to display its identity, but most importantly, they help create a socio-cultural 

identity for the consumer, as these stores becomes an exclusionary space (Crewe, 2017). With 

the advancement of technology and digitalization, luxury brands are faced with the dilemma 

of joining social media and to adopt strategies which are favourable to digitalization, which 

can have both positive and negative consequences (Ng, 2014; Guercini & Runfola, 2020; 

Crewe, 2017).  
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2.2.2 Luxury and luxury brands  

Crewe (2017) argues that a cultural economy approach is effective in understanding the 

different identity formation that is developed, reproduced, and circulated within geographies 

of fashion. The paradigm also places an emphasis on the “global significance of urban activities 

that are infused with aesthetic or semiotic attributes” (Crewe, 2017, pp. 2). Scholars in this area 

have largely focused on the linkages between consumption and spaces of production. While 

not entirely rejecting its connection to the socio-cultural mechanism, Crewe attempts to 

accentuate the importance of architectural and consumption sites and their symbolic 

significance (Crewe, 2017). Luxury fashion brands seek to evoke a sense of exclusivity, rarity, 

prestige while maintaining its global nature. Luxury brands are a global phenomenon that 

signal status, exclusivity, and rarity. In return, those that consume these goods and services 

develop a socio-cultural identity that transcends geographical borders which manifest globally.  

As a result, luxury goods can be described as goods that emulate prestige (Crewe, 2017). There 

is a symbolic value and rarity associated with the consumption of luxury goods, and a key 

component of luxury commodities is that they are expensive compared to the average 

commodity (Paris, 2018; Crewe, 2016, 2017; Phau & Prendergast, 2000; Catry, 2003; Moore 

& Doyle, 2010; Husic & Cicic, 2008; Debenedetti, 2021). These symbolic values of luxury 

have manifested themselves in the form of luxury brands which offer the consumer a distinctive 

logo which indicates conspicuous consumption. Luxury goods are required to uphold 

impeccable aesthetic quality, and commodities must be produced through craftsmanship. The 

expectations from luxury consumers are that they require luxury commodities to be handmade, 

which make it unique and rare but also the fact that these commodities are being produced by 

highly experienced craftspeople (Paris, 2018; Husic & Cicic, 2008; Arrigo, 2011; Aiello et al., 

2018). Additionally, luxury brands must have an international outreach as consumers expect 

luxury commodities to be appreciated and valued internationally. Luxury commodities are 
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closely associated with international travel and as a result, individuals that consume luxury 

goods and services are seen as globally mobile and should be acknowledged for their material 

status worldwide (Paris, 2018). Essentially, multinational luxury conglomerates such as 

LVMH, Kering and Richemont have been responsible for the expansion and the 

internationalization of luxury brands into every major city in the world (Paris, 2018; Crewe, 

2017). Nelissen and Meijers (2010) suggest that consumption of luxury goods is a way to 

increase an individual’s social status, as such branded fashion labels are beneficial in social 

interactions, as prior research suggests that individuals that display luxury labels are more 

likely to get people to affiliate and socialize with them. As such, luxury goods can be described 

as “costly signals” (Nelissen & Meijers, 2010, pp. 344) that enhances one’s status. These ideas 

are also echoed by Phau and Prendergast’s (2000) research, in which they assert that the 

consumption of luxury brands is a form of conspicuous consumption. It is a technique 

employed by individuals that seek prestige and gratification from members of the community 

(Phau & Prendergast, 2000). The consumption of luxury goods is also beneficial in signalling 

the social class that an individual belongs to while distinguishing themselves from social 

classes that are below them. Evidently, the consumption of luxury goods, services and brands 

are a way to categorize individuals into social classes.  

 

Fashion theory characterizes clothing as being “identity-markers” (Crewe, 2017; Moore & 

Doyle, 2010; Paris, 2018), which acts as a way consumers can assert their sense of 

individuality. Thus, fashion can be described as a performative practice that is vital in the 

construction and development of identities. It is without a doubt that fashion and luxury brands 

specifically shape contemporary urban spaces (Crewe, 2017).  Husic and Cicic (2008) contend 

that for luxury goods to be prestigious, they must combine branding, merchandise price, patron 

status and store type and atmosphere. Essentially, a luxury brand must evoke exclusivity, 
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possess a well-known brand identity, and enjoy a high brand awareness and perceived quality 

(Husic & Cicic, 2008; Paris, 2018; Aiello et al., 2018). Furthermore, a luxury brand must 

emulate product integrity, possess a rich culture and history, and must also have endorsements 

from celebrities and famous individuals. Additionally, they argue that Gucci bags and 

Feragamo shoes are not seen as material indulgences, particularly by women, but to determine 

self-worth, as your self-worth, according to some, is measured by your material goods. For 

example, 94% of women in Tokyo own a Louis Vuitton product, while 57% own goods from 

Gucci and 51% own Prada commodities (Husic & Cicic, 2008). These results indicate that 

individuals are concerned about the impression they make on others. By purchasing status 

goods as symbols, individuals communicate meaning about themselves and reference their 

social class.  

 

Paradoxically, within the German luxury brand Hugo Boss, the smaller the commodity label, 

the more expensive the commodity becomes (Husic & Cicic, 2008). Luxury brands have also 

been distinguishing themselves discreetly by systematically designing commodities which 

feature a smaller-sized clothing logo which is also a signal to this idea of ‘old money’, setting 

it apart from the more visible and glamorous ‘new money’. (Husic & Cicic, 2008). If luxury 

products are not expensive, they tend to lose their rarity and exclusivity (Mansvelt, Breheny, 

& Hay, 2016; Debenedetti, 2021). To maintain an aura of exclusivity, luxury fashion brands 

such as Louis Vuitton have created VIP lists of some of its most high-profile and wealthy 

customers. These lists remain private and are not disclosed to the public (Crewe, 2017; Husic 

& Cicic, 2008). Often hosting spectacular parties for these VIP customers. They also maintain 

exclusivity by producing seasonal higher-quality products that tend to be wrapped in fancy 

packaging that tend to only be found in exclusive flagship stores, the latter of which is discussed 

in detail in the following section (Catry, 2003; Husic & Cicic, 2008). Similarly, Jahn et al. 
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(2018) state that for brands to stand out and emulate luxury, they must tailor their brand in a 

certain way that reflects the brand’s history and its ideology. These store's atmosphere is also 

linked to the customer's experience. As a result, it is vital for luxury brands to provide an 

exclusive atmosphere for its customers to strengthen their clientele base and to motivate 

customers to return to the store. Evidently, luxury goods afford individuals to materially 

emulate their social status, whether it is to uplift one’s self-worth or to increase their prestige 

with others, there is very little denying that luxury goods and services are a key identity-marker. 

Luxury goods and services, as mentioned earlier, are a global phenomenon. Therefore it is 

important to articulate the industry’s outreach globally and to highlight its endurance and 

resilience despite economic upheavals in recent years.   

 

Luxury brands and services are expanding exponentially because of increasing incomes in 

developed countries and emerging economies, particularly among the wealthy, that have 

largely been unaffected by the economic recessions of 2008 and 2009 (Paris, 2018; Crewe, 

2016). Another key driver in the rapid increase in luxury consumption is an expanding middle-

class in emerging economies (Paris, 2018). As a result, luxury fashion in the United Kingdom 

doubled from £6.6. billion to £12.2 billion in the years between 2012 and 2017 (Crewe, 2016; 

2017). Furthermore, luxury fashion stores have continued to increase throughout the globe. 

Burberry, for example, opened the doors to its new Asian flagship store in 2014 in the hope of 

gaining traction with Chinese luxury consumers (Crewe, 2016; Phau & Prendergast, 2000; 

Debenedetti, 2021). Meanwhile, Saint Laurent had an annual increase in sales, with 

approximately a 59 per cent growth in sales (Crewe, 2016). Emerging economies such as 

Brazil, India, China, and the Middle East have seen an increase in luxury consumption, in large 

part due to the growing number of high-net-worth individuals (HNWI) in these economies as 

well as investment companies from Asia and the Middle East purchasing stakes in luxury 



 34 
 
 

conglomerates (Crewe, 2016; Paris, 2018). Most notably, China continued to show strong 

growth in the luxury sector, which makes up approximately 25% of the entire global market, 

followed by Japan. This increase is largely due to urbanization processes and wealth creation 

in cities outside of China’s main cities. As a result, luxury brands such as Burberry, Coach, 

Louis Vuitton, and Gucci are establishing themselves in third-tier cities to address the rising 

demands (Crewe, 2016). The globalization of luxury brands has intensified in recent years due 

to large luxury conglomerates acquiring separate luxury brands and amalgamating them under 

one company. These conglomerates tend to be diversified and have a strong international 

presence (Arrigo, 2011; Paris, 2018). Moreover, in recent years, luxury brands have generated 

a sense of rarity through store environments, which include architecture, art, store windows, 

and other key marketing policies which have manifested itself within the retail-built 

environment to evoke and develop different socio-cultural identities.  
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2.2.3 When luxury meets art and architecture  

Architectural designs are an important feature within the retail-built environment which is 

important in developing and communicating the different socio-cultural identities that are 

forged by consumption sites. Crewe’s (2017) pioneering work on fashion geographies echo 

these ideas, as architectural designs have been argued to provide insights into the “relational 

geographies of the contemporary city” (Crewe, 2017, pp. 13). Arguably, a building’s interior 

and exterior represent a plethora of interpretations and representations, such as store windows, 

architecturally spectacular designs, and the collaboration between luxury brands and world-

renowned artists prove the production of culturally rich identities within these retail landscapes. 

Crewe (2017) asserts;  

“As cities become adorned with fashion signs, symbols, and logos, retail 

architecture is rebranding urban space; the spectral nature of fashion is exposed 

through the exterior built form and interior retail spaces” (Crewe, 2017, pp. 19).  

 

The synergy between architecture and fashion has significant impacts on the urban space 

beyond spectacle and display. However, they are also concerned with the affective properties 

that are evoked through space, materiality, and colour. Kastner (2014) reports that one of the 

first collaborations between a luxury brand and art was French luxury brand Cartier, where the 

President of the luxury Maison Alain Dominique created the art museum Foundation Carter in 

Paris. Since then, many collaborations have been observed, most notably by the artistic director 

of Louis Vuitton, Marc Jacobs and his multiple collaborations with pop and street artists 

(Kastner, 2014). The internationally acclaimed designer Jacobs has been a “directional force” 

(Crewe, 2016, pp. 518) in combining art with luxury fashion (Crewe, 2016). These 

collaborations can be described as luxury brands immersing themselves in the current cultural 

atmosphere. Some of Louis Vuitton’s most famous collaborations are with artists such as 
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Takashi Murakami and Stephen Sprouse. These partnerships highlight the commitment luxury 

brands have to artistic display and their desire to enhance the brands symbolic status (Crewe, 

2016; Kastner, 2014). 

 

Debenedetti (2021) asserts that luxury stores seek to redefine themselves as art institutions. 

This is done through elaborate interior décor and designs, which are done through 

collaborations with artists providing consumers with a sophisticated experience. As a result, 

these stores essentially become “temples where brands can perform their rituals” (Debenedetti, 

2021, pp. 304) and a place where the “magic and carnivalesque” (Goss, 1993; Wrigley & Lowe, 

1996) can be performed and enacted. Kastner (2014 further articulates that:  

“Collaborations between luxury brands and the arts are understood as any kind 

of deliberate associations between a luxury brand and art within the scope of 

which a luxury brand intentionally connects itself with a representative of the 

contemporary art world, and the latter brings in a sensually perceived artistic 

contribution” (Kastner, 2014, pp. 28).  

Similarly, Jelinek (2018) maintains that head designers at luxury firms often view themselves 

as artists and their creations as pieces of artwork, highlighting the notion that art plays a pivotal 

role in their creative foundations (Jelinek, 2018). Art is therefore seen as an innovative way for 

luxury brands and designers to become more authentic and distinct in a pool of many luxury 

brands. Therefore, luxury brands such as Louis Vuitton, Chanel, Cartier, Gucci and Hermes 

use art or “artification” as a strategy to increase value and prestige (Crewe, 2017; Jelinek, 2018, 

Kastner, 2014; Debenedetti, 2021; Dion & Arnould, 2011). Evidently, luxury brand and art 

collaborations are a strategy to indicate a luxury brand’s characteristics and to develop a unique 

identity. An important component of luxury architecture and buildings is the store window. 

Store windows play a pivotal role in the development and positioning of a particular brand. 
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Shoppers are more likely to be enticed and drawn to the store through store window displays 

(Aiello et al., 2018). The store window displays can communicate to the shopper important 

brand messages such as positioning statements of the brand. It can also be an effective way to 

advertise commodities to the consumer (Aiello et al., 2018). Similarly, Crewe (2017) states 

that storefronts, alongside architectural design, are a key component through which luxury 

brands communicate themselves. The store window connects the exterior of the store to the 

interior, which “bring dreams and fantasy into tangible view” (Crewe, 2017, pp. 94). The 

commodities that are showcased and displayed in store windows define the global nature of 

luxury brands and their impact on space. The window design is also important in producing 

affective properties within the shopper and to reflect its symbolic nature (Crewe, 2017). As a 

result, the store window can develop a sense of desire, where dreams become a reality (Crewe, 

2017). For example, Selfridge’s art collaboration with Katie Paterson in 2013 is exemplary in 

combining both art, architecture, and the store window. Its “No Noise” display was for 

passerby shoppers to take a moment to delve into their minds for meditation and tranquillity 

(Crewe, 2016), which invited consumers and passersby to reflect on life through the power of 

meditation in a quiet space within the store windows (Crewe, 2016). These displays represent 

the communication between fashion, art, and culture (Crewe, 2017). In another display, the 

‘100 Billion Suns’ (Crewe, 2017, pp. 522) campaign consisted of a confetti spray which let out 

thousands of tiny pieces of coloured paper into the store window in the afternoon each day 

(Crewe, 2017). Jelinek (2018) asserts that the modern luxury stores in the contemporary era 

provides artistic and culturally rich atmospheres not to emulate their brand but to promote a 

particular lifestyle (Jelinek, 2018). A relationship between an artist and a luxury designer or 

brand is mutually inclusive. In order for luxury brands to highlight new and innovative fashion 

trends and remain relevant among the consumers, they employ the services of artists to develop 

commodities which provide “greater emotional affinity of the consumer” (Jelinek, 2018, pp. 
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300). These ideas are further developed in the next section, as we continue with our analysis 

and communicate the relationship between luxury brands, art and architecture.  

 

Kastner (2014) postulates that collaborations between luxury brands and artists are part of the 

brand's exclusive positioning and the desire for luxury brands to emulate distinctness in an 

otherwise crowded market. For example, luxury fashion label Montblanc was responsible for 

the sponsorship of Chinese pianist Lang Lang. A clear brand strategy to raise awareness within 

a population where luxury consumption is becoming increasingly important (Crewe, 2016; 

2017, Paris, 2018; Husic & Cicic, 2008). Another example of the luxury brand and art 

collaboration is the collaboration between Chanel and the Mobile Art Pavilion by architect 

Zaha Hadid (Kastner, 2014). The Mobile Art Pavilion was featured in major cities across the 

USA, Japan, and Hong Kong in 2008. The primary function of the Mobile Art Pavilion was to 

serve as a luxury store, a location to host fashion shows and to serve as a museum for the arts 

(Kastner, 2014). Fashion and fashion spaces can provide agency to communicate political 

statements through commodities and architecture. These spaces afford the opportunity to 

interrogate economic power and structure and to question consumption practices (Crewe, 

2017). Martin Margiela, head designer and founder of the French luxury fashion brand Maison 

Margiela challenges this idea of material exclusivity by using recycled material to make 

commodities. Interestingly, Margiela's fashion shows are held in dilapidated and shabby 

warehouses and buildings in which he seeks to create “heterotopic spaces” (Crewe, 2017, pp. 

26). Furthermore, Crewe (2017) asserts that;  

“Margiela explores the congruence between clothing and architectural 

principles through the mechanics of his garment construction” (Crewe, 

2017, pp. 26).   
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Thus, Margiela’s branding strategy is the antithesis of the branding strategies employed by 

other major luxury brands. He largely uses his platform to express his political views and, in 

my view, subtly reflects on the notion that socio-cultural identities may have a political element 

attached to them. Nevertheless, luxury stores and brands, in large part, remain exclusive places. 

The Balmain boutique in Paris is designed to mimic a luxurious Parisian apartment, 

highlighting its position in society as a space that is designed for and caters to the wealthy 

(Debenedetti, 2021). The high prices, craftsmanship, heritage, and rarity of luxury commodities 

communicates that luxury is a symbol for the rich (Aiello et al., 2018; Catry, 2003; Jahn et al., 

2018; Arrigo, 2011; Kastner, 2014). These overt displays of architecture and art within the 

retail-built environment are exemplified more extensively with a new luxury phenomenon, the 

flagship store, which we now turn to.   
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2.2.4 The rise of flagship stores  

Perhaps one of the most significant developments in the luxury market is the establishment of 

the flagship store. The flagship store is an important feature within the retail-built environment 

as it serves as a symbolic expression of luxury brands, but it is also responsible for the 

geographical expansion of luxury commodities (Crewe, 2017). However, the flagship store as 

a consumption site is not a new phenomenon. Wrigley and Lowe (2002) assert that modern-

day flagship stores have origins in the early ‘lifestyle stores’ that were established in the 1980s, 

particularly, the Ralph Lauren lifestyle store in New York, which was the first of its kind. As 

a result, other luxury brands saw the benefits and value in flagship stores and quickly set up in 

main streets of the city, often mimicking a small department store, effectively giving rise to the 

‘branded street’ (Wrigley & Lowe, 2002), as discussed earlier. Manlow and Nobbs (2012) 

argue that flagship stores seek to emotionally attach themselves to their consumers and, in 

doing so, strengthen the relationship between the luxury brand and the consumer (Manlow & 

Nobbs, 2012). Flagship stores also function as the main cultural centre for the brand, where the 

luxury brand promotes its goods and services, generating a unique experience for the consumer 

(Manlow & Knobbs, 2012; Crewe, 2017). The flagship store is also a space where identities 

can be enacted and is an opportunity for the brand to express its values (Manlow & Knobbs, 

2012). Blazquez, Boardman, and Xu (2019) assert that luxury brands have strategically 

dispersed flagship stores throughout the world in order to dominate their brand's image and 

identity. This corporate strategy has resulted in luxury brands having a greater impact on 

“brand attitude and brand attachment” (Blazquez, Boardman, & Xu, 2019, pp. 3). Flagships 

are distinct from international stores through its size and design. They tend to be located on 

prestigious sites and serve to enhance the brands status. This has led to a clustering of luxury 

flagship stores in these key shopping streets which have resulted in a “luxury sense of place” 

(Blazquez, Boardman, & Xu, 2019, pp. 4), or as Crewe (2016) describes it “economies of 



 41 
 
 

icons” (Crewe, 2016; 2017). Furthermore, flagship stores operate as the luxury brands cultural 

institution or ‘hub’ where it is deliberately designed to evoke affective properties within the 

consumer (Crewe, 2017). Flagship stores are also concerned for the welfare of its consumers 

and, as a result, provide seating areas to provide a comfortable resting space for the tired 

consumer (Blazquez, Boardman, & Xu, 2019). The interior layout of the luxury store is an 

important “atmospheric cue” (Blazquez, Boardman, &, 2019, pp. 12). Similarly, changing 

rooms within luxury stores can be characterized as a ‘stage’ or a theatrical space where the 

consumer can try on and show off clothing. This space evokes a sense of “magic” and 

“liminality” (Goss, 1993), where consumers can momentarily become sophisticated versions 

of themselves through the process of wearing expensive luxury commodities and displaying 

them within the confines of the changing rooms or ‘stage’ (Blazquez, Boardman, & Xu, 2019). 

It is important to note that flagship stores, in effect, construct socio-cultural identities within 

the retail environment.  

 

Evidently, flagship stores emulate prestige and exclusivity through location, design and even 

store layout. Commodities within flagship stores are displayed like treasures, whereby luxury 

flagship stores seek to emulate museums or art galleries (Crewe, 2016; 2017). Flagship stores 

require luxury brands to invest the highest level of financial capital in order to receive the 

highest levels of brand experience, performance, and spectacle (Crewe, 2017). The store is a 

key representation of contemporary consumption (Crewe, 2017). It can be described as a space 

of magic, where the synergies between culture and the economic combine. They act as 

important spatial landscapes, and once a flagship store manifests itself within the retail-built 

environment, it tends to draw meanings from architecture and art (Crewe, 2017; Arrigo, 2011; 

Kastner, 2014). Additionally, they communicate their prestige and rarity by being tourist 

attractions, effectively becoming what Goss (1993) describes as a liminal space. They further 
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communicate their prestige and status through evoking affective ambience through visual 

design, display, and architecture, which tends to enhance the brand (Crewe, 2017). Similarly, 

Manlow and Knobbs (2012) assert that flagship stores tend to be larger in size and are located 

within prestigious sites, which is deliberately done to communicate the brandscape and the 

brand’s lifestyle elements. Most importantly, the flagship store can be described as the “heart 

of the brand” (Blazquez, Boardman, and Xu, 2019). Therefore, to summarize, flagship stores 

are a way for luxury brands to portray their identity and heritage. They also allow the brand to 

position its identity and personality within the store’s monumental architecture, interior 

designs, and prestigious location. Whereby they express their brand elements of form and 

function (Manlow & Knobbs, 2012). We now turn to specific examples of flagship stores 

throughout the world that emulate architecture, art, design, and location and facilities in the 

cultivation of various identities.  

 

The flagship store is purposely designed to give a physical sense of exclusion, power, 

sacredness, and rarity (Crewe, 2017). Moore and Doyle (2010) describe the Prada epicentre 

flagship store in Tokyo in detail. The Prada epicentre store in Tokyo is an example of the 

cultural and artistic magnitude of the luxury brand. The flagship store is set within a 6-storey 

building which features a green glass façade. The interior of the store is spacious and allows 

for large-scale events. The space is also utilized as a retail space and private lounges (Moore 

& Doyle, 2010). Whereas Prada’s epicentre flagship store in Los Angeles, which opened in 

2004, is distinct as the storefront has been left completely open. Consumers are met with a 

wide staircase leading up to the store (Moore & Doyle, 2010). The architectural designs of both 

stores accentuate sophistication and can be described as “intellectual stores” (Moore & Doyle, 

2010, pp. 923). Similarly, Crewe (2017) asserts that the Cartier flagship store in Paris provide 

customers with their very own perfumes. Meanwhile, the Louis Vuitton flagship in Tokyo 
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allows customers to be a part of an exclusive private club. This is an example of the different 

ways that luxury brands are marketed as a lifestyle. The Chanel flagship store in Tokyo houses 

a restaurant which seeks to emulate the elegance of its famous founder, Coco Chanel, 

incorporating soft colours, which are typical of their perfume bottles, into their interior design 

(Crewe, 2017). Debenedetti (2012) comments on Chanel flagship stores as promoting cultural 

enrichment by utilizing Chinese-inspired folding screens to promote in-store commodities and 

making certain spaces more intimate. Dolce and Gabbana’s flagship store in London offers 

male consumers a traditional Italian barber that offers male customers a shave. Once again, this 

shows the cultural heritage of the luxury store and its owners, both of whom are Italian (Crewe, 

2017). Meanwhile, the Kenzo flagship store in Paris offers its customers a massage service 

(Crewe, 2017). However, most famously, the Burberry flagship store in London provides 

luxury shopping as performative, theatre, and spectacle, which can be described as a form of 

“shopertainment” (Wrigley & Lowe, 1996). The store is multi-purpose and functions as a 

catwalk, but most importantly, it entices the passerby or the consumer through its whirled, 

grand staircase (Crewe, 2017). The Burberry flagship store in London has also employed 

technologies, such as a virtual catwalk for their Spring edition of the Womenswear Collection, 

where mirrors morph into digital screens (Crewe, 2017). These further reinforce the notion that 

flagship stores, much like their counterpart, the mall and department stores, seek to highlight 

that they are not mere consumption sites but are sites which manifest ‘magic’ (Goss, 1993; 

Wrigley & Lowe, 1996; 2002).  
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2.2.5 Digitizing the luxury experience  

Technology and social media have revolutionized the luxury market, and as a result, this has 

directly impacted consumption sites and the way customers consume. Particularly, in an ever-

increasing digital age, luxury brands have no choice but to adapt as luxury brands begin the 

next phase in the many waves of retail change that have dawned on the sector ever since its 

existence. Crewe (2017) mentions that technologies can be seen as “remediating” and 

“refashioning” (Crewe, 2017, pp. 129) current cultural forms. Whereby “digitally mediated 

consumption challenges accepted wisdom concerning consumption, practice, and space” 

(Crewe, 2017, pp. 130). Using Burberry as an example, the luxury giant has grasped the 

importance of combining technologies with fashion. It allocates approximately 60% (Crewe, 

2017) of its marketing expenditure to market digital media (Crewe, 2017). In their flagship 

store in China, Burberry employed digital technologies which used live models, holograms, 

and animation. Ng (2014) asserts that China is one of the largest e-commerce markets in the 

world. Significantly, 60% of luxury consumers in China are below the age of 40 (Ng, 2014). 

This indicates that the luxury consumer is becoming increasingly digitally savvy, and 

appropriate e-commerce programs and strategies are important in an age where the luxury is 

becoming digital. Burberry also utilizes social media sites such as Facebook, Twitter, and 

YouTube to interact with its customers and to enhance the brand’s reputation (Ng, 2014). 

Utilizing technology can add more value to the brand’s identity and raise more awareness and 

visibility by developing a larger customer base (Kamal, Chu, & Pedram, 2013; Guercini & 

Runfola, 2020). However, luxury as a unique commodity cannot be sold online and, in essence, 

cannot be available to a larger consumer base, as it’ll lose its rarity and prestige. In other words, 

luxury goods can be described as being sensory, in which sight, touch, feel and smell are vital 

when purchasing luxury commodities (Guercini & Runfola, 2020). Burberry’s “Art of the 

Trench” project allows consumers to take photographs of themselves wearing a Burberry 
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trench coat, where users are then invited to upload their photographs to the official Burberry 

website (Crewe, 2017). However, the ongoing COVID-19 pandemic has led luxury 

manufacturers and retailers to rethink their production lines and strategy. Luxury brands are 

now heavily turning to online retailing, which has been facilitated by e-payments which has 

been a widely popular method of purchasing goods online even before the pandemic started 

(Xie and Youn, 2020). Luxury brands understand that even when the pandemic ends, the 

market will not return to a pre-COVID state and therefore the strategies that are being 

implemented by brands are preparation for a post-COVID market in the long term (Xie and 

Youn, 2020). 
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2.2.6 Conclusion  

Luxury is characterized by its prestige, exclusivity, rarity, higher price, and craftsmanship, but 

most importantly, for luxury to maintain its brand identity, it needs to be consumed by a 

wealthy clientele (Jahn et al., 2018; Catry, 2003; Paris, 2018). These commodities are 

becoming increasingly important as a means to emulate wealth, status, and prestige. In a society 

where the number of high-net-worth individuals (HNWI) is increasing, the appetite for luxury 

consumption is also on the rise. As a result, many luxury brands are beginning to open flagship 

stores and mark their presence throughout global cities across the world (Paris, 2018; Crewe, 

2016, 2017; Neilssen & Meijers, 2010). The collaboration between luxury brands and artists 

have been effective in enhancing the brands’ identity and ethos, but it has also been responsible 

for these consumption sites becoming increasingly exclusive (Crewe, 2017; Debenedetti, 

2021). Architecture, art, and store windows have been effective in evoking an affective 

ambience (Kastner, 2014). These artistic endeavours have been undertaken by some of the most 

noticeable luxury labels in the world. Furthermore, the flagship store is characterized as the 

heart of the brand’s identity (Crewe, 2017; Jelinek, 2018). It serves as a way to communicate 

the brand’s history and heritage through the retail-built environment by occupying the main 

streets and prestigious sites (Crewe, 2016). However, as the luxury brands enter its new 

frontier, the age of digitalization (Ng, 2014; Crewe, 2017; Guercini & Runfola, 2020), online 

presence of luxury brands will increase. 
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2.3 Summary of key themes  

The theoretical foundations that have emerged from the literature, notably the ‘cultural 

economy’ approach (Crewe, 2017), the ‘new retail geography’ (Wrigley & Lowe, 2002), and 

the notion that consumption sites are liminal spaces (Goss, 1993) inquire the socio-cultural 

practices of luxury brands and flagship stores within Auckland CBD. Also, considering the 

themes that have emerged through an analysis of the mall, the street, and the store and the 

alignment of these themes with the material form and function of luxury stores within 

Auckland. Importantly, this research contributes to the literature by charting the emerging 

trends in the globalization of luxury brands. It maps the local character of the ‘branded street’ 

(Wrigley & Lowe, 2002) and the ‘clustering of ‘icons’ (Crewe, 2016). The local and embedded 

enactment of luxury brands and flagship store experience in Auckland is examined via an 

examination of the exterior architecture, store window design, interiors, and interior layout. 

The literature has tended to focus on large global cities, fashion capitals, and major 

metropolitan areas in Asia; little attention has been given to a second-tier global city such as 

Auckland. 
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Chapter Three: Methodology  

3.1 Introduction  

This chapter describes the qualitative methodological approach that was utilized for this 

research. The chapter begins with a description and justification for the use of a qualitative 

methodological approach. It also places this research into context as a case study centred on 

the socio-cultural practices of luxury brands and flagship stores in Auckland. I outline and 

explain the primary and secondary data that were collected for this research. Observational 

analysis was enacted to critically examine the socio-cultural characteristics and nature of 

luxury brands and flagship stores in Auckland, which aided in the evaluation of their defining 

physical features, such as distinct architecture, art, interior, store window design and layout. 

Alongside observational analysis, visual methodologies were adopted to help identify the 

spatial distribution of luxury brands and flagship stores within Auckland while considering the 

locations of luxury retail outlets and their position within the city. Secondary sources and data, 

such as corporate reports, New Zealand-based magazines, and luxury websites, were utilized 

to examine the changing nature of global luxury brands in terms of their global store networks 

and online presence. The research adopts a ‘cultural economy’ (Crewe, 2017) perspective in 

examining the socio-cultural features of the luxury stores in Auckland. This approach is 

concerned with the material form of the city and the symbolic significance of space through a 

social and cultural context. 
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3.2 Methodological Approach 

A qualitative methodological approach was adopted and utilized for this research. Qualitative 

research involves the understanding and exploring human environments and human 

experiences using multiple frameworks or paradigms (Winchester & Rofe, 2010; Kitchin & 

Tate, 2000; Zadrozny et al., 2016; Bijoux & Myers, 2006). A qualitative approach draws 

attention to two important questions. First, it seeks to address social structures, which can be 

both social and cultural. Second, it seeks to understand the experiences of individuals in time 

and space (Winchester & Rofe, 2010). Qualitative research as a conceptual framework 

endeavours to understand the environment, processes, and experiences through analyzing the 

social structures that are embedded within the geographic practice (Winchester & Rofe, 2010) 

and is entrenched in a naturalistic and interpretive approach to the world (Zadrozny et al., 

2016). A qualitative approach is best suited for this thesis and to meet its research objectives. 

Such an approach is necessary to examine and identify the changing nature and the distribution 

of luxury brands and flagship stores and their socio-spatial characteristics and identity 

formation within the retail-built environment. As Chapter 2 has highlighted, the theoretical and 

intellectual underpinnings of this research are grounded within the works of retail geographers. 

Therefore, these theoretical ideas align with an interpretative methodological approach. The 

retail-built environments are multi-faceted and multi-layered social structures that are 

deliberately designed to evoke affective properties and are implicated in consumer identity 

formation (Crewe, 2017; Goss,1993; Wrigley & Lowe, 2002). Due to the nature of this 

research, both primary and secondary data have been incorporated into this research project. 

This is because both modes of collecting data are fundamental to this research and inquiry.  

 

The qualitative research model tends to be unstructured and is concerned with text, images, 

and even sounds, whereas a quantitative research approach tends to be structured with a focus 
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on empirical facts that can be examined through numerical and statistical reasoning (Kitchin 

& Tate, 2000). Qualitative data emphasizes a natural setting, the searching for meanings, and 

rejecting natural science. Meanwhile, quantitative data is largely experimental, with the 

adoption and emphasis on natural science and scientific laws. Some geographers have argued 

that a quantitative model tends to be objective and prone to generalizations, in contrast to a 

qualitative model, which is subjective (Winchester & Rofe, 2010; Meth, 2003). As a result, for 

this research, a qualitative approach was preferable as it is inductive.  

 

This research seeks to emulate and extend the research that has already been conducted by the 

British geographer Louise Crewe and her work on fashion geographies. Her research has 

largely focused on the socio-cultural and socio-spatial practices of luxury brands and flagship 

stores in large top-tier fashion capitals of the world, such as Milan, Paris, and London (Crewe, 

2016;2017). Second-tier emerging cities such as Auckland are largely absent in this research 

space, which this thesis intends to fill, effectively making this research a case study. A case 

study can be described as research involving the study of a single unit or phenomenon to 

understand a larger set of units or phenomena (Baxter, 2010). Case studies are better 

understood as an approach to methodology rather than an actual method. It is used alongside 

and accompanies qualitative research to help with data collection (Baxter, 2010). The key 

philosophical grounding of case studies as a methodological approach is the idea that ‘one case 

study is important without having to address how it is demonstrated in other cases. For my 

research, a case study was ideal, as it is concerned with expanding the academic understanding 

of phenomena (Baxter 2010; Kitchin & Tate, 2000), which is how luxury brands and flagship 

stores manifest themselves, develop a unique identity, and embed themselves within the retail-

built environment of Auckland city. The flexible nature of case studies means that a particular 

phenomenon or issue can be explored from a range of perspectives (Kitchin & Tate, 2000). It 
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is important to note that a qualitative methodological approach essentially involves case study 

methodology and utilizes qualitative methods to collect and analyze data (Baxter, 2010).  
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3.3 Observational Analysis   

I undertook observational research in order to examine the socio-cultural characteristics and 

nature of luxury brands and flagship stores in Auckland, particularly their defining physical 

features such as distinct architecture, art, store window design and interior layout. Before I 

physically began my observational fieldwork, I generated a plan to locate and identify the 

luxury stores that were scattered in Auckland CBD. A quick Google search and review on 

Google Maps revealed the locations and sites of luxury stores. For the sake of efficiently and 

effectively carrying out an observational analysis and to guide my field notes, I divided and 

categorized the stores into ‘Section A’, ‘Section B’ and ‘Section C’. Section A included the 

luxury stores that were located on main Queen Street, which included Dior, Prada, Gucci, 

Rolex, Louis Vuitton, Bvlgari, Coach, Montblanc, and Ermenegildo Zegna. Section B was the 

site of stores located on Queen Street – Commercial Bay which included Hugo Boss, Furla, 

and Kate Spade. Section C included luxury stores that were located on Galway Street and 

Takutai Square, which included Tiffany & Co and Chanel. Additionally, this section also 

included New Zealand lifestyle brands such as Karen Walker, Deadly Ponies, and Kathryn 

Wilson. The observational fieldwork and analysis were conducted for 2 months, between April 

and May of 2021. The purpose of the observational analysis is to gather valuable information, 

with the purpose of gaining experience and value from time spent ‘on the field’. Field notes 

generated using this method help with the interpretation of the research site and location 

(Kearns, 2010). As a result, observation can be described as contextual, with the intention to 

develop a comprehensive understanding of a certain place or location across space and time by 

being directly involved in the experience (Kearns, 2010; Kitchin & Tate, 2000).  

 

I started my observations by ‘strolling’ and ‘hanging out’ (Kearns, 2010; Cook, 2005) along 

the pedestrian footpaths on Queen Street, Queen Street – Commercial Bay and Galway Street. 
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I used a field notebook or research diary (Kearns, 2010; Latham, 2003, Cook, 2005) to take my 

observation notes. During the first few weeks of my observational analysis, I focused solely on 

the exterior features and distinct architecture of the stores, which could be achieved by standing 

outside of the luxury store. It was during this time that I began to observe the store windows, 

the lighting fixtures and the type of items that were displayed and any props that were placed 

next to these items. Additionally, I noted the feelings that being present at these sites evoked, 

personally. While I did not actively make a structured effort to categorize the different types 

of individuals that were entering and coming out of the store, I did take note of basic identifiers, 

such as ethnicity, gender, and age. During this phase of the research, I also took notes and 

observed the general surroundings, taking notes on monumental sites and structures that were 

in close proximity to these luxury stores. I simultaneously took notes while walking or sitting 

on a bench located on my research site, but there were times when I had to further add or 

elaborate on my existing notes once I got back to campus from the research site.  It is 

recommended that a complete account of observations be written within a 24-hour timeframe 

while the information is still fresh (Kitchin & Tate, 2000). This type of observation can be 

characterized as an “uncontrolled observation” (Kearns, 2010, pp. 243) that still prescribes a 

structured format, although it is not confined and bound by a predetermined phenomenon 

(Kearns, 2010). Observational analysis tends to be less formal and structured than other 

qualitative methods, especially interviews (Kearns, 2010).  

 

Once observations and analysis of the exterior features of the stores were completed, I moved 

into conducting observations and examining the interior of luxury stores, particularly focusing 

on interior art and architecture, interior layout, lighting, wallpaper décor, seating arrangements, 

clothing racks, racks with accessories or clothing displayed, stand-alone accessories, display 

units, carpets, clothing items themselves, and iconography. The identification and analysis of 
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these tropes are important as they are directly involved with the formulation and the 

manifestation of different identities within the retail-built environment (Crewe, 2017; Goss, 

1993; Wrigley & Lowe, 1996; 2002). As outlined earlier, on the basis of guiding my field notes 

and to have my observations well-ordered, I had divided the sites under examination as 

‘Section A, B & C’. I first completed the observational analysis of the interiors of the stores in 

Section A before I moved on to Section B and, lastly, Section C. I employed this strategy to 

make sure that I was encapsulating, observing and noting down as much as I possibly could. 

Once I had completed my observations inside the stores, I would write down my observations 

on my field notes outside while standing outside or sometimes sitting on the public benches 

that were located in close proximity to the stores themselves. Occasionally, I would go to the 

Starbucks on Queen Street to write down my observational notes at the end of the day. There 

were very little to no obstacles and challenges in gaining access to exterior observations as all 

of the observations were done on the pedestrian footpaths, which are public spaces. However, 

as a researcher carrying out geographic inquiry and analysis, it is increasingly important to 

participate in public spaces cautiously, as sites of consumption such as retail stores and outlets 

may appear to be public spaces but are quasi-public or private spaces owned by private 

individuals and companies (Crossa, 2021; Goss, 1993).  

 

Observational analyses were performed inside the stores, focusing on the spatial organization 

and the interior layout of stores, iconographies, symbols, signs, colour, fabric, wallpaper, 

lighting, carpets and rugs, motifs, props, display units which contained luxury commodities, 

paintings and artwork, seating arrangements and furniture placements, and other features that 

were unique and store specific. As this research was conducted under the COVID-19 pandemic 

conditions, it was required to follow COVID-19 regulations, such as social distancing and mask 

requirements while inside the stores. It was not difficult to gain access inside the store, as they 
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are quasi-public spaces but are open to the public to visit. A strategy that I employed while 

taking observations within stores was to dress in luxury items myself. As someone that 

consumes luxury goods, I had a Gucci messenger bag and a Louis Vuitton belt in my 

possession. Both items had the luxury brand logos very visible. I had done so in order to ‘blend 

in’ and to effectively carry out observations which, to my surprise, proved to be successful. 

Being ‘dressed down’ could have potentially led to being placed on heavy surveillance or even 

escorted out of the store by the security, which could have been detrimental to the success of 

this research. Taking into consideration the way we dress whilst conducting observational 

analysis is important as it is a key signifier as to “who we wish to be seen as in the field” 

(Kearns, 2010, pp 251). In addition to this, I visited stores in the guise that I was looking to 

purchase items, which also afforded me time to browse around and utilize the seating areas 

within the stores without having to explain to store clerks my real motives being inside the 

store. I entered the stores as both a researcher and a consumer, as I had visited some of these 

stores before in a personal capacity. I took into consideration the spatial organization and 

general layouts of the store before observing the more specific details of the store. Notes 

generated from the observational analysis are particularly important as it leads to a wider 

understanding and reflection of the study area. They become important texts to analyze and 

elucidate. At the conclusion of my observational analysis, all the notes were typed up and kept 

digitally to refer to for the rest of this research. In conjunction with this, my field journal also 

contained sketches that I had done through observations of the interior of stores by hand. These 

sketches, which were done preliminarily, were re-sketched using Adobe Illustrator. I then 

selected four sketches, which included stores which catered exclusively to small goods, 

accessories, and jewellery, such as Tiffany & Co. and Bulgari. I also included the interior 

layouts of the Dior and Gucci stores, as they offered a full range of commodities, from haute 

couture, ready-to-wear, accessories, jewellery, leather goods and handbags of all sizes. The 
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interior store layouts for Tiffany & Co. and Bulgari were vastly different to the interior layouts 

of the Dior and Gucci stores. These sketches were particularly important in illustrating the 

interior layout of stores. Observational analysis has been particularly essential in interpreting 

the various ways physical materials manifest themselves socio-culturally and socio-spatially 

within the retail built-environment and analyzing the different ways identity formation can be 

understood through the luxury stores’ defining features (Crewe, 2017).  
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3.4 Visual Methodologies 

Visual methods were a key component of this research and were complementary to my 

observational analysis. The utilization of this method was especially important, as it was used 

to interpret and evaluate the defining physical features of luxury stores, particularly the exterior 

architecture and store windows (Crewe, 2017). I had taken exterior photographs of several 

luxury stores and flagship stores throughout my research sites. These photos were taken 

between April and May 2021 and December 2021. Photographs that were taken between April 

and May of 2021 were done simultaneously while doing my observational analysis. 

Photographs were taken on my phone. They were taken while ‘strolling’ and ‘hanging out’ 

(Kearns, 2010) at my research sites during the daytime. Employing self-directed photography 

avoids the issues that arise from having to view and represent the opinion of another individual 

(Crang, 2009). Photography can be an increasingly powerful tool as it can reveal the ‘fantasies’ 

(Crang, 2009), the ’magic and carnivalesque’ (Goss, 1993; Wrigley & Lowe, 1996; Latham, 

2003), of socio-cultural practices. A total of 121 photographs were taken, and I selected 26 to 

feature in the write-up of this thesis. I made sure that I was selecting a range of photographs 

that encapsulate the key defining architectural features and visibly show the store windows.  

 

Photography tends to communicate the “performative possibilities of research” (Hall, 2015, 

pp. 329), and photographs allow one to capture and interpret the presence of a place (Crang, 

2009). I used photographs in my research because it is an effective way to communicate the 

various ways architecture and store windows facilitate the development of socio-cultural 

realities and the manifestation of globalized luxury brands and their relationship within 

Auckland’s retail space. Photographs can be an effective way to display the different ways the 

landscapes have changed and developed (Hoggart, Lees, & Davies, 2002). Additionally, visual 

methods encourage performative, creative and active participation in environments and can 
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also be seen as a representational method which helps shape certain cultural meanings (Hall, 

2015; Rose, 2008). This approach affords the researcher to take photographs of phenomena in 

an unplanned and spontaneous manner to discover new observations, viewpoints, and 

interpretations (Langmann & Pick, 2018). Importantly, analyzing and interpreting photographs 

provides the researcher with an opportunity to make connections between architecture and 

luxury retail (Crewe, 2017; Wrigley & Lowe, 1996;2002, Paris, 2018, Dion & Arnould, 2011, 

Kastner, 2014; Goss, 1993).  
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3.5 Secondary sources and data 

Secondary data was also utilized in this research, especially to complement the analysis and 

examination of the changing nature of global luxury brands and their global store networks and 

online presence. I collected research reports, quarterly reports, and annual reports specific to 

the luxury industry from corporate firms, such as Deloitte, Boston Consulting Group, 

McKinsey and Company, and Bain and Company. These firms are leading financial and 

property firms which provide market analysis and commentary on the luxury goods sector. 

These reports are available to the public and can be accessed through the firms’ websites. The 

information extracted from the annual reports of Deloitte, Boston Consulting Group, McKinsey 

and Company, and Bain and Company were important as they were used to construct tables 

that highlight the global outreach of luxury brands and to compare them with the New Zealand 

luxury market. These reports were also used to develop a broad narrative of major trends in the 

luxury brands sector. Annual reports and market research reports were also extracted from 

luxury fashion conglomerates such as LVMH (the holding company for Louis Vuitton, Dior, 

Bulgari, and Tiffany & Co), and Kering (the holding company for Gucci) and, Richemont (the 

holding company for Montblanc). These reports were accessed through the conglomerate’s 

website under the reports sub-section. All secondary sources that were gathered for this 

research were “open-published” (Kitchin & Tate, 2000, pp. 226) and were freely available for 

public access.  

 

As part of my analysis of luxury stores, I also interpreted and analyzed luxury store websites 

themselves, focusing on aspects that included imagery, representation, celebrity collaborations, 

and prices. I focused on the websites of the luxury stores that are available in Auckland rather 

than analyzing luxury stores that were not present. Whilst doing this, I took the opportunity to 

compare and contrast luxury websites with each other to analyze the similarities and 
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differences. I entered keywords as text and then generated a world cloud diagram using 

WordClouds.com 

 

I noticed that some luxury websites did have a New Zealand domain (.nz), while others were 

redirected to their original domains, and some were redirected automatically to an Australian 

domain (.au). Furthermore, I gathered information from New Zealand-based magazines, which 

were accessed digitally. These magazines included VIVA, Remix Magazine, and Fashion 

Quarterly. I engaged with these resources in order to immerse myself in the images and cultural 

references that they employed. This process equipped me with the tropes employed by luxury 

brands and fashion and, in effect, aided my capacity to observe and reflect on the socio-cultural 

dimensions of the luxury stores in Auckland. The imagery on these magazines was also 

examined as they were important in making connections between luxury brands and their 

online presence. Aitken and Craine (2005) summarize that imagery “are important cultural 

signifiers that, when interpreted, reveal social attitudes and material processes where ideologies 

are transformed into concrete material forms” (Aitken and Craine, 2005, pp. 256). Magazines 

can be used qualitatively and are important sources of information as they can communicate a 

topic through a locally based lens (Clark, 2005). Kitchin and Tate (2000) argue that before 

accessing and interpreting secondary sources, it is important to take into consideration their 

authenticity, credibility, representativeness, and meaning. Throughout this research, I have 

carefully sourced secondary information taking into account its authenticity and credibility. I 

adopted a ‘reflexive researcher’ approach (Waitt, 2010; Hay, 2010) by suspending pre-existing 

categories (Wait, 2010). This approach was employed to familiarize myself and critically think 

about the social context of the texts that I had selected. 
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My analysis was specifically concerned with the spatial distribution of luxury stores in 

Auckland. In particular, I was interested in patterns of locational clustering and the potential 

emergence of so-called branded streets (see  REFS). Using store locational data, I generated 

maps using the GIS software. A map was utilized to identify and examine the spatial 

distribution of luxury brands and flagship stores within Auckland. They were effective in 

highlighting the locations of luxury retail outlets and their position within the city. As Google 

Maps already contained the research site and the store addresses, it was a simple task to transfer 

an existing map onto the GIS software to generate a map that focused on the spatial distribution 

and manifestation of stores across my research site. It also contained street names and included 

other prestigious sites that were near these luxury stores. Similarly, Wrigley and Lowe’s (2002) 

work on retailing and consumption spaces uses maps to describe, interpret and analyze the 

’branded street’. Maps also afford the researcher to think socio-spatially to analyze space, 

place, and social markers in a holistic manner (Steinberg & Steinberg, 2015). I entered my 

research site on Queen Street, Queen Street-Commercial Bay, and Galway Street-Takutai 

Square without a traditional hypothesis; instead, the research site gave rise to ideas organically. 
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3.6 Conclusion  

To highlight the socio-cultural practices of luxury brands and flagship stores in Auckland, this 

research adopted a qualitative approach to examine the manifestation of social and cultural 

features within the retail-built environment and its importance and facilitation of the 

development of identities within space. This approach was essential in this research as it 

foregrounds the and seeks to address the social structures that exist within space and addresses 

the experiences of individuals within these retail spaces. An observational analysis was 

conducted to evaluate the defining features of luxury brands, such as their physical features, 

distinct monumental architecture, interior, interior layout, store window design and art. To 

facilitate these observations, visual methodologies were utilized to identify the spatial 

distribution of luxury brands and flagship stores within Auckland. This research also utilized 

secondary sources and data such as luxury websites, corporate reports, and New Zealand-based 

magazines to examine global luxury brands in terms of their global store networks and online 

presence.  
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Chapter Four: Global network of luxury brands and their online presence 

4.1 Introduction 

This chapter examines the changing nature of global luxury brands in terms of their global 

store networks. In recent years luxury brands have expanded geographically due to the 

advancements in technology and the adoption of digital platforms. Another driving factor for 

this expansion is an increase in the consumption of luxury goods and services in Asia, 

particularly in China, which has also observed an increase in the number of wealthy individuals 

(Crewe, 2016). Through this expansion, luxury brands have been able to establish their strong 

European heritage and roots in foreign markets and have also attracted a younger generation 

of consumers (Kapferer, 2016). This chapter also examines the different tropes that have 

emerged through an analysis of the online presence and websites of some of the top-performing 

luxury brands such as Gucci, Louis Vuitton, Dior, Prada, Tiffany & Co, Bvlgari and 

Montblanc. While each brand mobilizes heritage, history, and exclusivity, each performs and 

highlights its distinct heritage and exclusivity in different ways.  
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4.2 Luxury and its global outreach 

Fashion is often assumed to be relegated to fabric, material, and clothing (Crewe, 2017); 

however, fashion is more than just clothing, “fashion is in the sky, in the street. It has to do 

with ideas, with the way we live” (McKinsey & Company, 2012). Luxury brands are associated 

with lifestyles, and as a result, it provides growth opportunities to luxury brands. The imagery 

that luxury brands produce communicates the lifestyle that they are trying to portray, and this 

transcends just the commodities and products (McKinsey & Company, 2012). Luxury brands 

provide iconic features within the cities they adorn, providing leisure activities and attractive 

streetscapes, and their commodities appear as prestigious props (McKinsey & Company, 

2012). A ‘luxury lifestyle’ can also be defined as “a way of living, a set of attitudes, and values, 

or specific consumption habits (McKinsey & Company, 2013). The luxury goods market has 

undergone a revolution in the last two decades, mainly due to an evolving and diverse 

consumer, different economic trends, and the intensification of digital platforms (Deloitte, 

2018). These changes in the luxury market have led to a competitive landscape in which 

traditional methods often employed by luxury brands have come under threat (Deloitte, 2018). 

The unique nature of luxury brands is that they can withstand economic crises and downturns 

(Crewe, 2016) and have a proven reputation for reinventing and innovating their brands to meet 

the needs of the contemporary consumer (McKinsey & Company, 2020). The combined sales 

of luxury goods in 2020 were USD 252 billion (Deloitte, 2020). This is a growth from the 

combined sales of luxury goods in 2015, which were USD 212 billion (Deloitte, 2017). Luxury 

goods and services are a global phenomenon; traditionally, Europe and North America, 

particularly the United States, have dominated the sector; however, in recent years, demand for 

luxury goods and services has increased in Asia, Latin America, Africa, and the Middle East 

(Deloitte, 2018) 
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Table 4.1 Top performing luxury brands and their global sales 

Company name Notable brands 

2019 Luxury goods 

sales (US$M) 

(Deloitte, 2020). 

2019 total revenue 

(US$M) (Deloitte, 

2020). 

LVMH 
Louis Vuitton, Dior, 

Bvlgari, 
37, 468 60,069 

Kering Gucci 17,777 17,777 

Richemont Montblanc, 13,822 16,188 

Chanel Limited Chanel 12, 273 12, 273 

Rolex SA Rolex 6,741 6,741 

Tapestry, Inc Coach, Kate Spade NY 6,027 6,027 

Tiffany & Co* Tiffany & Co. 4,442 4,442 

Prada Group Prada 3,610 3,610 

Hugo Boss AG Hugo Boss 3,228 3,228 

Ermenegildo Zegna 

Holdiatalia SpA 
Ermenegildo Zegna 1,509 1,509 

Source: Deloitte 2020 

*Sale and revenue numbers include other brands that listed companies currently hold. 

*Tiffany & Co sales and revenue were separate from LVMH in 2019; the company was 

acquired by LVMH in 2021 (LVMH, 2021).  

 

Table 4.1 shows luxury sales and revenue of the top-performing brands in the sector in 2019. 

The largest luxury goods sales and revenue were from LVMH, the holding company for brands 

such as Louis Vuitton, Dior, and Bvlgari, which saw sales of USD 37.4 billion and total revenue 

of USD 60.0 billion. LVMH is the largest luxury company in the world, with the ownership of 

75 luxury brands (Deloitte, 2020). Kering, the holding company for Gucci, had total sales of 

USD 17.7 billion and total revenue of 17.7 billion. Richemont, the holding company for luxury 

brand Montblanc observed sales of USD 13.8 billion, whereas Chanel Limited, which is the 

holding company for Chanel, saw total sales of approximately USD 12.2 billion and total 

revenue of USD 12.2 billion. Rolex SA, which owns watch-maker Rolex, had sales of around 
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USD 6.7 billion and total revenue of the same amount. American holding company Tapestry, 

Inc, which currently has luxury brands Coach and Kate Spade NY under its ownership, also 

saw total sales of USD 6.0 billion and total revenue of USD 6.0 billion (Deloitte, 2020). Tiffany 

& Co. had total sales of USD 4.4 billion, and Prada Group, the holding company for Prada, 

saw sales of around USD 3.6 billion and total revenue of the same amount. Hugo Boss AG, 

which owns Hugo Boss, saw sales of USD 3.2 billion and total revenue of USD 3.2 billion. 

Ermenegildo Zegna Holdiatalia SpA, which is the holding company for the luxury brand 

Ermenegildo Zegna saw total sales of approximately USD 1.5 billion and total revenue of USD 

1.5 billion. 

 

French-based luxury companies such as LVMH and Kering outperformed companies from 

other countries, and as a result, French companies are the largest luxury commodities 

companies in the world. Hugo Boss remains one of the most popular brands from Germany. 

Italy is home to the greatest number of luxury brands, approximately 24; although smaller on 

average, they continue to operate as family-owned firms, such as Prada. Italy is renowned for 

its heritage, tradition, and craftsmanship and the “Made in Italy” logo remains a popular 

signifier of luxury goods worldwide. Approximately 40% of the global production of luxury 

commodities occurs in Italian factories, which continue to be owned and operated by some 

families which have continued their brand tradition (McKinsey & Company, 2020). These 

family-owned luxury brands rigorously communicate their heritage and brand values through 

their designs and emphasise their founders' importance (Deloitte, 2020). Switzerland is also 

home to popular brands, particularly Richemont, which is the holding company for Montblanc, 

and it is also home to watchmaker Rolex. Switzerland remains one of the most popular 

watchmaking countries in the world (Deloitte, 2020). Luxury brand Burberry is native to the 

United Kingdom, with the luxury brand being the top-performing British luxury brand in the 
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world (Deloitte, 2020). LVMH is a family-operated luxury conglomerate, which since 1987, it 

has been led by the patriarch of the family, Bernard Arnault (LVMH, 2021). Currently, it 

operates 75 luxury Maisons across different segments such as wines and spirits, selective 

retailing, watches and jewellery, perfumes and cosmetics, and fashion and leather goods 

(LVMH, 2021). Kering increased its global network outreach by opening a new hub in the 

Northern Italian town of Trecate. The new global logistics hub will supply retail stores and e-

commerce globally and will dramatically increase its logistical shipping networks (Kering, 

2021). Kering has also seen an increase in revenue in the Asia-Pacific region, especially 

mainland China, whereas sales in Australia and Hong Kong have decreased (Kering, 2021). 

 

Table 4.2: Classification of top-performing luxury brands based on their historical 

information and origins 

Name of brand Date Founded Founder Country of Origin 

Tiffany & Co. 1837 
Charles Lewis Tiffany 

John B. Young 
USA 

Louis Vuitton  1854 
Louis Vuitton 

(Designer) 
France  

Bvlgari  1884 Sotirios Voulgaris Italy 

Rolex 1905 
Hans Wilsdorf 

Alfred Davis 
Switzerland 

Montblanc 1906 
Alfred Nehemias 

August Eberstein 
Germany 

Chanel 1910 Coco Chanel France 

Ermenegildo Zegna 1910 Ermenegildo Zegna Italy  

Prada 1913 Mario Prada Italy  

Gucci  1921 Guccio Gucci  Italy  
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   Source: a variety of luxury brands and company websites.  

 

Table 4.2 lists the top-performing brands and the date they were founded, their founders and 

the country of origin. This table is highly important as it highlights the historical underpinnings 

of these luxury brands and their close ancestral association with their countries of origin, which 

are largely concentrated in Europe and the USA. Three of the oldest luxury brands were 

founded in the 19th century, including Tiffany & Co. in 1837, which was founded by Charles 

Lewis Tiffany and John B. Young in the USA. Louis Vuitton was founded in 1854 by its 

namesake designer Louis Vuitton in France. Bvlgari was founded in Italy in 1884 by Sotirios 

Voulgaris. Meanwhile, Rolex, Montblanc, Chanel, Ermenegildo Zegna, and Prada were all 

established in Europe in the early 20th century. Gucci was founded by Guccio Gucci in 1921 in 

Italy; Hugo Boss was founded in 1924 in Germany by the designer Hugo Boss. Furla was also 

founded in the 1920s by Aldo Furlanetto in Italy. In 1941 Coach was founded by Lillian Cahn 

and Miles Cahn in the USA, and Dior was founded in 1946 by the designer Christian Dior in 

France. Kate Spade NY is the latest luxury brand to be founded in 1993 in the USA by the 

designer Kate Spade. This table is important in showcasing the geography of the luxury brand's 

origins and their historical nature.  

 

LVMH sales were driven mainly by its iconic brands, such as Louis Vuitton and Dior, with the 

majority of its sales coming from the leather goods segment. The second segment contributing 

to LVMH’s sales was the beauty segment, particularly driven by consumption in Asia, 

Hugo Boss 1924 
Hugo Boss  

(Designer) 
Germany 

Furla   1927 Aldo Furlanetto Italy 

Coach 1941 
Lillian Cahn 

Miles Cahn 
USA 

Dior 1946 Christian Dior  France  

Kate Spade NY 1993 Kate Spade USA  



 69 
 
 

especially China. The jewellery segment, notably Bvlgari, saw sales increase in Europe and 

Asia (Deloitte, 2020). In 2020, LVMH acquired the iconic American luxury brand Tiffany & 

Co. for approximately USD 16.3 billion (Deloitte, 2020). Kering, the holding company for the 

Gucci luxury brand, also saw an increase in its sales; about 63% of its total sales came from 

Gucci, with 85% of its total sales coming directly from its stores (Deloitte, 2020). Regarding 

the type of commodities purchased, accessories remained the most popular purchased category, 

accounting for approximately “one-third of the total personal luxury goods market” (Bain & 

Company, 2018). Accessories, shoes, and jewellery outperformed all other categories in 2021; 

accessories reached an approximately 62 billion euros in sales, and shoes reached 23 billion 

euros due to a shift in wearing more casual footwear, whereas jewellery had sales of 

approximately 22 billion euros due to a growth in emerging markets and the introduction of 

unisex jewellery lines by luxury brands, and through online platforms (Bain & Company, 

2021). The personal luxury goods market increased to approximately 260 billion euros, a 

record increase. Globally, luxury goods and services consumption increased throughout most 

regions (Bain & Company, 2018). Table 4.3 highlights luxury brands and the number of stores 

globally, German luxury brand Hugo Boss has the most stores globally as of 2021, with 

approximately 1,228 stores worldwide (Hugo Boss, 2021). This number is followed by Coach 

with 986 stores, Montblanc with 638 stores and Prada with 635 stores globally. Gucci operates 

501 stores worldwide, Louis Vuitton has 460 stores, and Furla has 457 stores operating 

globally. American luxury brand Kate Spade NY has an international network of 

approximately 407 stores, Tiffany & Co. has 326 stores in operation across the globe, while 

Italian luxury brand Ermenegildo Zegna has 311 stores across the world. Chanel has 310 stores, 

Bvlgari not far behind with 300 stores and Dior with approximately 210 stores internationally. 

Rolex does not operate individual stores. Instead, they retail their commodities through 

authorized retailers throughout the world. This table highlights that from their domestic base, 
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luxury brands have developed global networks of stores. These networks are extensive, from 

several hundred to thousands. They represent a mass rollout of a luxury brand. This strategy is 

designed to access new markets, but it ruins the risk of diminishing the exclusivity of the brand.  

 

Table 4.3: Luxury brands and the number and the number of stores globally 

 Source: a variety of luxury brands and company websites. 

*Rolex does not own any stores; they sell through authorized retailers.  

 

In the United States, the consumption of luxury goods is increasing and remains one of the 

largest luxury markets in the world. The luxury landscape in the US is incredibly competitive, 

with many domestic and international luxury brands being located throughout the United States 

(Deloitte, 2018). The luxury market in Latin America is uncertain due to economic uncertainty, 

natural disasters, and worsening US protectionism; however, the luxury market in Mexico has 

seen a favourable increase, while the luxury market in Brazil is expected to grow gradually 

Brand Number of stores globally as of 2021 

Louis Vuitton 460 

Gucci 501 

Dior 210 

Bvlgari 300 

Tiffany & Co. 326 

Montblanc 638 

Coach 986 

Kate Spade NY 407 

Chanel 310 

Prada 635 

Ermenegildo Zegna 311 

Rolex* 1, 816* 

Hugo Boss 1, 228 

Furla 457 
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(Deloitte, 2020). The increase in luxury consumption has also largely been fueled by home-

based consumption in China and the US, where purchases made locally have increased by 50-

60%, and purchases from tourists have declined to a record low of 80-90% (Bain & Company, 

2021). In 2017, American luxury brand Coach led an acquisition of its fellow American luxury 

brand Kate Spade NY for USD 2.4 billion while also changing its name to Tapestry (Deloitte, 

2018). Livestreaming of luxury commodities has also increased, mainly because streamers in 

China and the United States see live streaming as an appropriate tool to view, select and engage 

with luxury goods and services (Boston Consulting Group, 2021).  

 

Geographically, Europe, specifically Western Europe, has seen an increase in revenue within 

the luxury sector. These revenues are boosted by a strong tourism sector in France and Spain. 

Due to the strengthening of the euro, the prices for luxury goods have increased. As a result, 

an increase of 13.5% has been observed in Italy and France (Deloitte, 2018). Local demand for 

luxury consumption in Germany has increased, primarily due to a strong economy (Deloitte, 

2018). Millennial consumers are accelerating growth in the region throughout Europe 

(Deloitte, 2018). Luxury consumers in Europe were mainly purchasing goods locally. This 

trend was also observed in the Russian luxury market, which had Russian luxury consumers 

increasingly purchasing products locally (Bain & Company, 2021). The UK luxury market is 

uncertain, mainly due to the political instability brought by Brexit. However, luxury consumers 

in the UK are restricting their purchases overseas and purchasing luxury commodities within 

the UK. Many shoppers are flocking to London as luxury goods are significantly cheaper 

compared to other cities. As a result, the UK is becoming an affordable place for the luxury 

market (Deloitte, 2018). Luxury watchmaker Rolex, based in Switzerland, saw an increase in 

sales, with total sales for 2019 amounting to USD 6.7 billion. In contrast, total sales for Tiffany 

& Co. remained similar to the sales from the previous year at USD 4.4 billion. German-based 
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luxury retailer Hugo Boss had an increase in sales, raking in approximately USD 3.2 billion, 

whereas sales for Italian luxury brand Furla decreased to USD 562 million (Deloitte, 2020). 

An increase in the consumption of luxury watches has been observed; Switzerland, one of the 

world's largest luxury watchmakers, has seen exports rise due to a demand in the consumption 

of watches in China, particularly mechanical watches amongst millennials (Deloitte, 2018). 

Luxury brands are increasingly looking into different ways to connect to the consumer more 

emotionally (Bain & Company, 2019). The modern-day luxury consumer has transformed from 

just mere consumers of luxury products to being active members of luxury consumption by 

judging, observing, and interacting with the brand on a more emotional level, particularly 

among the younger consumers who are increasingly global and vocal (Bain & Company, 

2019). Reaching out to younger generations is vital for the survival and continuation of luxury 

brands (Deloitte, 2018). 

 

The COVID-19 pandemic has been a defining moment for luxury brands; while the luxury 

brands have experienced challenges throughout the pandemic, the luxury sector is on its way 

to recovery, highlighting its continued resilience. However, more importantly, the pandemic 

highlights the expanding nature and diversification of luxury consumers who seek products 

that advocate for their values, personalized commodities and, most importantly, accessing 

brands aligned with the social issues that are most important to them (Bain & Company, 2021). 

As many stores closed due to the COVID-19 pandemic, luxury brands began relying heavily 

on e-commerce and digital platforms (McKinsey & Company, 2020). The French luxury 

conglomerate LVMH began to assist local authorities amidst the ongoing COVID-19 pandemic 

by producing and supplying face masks, scrubs, and hand sanitisers (LVMH, 2020). After a 

decline in sales in 2020 due to the disruptions brought by the COVID-19 pandemic, sales have 

increased and are due to surpass pre-COVID records. The total revenue generated by the luxury 
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market has grown to 283 billion euros (Bain & Company, 2021). Due to the COVID-19 

pandemic, the adoption of online platforms by both the luxury brands and the consumer has 

increased tremendously; as a result, luxury brands are investing in technology more rapidly 

(Deloitte, 2020). Many luxury brands use a range of technological channels to promote their 

brand and brand image, accelerated by a heavy reliance on technology due to the COVID-19 

pandemic. One of the largest luxury conglomerates, LVMH, the holding company for the 

luxury brand Louis Vuitton, took customers on a virtual tour inside the Foundation Louis 

Vuitton, featuring exhibitions. Gucci developed an app to connect with its customers during 

the pandemic (Deloitte, 2020).  

 

While luxury brands cater to and are designed for a particular type of consumer, it is 

increasingly global and is often associated with global travel. Approximately 30% of revenues 

generated are from international travellers buying commodities outside of their homelands 

(McKinsey & Company, 2020). Chinese consumers in 2018 took about 150 million 

international trips, with almost half of China’s luxury spending coming from outside of China 

(McKinsey & Company, 2020). It is predicted that Chinese consumers will roughly account 

for 46% of the entire global market by 2025. Approximately half will account for purchases 

made in China (Bain & Company, 2018). Chinese consumers are seen as impulse buyers and 

are often influenced by purchasing luxury goods through word of mouth; approximately “30% 

of luxury purchases are directly influenced by word of mouth from family and friends” 

(McKinsey & Company, 2017, pp. 4). Chinese luxury consumers are increasingly global and 

often travel overseas to shop for luxury items. They are also dissatisfied with the expensive 

prices of the same products that may be cheaper in countries outside of China (McKinsey & 

Company, 2017). Global luxury spending for Chinese consumers continues to rise, accounting 

for an estimated 33% of the total revenue (Bain & Company, 2018). Market analysis of the 
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luxury goods and services sector indicates that by 2025, growth in the consumption of luxury 

commodities will be fueled by wealthy individuals or ultra-high-net-worth individuals in Asia 

and the Americas looking to purchase luxury goods to enhance their social standing (Bain & 

Company, 2019). Another group which will fuel this growth is middle-class consumers, 

particularly in Asia, who have an appetite for luxury commodities (Bain & Company, 2019). 

Wealthy Chinese consumers will become a driving force for the luxury market by 2025 

(McKinsey & Company, 2017). Asia has remained the top market for luxury goods since 2020, 

followed by the Americas and then Europe (Bain & Company, 2021). Consumption and growth 

of luxury goods in these new and emerging markets have been facilitated by “supply chain 

leadership, technological innovation and international investment” (Deloitte, 2018, pp. 5).  

 

The luxury market doubled in China in 2021 due to Chinese consumers making their purchases 

within large cities in China. In contrast, in the United States, consumption of luxury goods in 

second-tier cities and suburban areas such as Denver and Austin have increased (Bain & 

Company, 2021). An increase in sales is also due to the growth of the luxury market within 

countries in the Middle East, notably Saudi Arabia and Dubai (Bain & Company, 2021). The 

sale of luxury goods and commodities in North and South America grew to 80 billion euros, 

primarily due to luxury consumers having disposable income, particularly in the United States. 

However, due to the strong US dollar, many tourists, particularly from Asia and Latin America, 

had limited purchasing power (Bain & Company, 2018). Purchasing luxury commodities in 

the country the brands were founded in evokes a sense of authenticity (McKinsey & Company, 

2020). Luxury brands have placed importance on and emphasized their prestige, identity, and 

exclusivity; however, due to the changing nature of retailing, luxury brands have had no choice 

but to communicate with consumers through social media platforms (Deloitte, 2018). For 

luxury brands to remain scarce and to maintain their prestige, luxury brands have significantly 
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reduced the number of entry-level commodities, strategically kept a physical distance from 

outlet stores within major city centres and have placed more expensive and iconic products on 

their shelves (Deloitte, 2018). To maintain exclusivity, Dior has only held sales two times a 

year and holding sales inside its flagship stores is strictly prohibited (Deloitte, 2018). Luxury 

brand commodities are not mass-produced, and this is a strategy employed to limit their 

availability to maintain the brands’ identity and exclusivity (Deloitte, 2018). The fastest-

growing luxury market is China, largely due to an increase in wealthy individuals and a middle-

class with an appetite for luxury consumption. Chinese luxury consumers make up one of the 

world's largest luxury goods consumer groups. The purchasing power of the younger 

generations, particularly Millennials and Generation Z, are some of the factors. Additionally, 

Europe and the United States are Chinese consumers' most popular destinations for luxury 

shopping (Deloitte, 2020). “Chinese urban elites are making their voices heard through their 

social media activities and purchasing decisions” (Luxury Institute, 2020, pp. 1). One of the 

ways luxury brands can attract more Chinese consumers is through the affective ways brands 

can design stores. To appeal to a highly demanding consumer, luxury stores will need to 

develop unique and captivating store designs (McKinsey & Company, 2017).  

 

The rapid digitalization has caused anxiety for luxury brands, particularly as social media was 

seen as a “mass market” however, in recent years, it has become a powerful marketing tool 

(Deloitte, 2018). A large proportion of luxury consumers are opting to shop online. It accounts 

for approximately 10% of all luxury sales; these commodities were largely purchased from the 

luxury brand's websites (Bain & Company, 2018). Luxury brands have taken a rigorous 

approach in their adoption of digital strategies to enhance their brands and are increasingly 

employing artificial intelligence to improve consumer experiences. Luxury holding company 

LVMH launched a “virtual advisor” on Facebook Messenger for its clients, allowing customers 
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to view the brand history, request information on commodities, and provide general customer 

service and advice (Deloitte, 2018). In an increasingly virtualized world, luxury brands are 

aligning themselves and exploring ideas to engage more widely and concretely with the virtual 

reality industry, particularly gaming and Non-Fungible Tokens (NFTs); one-third of online 

gamers are aged between 21 to 35 (Boston Consulting Group, 2021). Burberry has utilized 

Apple’s 3D tool ARkit to showcase its brand history through storytelling (Deloitte, 2018). In 

2017, Gucci installed art galleries inside its flagship stores and began to establish online stores 

in emerging markets such as the Middle East and China (Deloitte, 2018). For Gucci’s 2018 

spring collection, its campaign ads featured virtual reality and code scanning ads (Deloitte, 

2018).  
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4.3 Enacting luxury in an online age 

Advancements in digital technology have created “new spaces of fashion consumption that are 

unpreceded in their levels of ubiquity, immersion, fluidity, and interactivity” (Crewe, 2017, pp. 

130). The interweaving of high fashion and technology reflects the hybridity that is developed 

as luxury brands continue to maintain cultural capital through virtual spaces. These virtual 

spaces, particularly the internet, are establishing a new order in creation and in connectedness 

with the consumer (Crewe, 2017). The online presence of the luxury brands such as Gucci, 

Dior, Prada, Montblanc, Bvlgari, Louis Vuitton, and Tiffany & Co. have been analysed through 

their global websites. The front webpage of the Gucci website (Accessed in February 2022) 

features a campaign ad which is titled ‘Fashioning Masculinities’(see Figure 4.1) (Gucci, 

2022), which depicts an exhibition within an art gallery. The displays included within the 

exhibition include headless mannequins lined on a pedestal, wearing a tailored Gucci haute 

couture outfit. It also features picture frames and large screens which also feature men dressed 

in Gucci ready-to-wear outfits which have the iconic Gucci logo tailored onto them. The 

exhibition is a celebration of male identities, and the masculine outfits reflect these identities 

and encapsulate the historic nature of the ways masculinity has been constructed and 

performed. The tailored suits are displayed as historical treasures and highlight the revolution 

in men’s fashion but also indicate the incorporation of historic designs into contemporary 

designs, which reflect the interweaving of the past and the present and accentuate the brand's 

heritage and prestige. Similarly, the Louis Vuitton’s front webpage opens to the virtual ad of 

the ‘Women’s Fall-Winter 2022 Fashion Show’ (see Figure 4.1), which depicts models on 

runways displaying Louis Vuitton’s seasonal line inside the Musee d’Orsay museum in Paris 

(Louis Vuitton, 2022). One of the unique features of luxury brands is that their celebration and 

association with heritage and history are not only translated within the monumental buildings 

that they occupy, but this sense of heritage, history and rarity is also reflected and enacted 
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within its online presence. Websites afford luxury brands the opportunity to interweave 

technology, history, and culture (Crewe, 2017). The Gucci website (Gucci, 2022) also features 

popular American singer and rapper Snoop Dogg (see Figure 11) with two other individuals 

dressed in a tailored man's suit on a table decorated with Gucci homeware and fine chinaware 

(Gucci, NZ, 2022). Similarly, the Louis Vuitton jewellery tab front cover features the Swedish 

actress Alicia Vikander (see Figure 4.1), garnished and posing in a Louis Vuitton necklace set. 

Featuring celebrities in online ads reflects the luxury brand's desire to project its brand's 

personality to align it with popular culture and to raise continued awareness of the brand. 

 

Figure 4.1: Top from left; Gucci’s ‘Fashion Masculinities’ exhibition, singer and rapper 

Snoop Dogg dressed in a tailored Gucci suit, Louis Vuitton fall-winter fashion show, actress 
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Alicia Vikander Louis Vuitton jewellery, Dior’s homeware line, iconic British ‘London 

Guard Gaston’ figurine by Louis Vuitton (Louis Vuitton, 2022; Gucci, 2022; Dior, 2022). 

 

 As brands are aspirational commodities (Kapferer & Bastein, 2012), many individuals look up 

to celebrities as role models. To see celebrities dressed in luxury commodities is likely to 

increase and enhance the consumption of the brand by the fans and admirers of the celebrity. 

The Dior website also features a homeware collection (see Figure 4.1) under its ‘Home’ tab, 

which is located within the ‘Art of Living’ tab (Louis Vuitton, 2022), which specializes in 

furniture, chinaware and dining equipment and decorative objects such as vases, lanterns, and 

beach mats. By having these options and going beyond fashion, it highlights that the brand is 

committed to serving and cultivating a ‘lifestyle’. Offering dinnerware and chinaware as part 

of its brand commodities, Louis Vuitton is communicating, and, in a way, it is moving out of 

your closet and into your dining space and kitchen. It accentuates the notion that the 

commodities are increasingly personalized and that it is a part of intimate moments such as 

preparing a dish or having a private conversation in the dining room. Louis Vuitton, much like 

other luxury brands, is described as heritage brands where history cultivates this idea of 

exclusivity, which is reflected throughout the brand's online presence. Louis Vuitton also sells 

small accessories such as figurines, one of its custom-made figurines, which retail for $3,150 

NZD (Louis Vuitton, 2022), features a Queen’s Guard dressed in customary royal uniform 

called the ‘London Guard Gaston’(see Figure 4.1). This further highlights Louis Vuitton’s 

commitment to history and heritage by associating with a highly visible division of the British 

monarchy and royalty, which is known for its long, historic, and traditional continuation.  

 

The online presence of luxury brands also highlights and reflects their exclusive and expensive 

nature. The Gucci ‘Horsebit 1955 shoulder bag’ (see Figure 4.2) (Gucci NZ, 2022) is so 

expensive that the website does not feature its price tag, it redirects you to its information page, 
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which requires you to enter your personal details and once that is actioned, it leaves you with 

a note stating that a store ambassador will be in touch. Similarly, the price for the Louis Vuitton 

‘City Steamer PM’ handbag (see Figure 4.2), which is part of its exotic leather bags collection, 

is described as an ‘heirloom-quality piece’ and inspired by a Louis Vuitton handbag which was 

originally designed in 1901 is made from python leather and goatskin lining (Louis Vuitton, 

2022). This handbag is also too expensive to have its price tag available, it is so rare and 

exclusive that in order to gather any information about the handbag, Louis Vuitton requires 

you to ‘call for inquiry’ (Louis Vuitton, 2022). Both the Gucci ‘Horsebit 1955 shoulder bag’ 

and the Louis Vuitton ‘Steamer PM’ handbag highlight the calibre and craftsmanship of luxury 

brands and luxury commodities. It also empathizes its heritage and premium quality by re-

introducing handbag lines from the early-mid 20th centuries. Louis Vuitton also retails its 

‘Fornasetti Mural’ (see Figure 4.2) plate set online, which depicts Greek gods and mythological 

figures as motifs on the front of plates which are designed using porcelain and metal (Louis 

Vuitton, 2022). The digital luxury space can be described as “heterotopias that contract, 

neutralize, invert, and reflect sets of relations” (Crewe, 2017, pp. 135). By retailing these 

commodities through its online platform, Louis Vuitton is aligning their fashion brand as a 

historic brand. By paying homage and reverberating figures and thoughts from the antiquity 

period, the brand is evoking a sense of myth and magic. The notion of myth and magic is also 

accentuated through Dior’s website (Dior, 2022), which features the founder Christian Dior’s 

ancestral home, ‘The Villa in Granville’(see Figure 4.2). It highlights the villa as the birthplace 

of artistic prowess, a place of paradise and nostalgia. The elegance of Christian Dior’s ancestral 

home is also depicted through the elegance of the luxury brand’s commodities. The ‘La Maison 

Dior’ tab on Dior’s website takes the viewer through the history of Villa Granville and its 

sophisticated and timeless gardens (Dior, 2022). 
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Figure 4.2: Top from left; Prada’s America’s Cup apparel collection, the exclusive Gucci 

Horsebit 1955 shoulder bag, the Louis Vuitton ‘City Steamer PM’ and ‘Fornasetti Mura’ 

plates, Christian Dior’s ancestral home, the ‘Villa in Granville’, Louis Vuitton’s travel and 

lifestyle book ‘Mediterranean Sea’ (Prada, 2022; Gucci, 2022; Louis Vuitton, 2022, Dior, 

2022). 

 

As luxury brands and flagship stores seek to place themselves as tourist destinations or sites 

frequently visited by tourists, Louis Vuitton has introduced a travel book titled ‘Mediterranean 

Sea’(see Figure 4.2), illustrated by Aurore De La Morinerie, which is available to purchase via 

its websites ‘Arts and Culture’ tab. The websites of luxury brands can be a powerful and 

immersive tool which evokes visual and sensory properties through their imagery, historical 
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details and taking “the view far beyond the screen in space and time” (Crewe, 2017, pp. 141). 

It is part of a series that Louis Vuitton publishes. It commissions popular and famous artists to 

visit destinations across the world that they have not visited before and to capture the 

streetscapes or the wildernesses through photography and illustration. The ‘Mediterranean Sea’ 

series features abstract paintings and photographs of the ecosystem of a Mediterranean island 

(Louis Vuitton, 2022). These publications evoke a sense of fantasy and enchantment. The book 

can also be purchased as an e-book, further highlighting the brand's online presence and its 

development of identities through the accentuation of fantasy, ‘elsewhereness’(Wrigley & 

Lowe, 1996), and magic (Goss, 1993). It reflects the brand's desire to evoke ‘dreams’ 

(Debenedetti, 2021) through its illustrations and simultaneously market the brand as an 

international and global brand with outreach and presence in exotic and isolated worlds, which 

can give rise to what I describe as a digitally evoked ‘liminal space’(Goss, 1993), which takes 

the view or reader into a transitory space. Prada’s online website features apparel and sporting 

gear from America’s Cup yachting event (see Figure 4.2), which it sponsors (Prada, 2022). 

 

 

The Tiffany and Co. website has also dedicated a tab within its website which is dedicated to 

highlighting the brand's history and heritage using a series of books called ‘Windows at Tiffany 

& Co’ (see Figure 4.3) (Tiffany & Co., 2022). The book pays homage to the historic flagship 

windows of the Tiffany & Co. store on Fifth Avenue, New York. It details the history of the 

building and the brand and offers photographs and monochromatic imagery of famous 

celebrities dressed in Tiffany & Co., jewellery, such as Audrey Hepburn. The internet functions 

as a “multilayered choreographic tool that shifts and shapes both old and new fashion spaces 

in unanticipated and innovative ways” (Crewe, 2017, pp. 135). This form of immortalization 

of the brand's distinct features and ambassadors highlights its desire to celebrate and 
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communicate the brand's history, heritage, and association with popular culture. Through the 

publication of books, particularly e-books, the luxury brand is demonstrating its prestige and 

its significance. It places itself as a significant contributor to the world’s cultural capital 

(Crewe, 2017).  

 

Figure 4.3: Top from left; Bvlgari’s ‘Tribute to Paris’ & ‘Mediterranean Reverie’, Bvlgari’s 

‘Treasures of Rome’ publication, Montblanc’s fountain pen dedicated to ‘The Beatles’ rock 

band, Tiffany & Co’s. ‘Windows of Tiffany & Co’ book, and Bvlgari’s runway show for 

‘The Garden of Wonders’ collection (Tiffany & Co., 2022, Bvlgari, 2022, Montblanc, 2022). 

 

As luxury brands seek to emulate religious institutions where the flagship store functions as 

the luxury brands ‘cathedrals’, the creation of books and publications are ever more important 
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to highlight the brands ‘rituals’ and its ‘commandments’, the same function a holy book would 

have. Similarly, Bvlgari also offers a book on its website, which is available to purchase as a 

hardcopy or as an e-book, titled the ‘Treasures of Rome’ (see Figure 4.3), which depicts 

Bvlgari’s history and places its commodities as historical treasures and artefacts (Bvlgari, 

2022). It features popular celebrity icons of the 20th century wearing expensive jewellery, also 

called ‘high jewellery’, which include Gina Lollobrigida, Elizabeth Taylor, Anna Magnani, 

and royalty, Infanta Beatriz of Spain (Bvlgari, 2022). The Bvlgari website’s webpage features 

models wearing Bvlgari’s new jewellery line ‘The Garden of Wonders’(see Figure 13) in a 

campaign video ad. The imagery on websites can be emotionally charged, which is reflected 

through the depiction of commodities through live and moving ads often placed strategically 

on the homepage of luxury brands (Crewe, 2017). The models are displaying these items on a 

runway that is located within the palace, decorated in crystal chandeliers and wall paintings, 

which highlight the timeless nature of the jewellery collection but also the timeless essence of 

the location where these jewels are being displayed. Some of the collections from ‘The Garden 

of Wonders’ line include a necklace covered in 35.53-carat emerald gemstones called the 

‘Tribute to Paris’ (see Figure 4.3), which is the brand’s way of recognizing Paris, the design of 

the necklace is inspired by the Eiffel Tower. The collection line also has a unique necklace 

called the ‘Mediterranean Reverie’ (see Figure 13) which is covered in the precious sapphire 

gemstone and is an astounding 107.15 carat (Bvlgari, 2022). Due to the accessories being 

incredibly expensive, the brand has not advertised its price on its website and is not available 

for purchase online. The Montblanc website’s front webpage depicts a ball-point pen called the 

‘Great Characters The Beatles Special Edition Fountain Pen’ (see Figure 4.3) (Montblanc, 

2022), which retails for NZD 1,125 (Montblanc, 2022). It is a way for the luxury brand to pay 

tribute to the legendary rock band, which is one of the greatest rock bands of all time. By 

associating with popular culture and legendary status, the brand is also communicating its own 
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legendary status and history. Approximately 60% of British luxury retail giant Burberry’s 

marketing budget is assigned to digital media and technology (Crewe, 2017). Its A/W10 

campaign featured imagery and videos of the brand’s collection, which had the pause and play 

functions attached to it. Also, Burberry’s flagship store in Beijing featured a digital runway 

and holograms (Crewe, 2017). The brand has also utilized other platforms such as live 

streaming and interactive chats (Crewe, 2017). The British luxury label McQueen, by 

Alexander McQueen, was the first to feature its Fashion Week runway show on the internet 

via live streaming in 2002, which received a wider audience than the usual fashion elites 

(Crewe, 2017).  

 

 

 

 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 4.4: Keywords observed across luxury brand websites (Authors own).  
 

 
Figure 4.4 illustrates the keywords that have been observed across luxury brand websites. 

These discursive tropes and themes are also present in the physical elements of the stores. 

Particularly, this idea of exclusivity is most prominent across all luxury websites. They all seek 
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to evoke a sense of exclusivity through the imagery and the lifestyle that they seek to develop 

but also through the expensive nature of their commodities. These luxury brand websites 

accentuate affluence, quality, premium, heritage, history, quality, and craftsmanship, which are 

all important themes and ideas that have been observed in the physical stores of luxury brands. 

The brands also place emphasis on their historical links, particularly to Europe and to their 

founders. The brand's impeccable ability for storytelling and to market their products through 

elaborate storytelling evokes a sense of magic and myth associated with the commodities that 

they display on their websites. Technology features quite frequently as luxury brands have had 

to adapt to a changing consumer that is increasingly technologically savvy.  
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4.4 Conclusion 

The luxury fashion industry has been able to remain resilient throughout economic downturns 

(Crewe, 2017) and most recently from the disruptions brought by the COVID-19 pandemic. 

Luxury brands have seen an expansion into other markets, particularly China, which has 

increased its consumption of luxury commodities due to an increase in high-net-worth (HNWI) 

individuals and a growing middle-class with an appetite for luxury goods and services (Crewe, 

2017; Bain & Company, 2019). Luxury conglomerates such as LVMH, Kering, and Richemont 

have amalgamated luxury brands under one company which has also accelerated expansion as 

well as sales and revenue. The expansion of the luxury industry can also be attributed to 

technological advancements. The online presence of luxury brands highlights their dependence 

on digital platforms, which enhances their global outreach. An analysis of luxury brand 

websites has provided insights into the different themes that luxury brands seek to emulate, 

such as exclusivity, heritage, history, and prestige.  
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Chapter Five: Auckland case study  

5.1 Introduction 

This chapter identifies the spatial distribution of luxury brands and flagship stores within 

Auckland city. Maps are used to highlight the spatial distribution of luxury stores which gives 

rise to the ‘branded street’ (Wrigley & Lowe, 2002) and the ‘economies of icons’, terms used 

by Geographers to describe luxury store clusters. The locations of luxury stores are also 

examined through their position within the city and their proximity to monumental sites. This 

chapter also provides an analysis of the socio-cultural characteristics of luxury brands and 

flagship stores through an examination of their physical features, such as distinct exterior 

architecture, interiors, interior layout, art, and the store window display. New Zealand-based 

fashion magazines have also been examined to provide insights into the ways luxury fashion 

is manifested within a local context.   
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5.2 Luxury store clusters and enclaves in Auckland  

This section examines the luxury brand landscape in Auckland and highlights the clustering of 

luxury brands within space. As a result of these clusters, the rise of the ‘branded street’ 

(Wrigley & Lowe, 2002) has risen to prominence. The branded street is categorized as an 

enclave which features top international luxury brands occupying prestigious retail locations 

within cities and paying some of the most expensive rents. Queen Street in Auckland city can 

be described as a ‘branded street’ as top international luxury brands such as Hugo Boss, Kate 

Spade NY, Furla, Dior, Prada, Bvlgari, Montblanc, Ermenegildo Zegna, Coach, Louis Vuitton, 

Gucci, and Rolex are all located on Auckland’s Queen Street. 

 

The street as a consumption site has been a key site in forming and developing consumer 

identities (Wrigley & Lowe, 2002). Luxury brands are aware of their target locations and the 

venues in which they establish their brands. They usually target the main cities of countries 

(Moore & Doherty, 2009). In recent years due to an increase in luxury consumption, 

particularly in Asia, luxury brands are moving to second-tier cities throughout the world, such 

as Auckland city. At a micro-geography level, luxury stores, particularly flagship stores, are 

becoming increasingly clustered within luxury precincts (Moore & Doherty, 2009). To enhance 

their brand image and promote exclusivity and prestige, luxury brands establish themselves 

and create luxurious enclaves, which have come to be termed “economies of icons” (Crewe, 

2016, pp. 516). Luxury brands deliberately locate themselves within prestigious locations and 

in close proximity to landmark and monumental buildings and structures to signal their 

affluence. Still, by forming these luxury retail communities and hubs, luxury brands are 

collectively absorbing each other’s prestige and exclusivity (Crewe, 2017). Auckland’s Queen 

Street can be described as an exclusive luxury precinct, where the average rent in the luxury 

CBD precinct increased to as high as $5,000 per square meter (Colliers, 2021). The branded 
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street enhances a city's character and situates it as the main centre for luxury activities. The 

location of the luxury stores is equally as crucial for the brands as they are attempting to attract 

a particular clientele.  Queen Street is the primary location for luxury fashion outlets in 

Auckland and possibly New Zealand. The concentration of the stores also reflects the 

expensive leases that the luxury brands can afford (Wrigley & Lowe, 2002). Establishing 

flagship stores in prestigious locations is also a strategy for luxury brands to internationalize 

their brands (Fernie et al., 1997). Retail consumption spaces are unique and distinct as they 

reveal the socio-cultural character of the retail-built environment and reflect the ways the street 

and monumental historical buildings transform the urban landscape, it also foregrounds that 

cultural exchange, and cultural capital is just as necessary as the economic practices of these 

spaces (Crewe, 2017; 1995, Mansvelt, Breheny, & Hay, 2016).  
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Figure 5.1: Clustering of luxury brands on Auckland’s Queen Street (Authors own). 

 

Figure 5.1 maps the primary cluster of luxury brand stores in Auckland. Within the space of 

approximately 200m on Queen Street, 11 luxury brands are located, including Hugo Boss, Kate 

Spade NY, Furla, Dior, Prada, Bvlgari, Montblanc, Ermenegildo Zegna, Coach, Louis Vuitton, 

Gucci, and Rolex. The Queen Street city block running south from Customs Street contains 

seven luxury stores, which are Dior, Prada, Bvlgari, Montblanc, Rolex, Gucci, and Louis 

Vuitton. Coach is located on Queen Street at the intersection with Fort Street. Ermenegildo 

Zegna, which is the farthest, is located on Queen Street city block running south from 

Wyndham Street. Hugo Boss, Furla, and Kate Spade, NY, also on Queen Street, are located 

within Commercial Bay, a luxury mall precinct. This is a clear spatial node of luxury 
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consumption and a distinct site of exclusive retail. However, Queen Street does not have that 

cultural character that is observed in other ‘branded streets’ such as Madison Avenue in New 

York or Bond Street in London. Luxury brands do not occupy the whole of Queen Street, just 

a component of the street. It is also juxtaposed and located close to cheap stores. Queen Street 

can be considered a peculiar, branded street and highlights the ways retail spaces are changing, 

which may challenge the exclusivity of these spaces. 

 

The street is described as a “structured and skilful space” (Wrigley & Lowe, 2002). In order 

for flagship stores to position and market their brand image and personality, it is a requirement 

for these luxury behemoths to be located within the most prominent locations of the cities in 

which they establish themselves (Manlow & Nobbs, 2012). The location of the flagship store 

highlights the spaces in which the brand identity can be enacted and thus facilitates the 

development of the street’s identity (Manlow & Nobbs, 2012). The luxury stores in Auckland 

are located in close proximity to monumental historical buildings such as the Ferry Building 

(see Figure 5.2), close to the waterfront, which links the luxury retail precinct to the cruise 

industry. The Ferry Building is one of the most iconic landmarks in Auckland and is a 

designated heritage building (Heritage, 2022). The striking and monumental building was 

constructed by the Auckland Harbor Board in 1909 and was built to connect the extensive ferry 

network across the city and be a hub for international travellers  (Heritage, 2022). The luxury 

stores are also located in close proximity to the Britomart Train Station (see Figure 5.2), which 

is the central hub for the city's rail networks. Initially, the monumental site was known as the 

Chief Post Office and is a designated historic site (Heritage, 2022). The landmark was 

constructed between 1909 and 1912 and is designed in the imperial baroque style featuring 

granite facades (Heritage, 2022). 
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Figure 5.2: Clustering of luxury brands on Auckland’s Queen Street and their proximity to 

key monumental sites such as the Ferry Building and Britomart (Authors own). 

 

Hugo Boss, Kate Spade, NY, and Furla are located within the Commercial Bay precinct, a 

modern and recently built state-of-the-art structure opposite the historical and monumental 

Ferry and Britomart buildings. Commercial Bay which was developed by Precinct Properties, 

cost approximately more than 1 billion NZD and the mall section is adjoined by the larger 

PWC tower. It is a unique contrast and highlights the interaction between historical landmarks 

and modern structures, and it posits the urban landscape as fostering architectural diversity as 

well as the celebration of both past and present. ‘The Branded Street’ also attracts international 
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travellers, as luxury brands have an international appeal (Crewe, 2017; Wrigley & Lowe, 

2002). 

As being located close to the waterfront (see Figure 5.2), the luxury brands are also seeking to 

capture visitors and tourists on international cruise ships. The street is also a site of “seeing” 

and “strolling”, which is connected to this idea of the urban flaneur persona, which is attributed 

to individuals cruising or strolling the streets with a set agenda (Wrigley & Lowe, 2002). 

Auckland’s Queen Street can be considered a “street of style” (Crewe & Lowe, 1995), akin to 

other branded streets and prime locations such as Madison Avenue in New York and Bond 

Street in London, where these exclusive streets facilitate the development of identities (Wrigley 

& Lowe, 1996). 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 5.3: Map depicting the luxury precincts on Queen Street and Galway Street and its 

proximity to the Ferry Building, Britomart, and Takutai Square (Authors own). 
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The Tiffany & Co. and Chanel flagship stores are located on Galway Street (see Figure 5.3), a 

one-minute walk from Queen Street and located within historical and monumental landmarks. 

The Tiffany & Co. flagship store is located within the Australis House, whereas the Chanel 

flagship store (see Figure 5.3) is located within the A.H Nathan Warehouse and Condiments 

Factory; both buildings are designated as historic sites (Heritage, 2022). These luxury brands 

are not located within the exclusive Queen Street; however, being in close proximity to the 

street and monumental buildings and being located within historic buildings with an attractive 

architecture still affords these brands the opportunity to communicate their exclusivity and 

prestige. Luxury stores on both Queen Street and Galway Street are also located close to 

Takutai Square (see Figure 5.3), which houses a concentration of New Zealand-based lifestyle 

brands such as Deadly Ponies, Karen Walker, Trelise Cooper, Kate Sylvester, and Kathryn 

Wilson. The concentration of these stores can be described as a ‘secondary’ location or a 

‘secondary’ branded street, and as a result, the distinction between a ‘primary’ and ‘secondary’ 

branded street is demonstrated within the retail-built environment (Wrigley & Lowe, 2002). 

The clustering of luxury stores transforms city spaces and streetscapes into distinct and vibrant 

districts; the luxury precinct is no exception to this phenomenon; Auckland’s Queen Street and 

Galway Street have transformed the streetscapes and the city into a spectacular site of 

consumption, enhancing and internationalizing the city through its flagship stores and injecting 

its cultural capital within the retail-built environment.  
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5.3 Monumental architecture and the power of the window display 
 
This section examines the monumental architecture, exterior presence, and store window 

displays of select luxury stores in Auckland. The following stores were selected due to their 

exterior distinctiveness and captivating window displays. These include Gucci, Louis Vuitton, 

Montblanc, and Bvlgari on Queen Street, Tiffany & Co. on Galway Street, Furla, Kate Spade 

NY, and Hugo Boss in Commercial Bay. These luxury stores establish a theme within the 

luxury retail-built environment which is further explored. 

 

The architecture and exterior presence of luxury brands have been a noticeable presence within 

the cities where they exert their influence. Auckland is no exception; with dazzling exterior 

designs and being housed within monumental buildings with strong historical and heritage 

links, luxury stores within Auckland have found a special place in the heart of the city. By 

purposely positioning their brands within historical sites and monumental buildings, they 

communicate their brand's heritage and legacy and inadvertently insert their own history within 

the history of Auckland. An important feature of luxury stores in the store window is often a 

focal point for potential consumers or even bystanders moving through the city streets. It allows 

for a brief peek inside an alternative world, a world exclusively catered to a particular clientele; 

they are exclusionary spaces in which not everyone has the privilege to participate. 

Participation in these spaces is reserved for those that belong to the upper echelons of society, 

but you could also occasionally see the middle-class aspirational consumer participating in this 

space. This section examines the characteristics and nature of distinct architecture and store 

window design of select luxury brands and flagship stores in Auckland. In accordance with 

Crewe’s (2017) cultural economy approach, the evaluation of luxury retailing in Auckland 

adopts this approach. A cultural economy approach “emphasizes how socio-economic life is 

made, reproduced, legitimated, and circulated in time and space” (Crewe, 2017, pp. 2). Most 



 97 
 
 

importantly, it takes into consideration the relationship and interaction between sites of 

consumption and space and its association with the “material form of the city” (Crewe, 2017, 

pp. 2). Distinct architecture, store window design, and other iconographies are all part of the 

material form of the city, and therefore their “aesthetic attributes and “symbolic significance” 

(Crewe, 2017, pp. 2) are engrained within the retail-built environment and within the 

geographies of the city. This facilitates the placemaking of prestigious sites and locations, 

which cultivate and develop multiple experiences and formulates different identities (Paris, 

2018, Crewe, 2017, Goss, 1993, Wrigley and Lowe, 1996;2002).  

 

The Gucci store located on 45 Queen Street is housed within the historical Imperial Buildings 

(Heritage NZ, 2022). The Imperial Buildings can be described as an architectural masterpiece 

that takes the pedestrian back to a different time in history. However, it is no surprise to witness 

the Gucci store selectively encroaching within this historic structure. The original construction 

of the building started in 1911 by leading local architects and has undergone extensive 

refurbishment and restoration since 2013 (Heritage, 2022). The multi-level building features 

multiple windows with Grecian-style pillars separating each window. Meanwhile, the ground 

floor, which features the Gucci store, is exteriorly covered in cream and light brown marble 

(see Figure 5.4: photo A). The rest of the building is painted in grey with cream and grey 

colours used for window finishings. There is a clear distinction between the entire building and 

the ground floor occupied by Gucci (see Figure 5.4: photo A). It reflects both history and 

heritage but also modernism. The Gucci store has used large illuminating glass windows, which 

become even brighter and more captivating through the systematic use of LED lighting (see 

Figure 5.4: photo A). While Gucci can be described as a heritage brand with historical links, it 

is still relevant to modern society, and therefore it is communicating its place within the modern 

built environment while still maintaining its place in history. The use of marble at the Gucci 
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store on Queen Street is no coincidence; the use of marble reflects prestige, importance, and 

elitism. Similarly, some of the earliest department stores, such as A.T Stewart on Chambers 

Street and Broadway, in New York, which was catered to the early fashion and elite classes 

and aimed to provide a distinct retailing experience, used a marble façade in the 19th century 

(Wrigley & Lowe, 2002). The Queen Street Gucci store's exterior window cuttings are coated 

in metal, which essentially makes them mirror-like. Passersby can see the reflection of 

themselves as they walk past the store. This unique feature of the exterior almost communicates 

itself to the passerby or potential customer before the customer steps inside the store, almost 

an uncanny alchemy between you and the store. For a passerby, it maintains its “gaze” upon 

you as you walk past, inviting you and drawing you in or judging you and casting you aside, 

especially for those lacking the capital resources to participate in this space. 

 

One of the most captivating and visible features of the exterior of luxury stores is the store 

window design. The store window is seen as performative (Crewe, 2017); without these large 

glass fittings, the street would look and feel tedious, dead, and dystopian. They are purposely 

designed to seek the passerby's attention and attract pedestrians. A seductive feature which 

draws people in through its large frame, evoking a sense of “mystery, magic, and 

elsewhereness” (Goss, 1993; Wrigley & Lowe, 2002, Dion and Arnould, 2011). Individuals 

that may not have an appetite for luxury goods may be seduced into the store as its attractive 

exterior and arrangement make it almost impossible to ignore. Therefore, the large illuminating 

windows of the Gucci store are basically the first point of contact of the store, and as such, it 

must provide a potential customer or even a passerby with a brand statement before even 

entering the store. It is important to note that the observation and analysis of these store 

windows were conducted in November 2021. There are two exterior display windows; the 

window on the left displays mannequins dressed in haute couture (see Figure 5.4: photo A). 
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The mannequins are placed against a light pink background covered in cushion material and 

fabric. The window reveals a sense of femininity, the use of bright pink colour, the mannequins 

dressed in female clothing also have a large brim or floppy hats on and are wearing Gucci 

sunglasses. Having these mannequins dressed for an occasion alludes to the idea that they are 

attracting a clientele that is used to dressing in this attire and attending events, such as a tea 

session or attending a horse racing event, both events which are often associated with the 

wealthy and upper classes. The window on the right is more subtle than the window on the left; 

it features pedestals which resemble a piece of furniture you would find inside a palace or a 

castle from the Victorian era (see Figure 5.4: photo A). On top of the pedestals sits a decorative 

emerald cushion covered in tassels where accessories such as bags and jewellery are placed on. 

Luxury stores communicate their brand image through the store front and store window. These 

features of the store are compelling as they “communicate between the interior and the exterior 

of the store and bring dreams and fantasy into tangible view” (Crewe, 2017, pp. 94). The 

features that are displayed within store windows transform the retail-built environment in 

multiple ways. The iconography, symbols and displayed commodities increase these urban 

spaces' cultural capital. It provides a cultural exchange or a cultural transaction, they provide a 

sense of what individuals desire and dream, but most importantly, they “build brands and shape 

consumption” (Crewe, 2017, pp. 94). 
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Figure 5.4: Top row from left: Gucci store on Queen Street depicting its iconic marble 

façade, the Louis Vuitton store on Queen Street; bottom row: Louis Vuitton logo printed onto 

‘Everybody’s Building’, luxury watchmaker Rolex on Queen Street (Authors own). 

 

The Louis Vuitton store on 56 Queen Street is located next to the Gucci store and is housed 

within the 19th-century historical landmark building called ‘Everybody’s Building’(see Figure 

5.4: photo B) (Heritage, 2022). The building, which was originally built between the 1860s – 

1880s, was a significant feature of the business sector in Auckland. It featured a classical 

Grecian style façade and was built by Auckland-based industrialist and landholder Christopher 

Greenway. The building is a behemoth that reflects much of the commercial successes of the 

the19th-century commercial and business industries and is one of the oldest remaining 

buildings in Auckland city (Heritage, 2022). The Louis Vuitton store, much like the Gucci 

store located next to it, features large illuminating glass windows; in contrast to the Gucci store, 

the use of marble is absent, and the store exterior is covered in aluminium and glass fixtures 

 

A B 

C D 
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(see Figure 5.4: photo C) which create a mirror and provides reflections of the passerby or the 

“throngs” (Wrigley & Lowe, 1996). The same rigid mirror structures are consistent throughout 

the store's exterior and entrance (see Figure 5.4: photo C), with the door having the same 

cuttings on both sides. The store also has a security guard placed at the entrance, dressed in a 

black suit and tie with an earpiece. It reflects that these spaces are heavily monitored, and 

surveillance is extremely important. It can also be seen as a mechanism to intimidate those that 

are unwanted or those that are physically seen as not viable enough to participate in this space. 

The store window observation and analysis were conducted in November 2021. The Louis 

Vuitton store windows, much like the store windows of the Gucci store, feature mannequins 

dressed in haute couture; however, interestingly, next to the mannequins hang a large chess 

piece ornament, it’s the king piece, whereas, on the other store window, it features small 

accessories such as bags and belts with the queen chess piece hanging over it (see Figure 5.4: 

photo C). The displaying of haute couture on store windows is not to market the commodity 

but rather to symbolize the brand's artistic prowess (Dion & Arnould, 2011). By associating 

chess with fashion, Louis Vuitton is systematically communicating prestige and exclusivity 

(Crewe, 2017; Paris, 2018), as chess is often seen as a game for the wealthy, but it is also a 

competitive game and holds significant monetary value when played professionally. Store 

windows, particularly the use of glass, are described as a “magical paradox” (Crewe, 2017, pp. 

94); it is the intersection between the outside world and the inside world of luxury and prestige. 

The store window evokes spectacle, theatre, magic and the “carnivalesque” (Wrigley & Lowe, 

2002, Crewe, 2017, Goss, 1993). The arrangement of mannequins and the attractive framings 

on the stores communicate theatrics and seeks to provide an impression. The store window is 

an important component of the luxury store as it is the first point of contact between the 

customer and the brand; therefore, first impressions are essential.  
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The Louis Vuitton store, much like the Gucci store (see Figure 5.4: photo C), had its doors 

closed, which is typical for all luxury stores throughout Auckland and possibly everywhere 

else in the world. The doors are closed deliberately to communicate that not everybody is 

welcome to participate in this environment, “traditionally, these stores are not open to all” 

(Dion & Arnould, 2011, pp. 512), and restrictions at the entrance reflect that notion. Luxury 

spaces are exclusive enclaves, and their exclusivity is further fueled by being located within 

monumental buildings and spectacular architecture. This actively generates social inferiority, 

particularly for individuals that are not accustomed to such an environment. However, this 

social exclusion and intimidation are done purposely as it is a way to maintain exclusivity 

within these spaces but also provide a sense of emptiness inside stores, so those customers 

inside the stores can feel a sense of prestige and exclusivity (Dion & Borraz, 2017). Luxury 

retail spaces are essentially exclusionary spaces catered to and designed for the wealthy and 

elite social classes; therefore, these spaces play a significant role in the development of class 

subjectivities (Paris, 2018; Dion and Borraz, 2017). Particular class citizenship is developed 

through different consumption practices, the notion that “places are territorialized sites” 

(Mansvelt, 2008, pp. 109), and urban spaces can become exclusionary zones for those without 

the financial capital to participate in these retail environments. 

 

The Louis Vuitton store on Queen Street, much like the Gucci store located next to it, are 

flagship stores. Due to the increased consumption of luxury commodities over the years and 

the intensification of geographical expansion, luxury brands have adopted a strategy involving 

expressing their brand culture and history through the flagship store (Crewe, 2017; 2016). The 

flagship stores are essentially the brand's material expression. It seeks to provide the consumer 

with an experience encompassing the brand's history and ethos (Crewe & Martin, 2015). Louis 

Vuitton’s ‘Global Maisons’ flagship stores are some of the most architecturally significant and 
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esteemed stores globally (Crewe, 2017). These stores are strategically located in prestigious 

locations, such as the Queen Street luxury precinct and a historical landmark such as the 

‘Everybody’s Building’, as it is a way for the luxury brand to globalize and internationalize 

their brands (Fernie et al., 1997). The store environment and the design of the store are 

important for the brand's global positioning and how it is viewed, but it also generates a 

particular brand identity, value, and appeal (Fernie et al., 1997). 

 

The Gucci and Louis Vuitton flagship stores on Queen Street are examples of the ways 

architecture and fashion have intersected to provide a unique urban space, but it also 

demonstrates how the two entities combine to create a ‘spectacle of the city’ (Crewe, 2017). 

From Victorian-era pedestals used to display Gucci bags and accessories to the chess figures 

hung beside mannequins at the Louis Vuitton store, it generates “place-based intangible 

associations” (Arrigo, 2011, pp. 60). Louis Vuitton on Queen Street has one of the most iconic 

and visibly appealing facades on the boulevard; its high ceilings are covered in metal plates 

which essentially create a mirror-like effect; it almost resembles walking into a museum (Dion 

and Arnould, 2011), or a large hotel, where you are greeted by high ceilings, a doorman, and a 

glass door. While standing at the door waiting to be ushered inside, you can almost get the 

sense of its importance and sheer scale, the glass doors have large handles, and it’s almost as 

if you’re walking off the streetscapes of reality and into an alternative world where 

opportunities and dreams are endless, where the structures and features seem larger, such as 

the large door handles, getting a sense of instant magnification just by being present at the 

entrance of the store. These are essentially liminal spaces (Goss, 1993), the idea that “a 

transitional moment in which established rules and norms are temporarily suspended, a space 

of spontaneous adventures” (Goss, 1993, pp. 27). The notion that liminal spaces within the 

retail-built environment evoke a sense of mystique and mystery. It also articulates the idea that 
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luxury stores and their exterior features are pervasive and produce affective properties, which 

generate multiple socio-cultural identities. 

 

The Montblanc store on 87 Queen Street is located within the Dingwall Building, which began 

construction in 1936 by an architectural partnership between prominent New Zealand-based 

architects William Gummer and Charles Ford (Heritage, 2022). Montblanc largely caters to the 

male clientele, which would explain its signature colours of black and white, which are adorned 

in its Auckland flagship store (see Figure 5.5: photo A). The store is covered in black 

shimmering tiles and has the brand name mounted onto the tiles at the façade of the store. The 

brand name is lit up in white LED lighting, and the brand's signature logo is attached to the end 

of the name (see Figure 5.5: photo A). It’s very masculine in nature, designed deliberately to 

be masculine visibly as it is trying to attract as well as communicate its commodities, which, 

as mentioned above, are designed for and tailored to the professional man. Interestingly, unlike 

the Gucci and Louis Vuitton stores, aside from the frontage, Montblanc has a visible left side 

of the store (see Figure 5.5: photo B), which is covered in glass, where some of its commodities 

are placed, particularly luggage and messenger bags. It is unique in the sense that by placing 

professional messenger bags and travel accessories on display, it is communicating its brand 

and attempting to attract a certain type of consumer. An international, male white-collar, and 

wealthy consumer. By purposely trying to seduce and draw in a certain clientele, it is a way for 

it to portray itself as a global brand, an international fashion behemoth. But also, paradoxically, 

it is situating itself as a tourist destination or an international store, a site for would-be tourists, 

as evidenced by its display of luggage accessories in the store window. On the top shelf of the 

store window, a series of leather messenger bags are visible. The use of the leather messenger 

bag also communicates its attraction to a particular group of individuals. As messenger bags 

are often associated with the professional working man, often associated with the corporate 



 105 
 
 

world within the city, it is attracting this potential customer; by doing so, it is effectively 

transforming itself into an exclusive and prestigious brand and space. Shifting to the storefront 

window, it features a glass stand and a glass display unit, which has two men’s watches on 

display against an enlarged and artistically designed Montblanc star logo. The enlarged motif 

is set amongst a pitch-black background, deliberately making the logo stand out and be a 

statement piece. The use of a star as the brand logo (see Figure 5.5: photo B) is an interesting 

choice. Stars are often associated with space, sky and dreams; this star logo placed on the 

exterior of the store communicates to the passerby or potential consumer that by entering the 

store, you are entering an alternative world where dreams and desires can come true, but it also 

evokes a sense of ambition, particularly within the consumer, a feeling that anything in this 

world can be achieved, and that the sky and the stars are the limit. The use of exterior black 

and white colours makes this space dominating, intimidating, and even masculine. 

 

 

A B 

D C 
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Figure 5.5: Top row from left; The façade of the Montblanc store on Queen Street depicting 

its window display, the side of the Montblanc store showing its iconic logo, the marble 

exterior of the Bvlgari store and its marble façade (Authors own). 

 

Undoubtedly, the micro-geographies and the manifestation of globalized luxury brands within 

Auckland’s retail-built environment have transformed Queen Street into an exclusive and 

prestigious luxury precinct with its unique identity and urban character. The analysis of these 

stores provides insights into the different ways luxury brands are versatile, exerting their 

international history within domestically built heritage landmark buildings and sites, indicating 

that no matter where luxury brands manifest, they are part of global history, no matter which 

geographical location they exist or participate in. Primarily, the function of the flagship store 

is not simply to generate profit but to be committed to “building brand image” (Moore & 

Doherty, 2009, pp. 64). It is concerned with developing the brand's image, profile and 

attraction, the notion that these stores are essential “publicity vehicles” (Moore & Doherty, 

2009, pp. 64).  

 

The Bvlgari store on 75 Queen Street is located in the Smeeton’s Buildings, a designated 

heritage building; very little is known about the history of the building; however, the original 

construction of the landmark began in 1910 (Heritage, 2022). The Bvlgari store is 

architecturally one of the most appealing and grandiose stores on Queen Street. The building 

is multi-levelled, where the Bvlgari store is located on the ground floor of the building. The 

building is unique in its architecture; the exterior of the upper levels of the building features 

Palladian and Roman-style pillars and designs on the window furnishings, while the third-floor 

middle window features a pillared balcony. The entire building, except for the ground floor, is 

painted in a cream colour, which is aligned with the colour most Palladian and Roman-style 

buildings maintain; this colour is also featured on ‘Everybody’s Building’ on Queen Street, 
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where Louis Vuitton is located. The building also features a series of what appears to be a coat 

of arms along its pillars; the coat of arms features a bowl with tassels hanging on the handles 

of the bowl. The coat of arms is an interesting feature of the building because it symbolizes 

importance, prestige, and heritage. It evokes a sense of significance for the building and for the 

exterior environment. A coat of arms is typically associated with entities or groups that hold 

significance and importance. The architectural designs  of the upper levels of the building are 

also consistent on the ground floor. The two store windows on both sides and the middle 

entrance are furnished with dark green marble with gold metal cuttings around the sides of it. 

The exterior and the use of dark green marble and gold plate linings (see Figure 5.5: photo C) 

resemble the entrance to a European castle or palace. The portions left bare without marble 

resemble the cream colour pillars, which are consistent throughout the upper levels of the 

building. Bvlgari, which has its origins in Italy, has brought its brand and experience to not 

only Auckland but also its Italian roots and spectacular architecture. It is also important to 

mention that while maintaining the cream colour of the entire building and complementing it 

with the dark green marble, Bvlgari is deliberately inserting its own heritage into the heritage 

of Auckland; it’s communicating that Bvlgari’s history is on par or equal to Auckland’s history, 

that there is no distinction between heritages and histories, heritage is universal and versatile. 

Outside the entrance of the store stands a golden queue stand with red velvet ropes. These 

queue stands resemble the stands that are often placed within museums, used to control a public 

seeking to view significant, spectacular, and luxurious historical treasures. This plays into the 

notion that the commodities within the Bvlgari store are treasures which are to be displayed for 

the world to see and to be protected.  

 

Bvlgari is largely notable for its jewellery and small accessories such as tote bags; the store 

windows at the Bvlgari store on Queen Street feature some of the finest pieces of the brand; on 
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the left store window are necklaces placed on red velvet stands resembling treasures, you can 

also see these dazzling and sparkling through the window (see Figure 5.5.: photo C), it is set 

against a green velvet background which perfectly complements the dark green marble features 

around the window. The jewellery stands inside a box structure also coated in red velvet, and 

the gold-plated furnishings that are lined on the exterior of the window are also lined 

throughout the box structure. The lighting is beaming on the jewellery, making the jewellery 

sparkle, evoking a sense of fantasy and magic in the passerby (Goss, 1993; Crewe, 2017), but 

also evoking affective properties within pedestrians. It is both captivating and intimidating, 

particularly for those that are alien to such commodities; this intimidation and elitism are done 

purposely, and the brand is catered to the elite and wealthy, making it an exclusionary space 

for those that are unable to participate in this urban space. The façade of the store is also 

decorated in light green marble and also features glass doors. While standing at the entrance of 

the store, the crystal chandeliers inside become visible and are incredibly bright (see Figure 

5.5: photo D), almost blinding you for a moment. This blinding moment is almost placing you 

in a transitory moment, standing at the entrance directly from the streets, amongst the 

pedestrians and into the alternative lifestyle of the wealthy and prestigious. The store window 

on the right features (see Figure 5.5: photo C) a tote bag covered in snakeskin and placed 

spectacularly on a green velvet stand sits the famous Bvlgari Serpenti necklace, which retails 

for over USD 100,000 (Bvlgari, 2022) and is a popular piece of jewellery for celebrities, it 

communicates status and wealth. The background of this side of the window is slightly 

different from the one on the left. The background, much like the window on the left, is green 

velvet. However, the velvet has artificial gems stuck on them within multiple lines, which 

resembles a gem explosion (see Figure 5.5: photo C). This is an interesting and suggestive 

feature, and of the window, the reflections of the Serpenti necklace are beaming off these 

artificial gems, almost to suggest that the Serpeneti necklace was born, birthed, or morphed 
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into a necklace through an explosion of gems, channelling the popularized theory the big bang, 

which explains the existence of the universe through an explosion. It almost communicates that 

the accessory has a cosmological element to it, the notion that it is ‘out of this world’ and ‘other 

worldly’ (Goss, 1993, Wrigley & Lowe, 2002).  

 

Tiffany & Co., located on Galway Street, a one to two-minute walk from Queen Street, is 

housed within the spectacular and monumental landmark the Australis House (see Figure 5.6: 

photo A), which began construction in the late 19th century and has since, along the years, 

undergone extensive renovations and refurbishments (Heritage, 2022). The building, which 

boasts 5-storeys, was initially built as a venue for general merchants to trade. It served as an 

important ‘trading headquarters’ and was designed to exhibit the commercial success of the 

landmark’s founders. It reflects the prosperity of the early Protestant Irish migrants, and its 

Baroque façade and architectural designs (Heritage, 2022) have made a lasting impression on 

the streetscapes of Auckland. Tiffany & Co., part of the global luxury conglomerate LVMH is 

one of the most celebrated and famous American luxury jewellery outlets in the world. The 

Auckland store is one of the most visible and eccentric stores in the CBD area, largely due to 

its substantive size and attractive colour contrast. The entire building has been left without any 

paint. It maintains its concrete look, which gives off a light brown stone colour, like buildings 

in Ancient Greece and Rome that were left in their original concrete colours. However, the 

store is lined with the Tiffany & Co. signature baby blue flags (see Figure 5.6: photo A), which 

are held up on flag poles. The baby blue colour is also present on a pent roof at the entrance of 

the store, which is attached to the façade. Interestingly, the store’s columns, which are scattered 

around the sides of the building, excluding the entrance from Galway Street, are covered in 

smooth Roman Doric and ionic column capitals.  
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The most interesting feature of the exterior of the store is the placement of a large clock at the 

entrance of the store on Galway Street (see Figure 5.6: photo B). The large clock is being held 

by Atlas, the Greek mythological god that is also a titan. Atlas was condemned to hold up the 

heavens or sky for eternity. This is a replica of the Atlas clock that was installed at Tiffany and 

Co’s 5th Avenue store in New York in 1878 (NZ Herald, 2016). The Tiffany & Co. logo is 

placed just above the sculpture of Atlas. The store windows are significantly smaller and more 

elevated from the street’s footpaths than the store windows observed on the luxury stores on 

Queen Street. However, the store windows had items displayed on them, particularly 

accessories such as necklaces, earrings, and rings (see Figure 5.6: photo C). Although, the most 

attractive feature of the store window and entrance is the use of metal sides and a large metal 

handle across the centre of the store (see Figure 5.6: photo C). This feature evokes a sense of 

seriousness and even intimidation; it almost resembles a bank vault; a bank vault is where 

customers store valuables of significant monetary attachment. Therefore, the store exterior 

communicates the idea that the contents within the store are valuable and exclusive, and the 

accessories need to be protected in a highly monitored environment, significantly articulating 

the store's prestige. It also highlights the notion that these urban spaces have a unique identity 

and that these are effectively exclusionary spaces without having to specifically state that. The 

impression that is placed on the retail-built environment suggests that these are spaces that are 

not for everybody. It is largely catered to and designed for a particular class of people.  
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Figure 5.6: The Baroque architecture and exterior features of the Tiffany & Co. flagship 

store on Galway Street (Authors own). 

 

As mentioned above, one of the most interesting features of the Tiffany & Co. store is the 

concrete sculpture of the Greek god Atlas from Greek Mythology holding a clock on his 

shoulders. As the flagship stores are often seen as a ‘cathedral’ or a religious institution for 

their luxury brand (Cervellon & Coudriet, 2013), the placement of the Atlas sculpture is placed 

deliberately to mimic or emulate the statues of god or gods inside churches and cathedrals. But 

also, as luxury brands feed into this notion of “magic” (Goss, 1993) and “myth” (Dion & 

Arnould, 2011). Utilizing a Greek mythological god is a way to mythologize the brand but also 

indicate, acknowledge, and pay homage to the historical architectural designs of the building, 

which employs Grecian-style columns. By associating the brand with Greek mythology, it is 

communicating its “auratic power” (Cervellon & Coudriet, 2013, pp. 874), which facilitates 

the development of the brand identity. The installation of a clock on the exterior store frontage 
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at the Tiffany & Co. store on Galway Street is a “typical feature of the postmodern retail 

environment” (Goss, 1993, pp. 36). The clock is now an important feature of the retail-built 

environment, as it is mounted on the facades of buildings, observing the public spaces of both 

the present and the past. It is essentially documenting the past and the history of place and 

space. Retail spaces are effectively liminal spaces (Goss, 1993), and the use of the clock is 

similar to the use of clocks at 19th-century railway stations. Railway stations were popularized 

as spontaneous places of mystery and love. The analogy can be further articulated as passing 

through a store window and staring at its products and designs, which is similar to riding on a 

train carriage and looking out of the window to view a spectacular landscape (Goss, 1993).  

 

The luxury stores located within the Commercial Bay retail precinct include Kate Spade NY, 

Furla and Hugo Boss, unlike the luxury stores in Queen Street and Galway Street, which are 

housed within historic landmark buildings and post-modern or Palladian structures. In contrast, 

Commercial Bay is a new and modern retailing space, located on the waterfront, overlooking 

Auckland’s Waitemata Harbor (Precinct Properties, 2021). This is a unique contrast, 

particularly for the streetscapes of Auckland and its urban built form, but it also highlights the 

changes within the retail environment, especially luxury retailing. While some stores, such as 

Bvlgari, Montblanc, Louis Vuitton, and Gucci, would much rather associate and attach their 

brand and legacy to heritage and heritage sites and landmarks, Furla, Kate Spade NY, and Hugo 

Boss (see Figure 5.7) have taken a more modern route. By bounding themselves within 

Commercial Bay, they are articulating and attracting a certain type of clientele. By being near 

the waterfront, they are attracting tourists that enter the city via the port. However, they are 

also communicating that while expressing heritage through architecture is an important tool 

for luxury brands to implement into the retail-built environment, it is also important to adapt 

to more modern ways, and as a result, it could be the reasons why these stores have purposely 

chosen to be positioned within an architecturally modern structure such as Commercial Bay on 
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Queen Street. Nevertheless, Commercial Bay is located opposite the Britomart building and 

the Ferry building, both categorized as historic buildings. By situating itself close to these 

historical landmarks, it doesn’t completely isolate itself from heritage and history but 

communicates that modernity and modern design and architecture are an extension of the 

heritage buildings; it reflects a moment in time. The Kate Spade NY store, which is located 

within the arcades of Commercial Bay, largely caters to high-end female fashion, and the 

exterior of the store reveals its target customer as it is covered in light pink tiles. As the store 

was visited in June of 2021, June being pride month, the Kate Spade NY store celebrated 

LGBTQ rights by displaying rainbow bags and accessories on its store window. With a sign 

on the window stating, “Love is Love” (see Figure 5.7: photo A). Kate Spade, NY, a much 

more recent addition to luxury retailing, is communicating its progressive ideals and ethos 

through its window displays. It also shows that Kate Spade NY celebrates the rights of 

individuals and freedoms, which are important to all, but these freedoms have been largely 

progressed and spearheaded over the years by Millennials and Gen z’s, a potential market 

group for Kate Spade commodity consumers. 
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Figure 5.7: Top row from left; The Kate Spade NY entrance and store window, Furla store 

windows, Furla’s location within the Commercial Bay luxury precinct, Hugo Boss façade 

(Authors own). 

 

Kate Spade, Furla and Hugo Boss are distinct from other luxury stores examined in this 

analysis. These stores are located within the Commercial Bay luxury precinct, which is 

essentially a mall, whereas other luxury stores across Queen Street and Galway Street are 

located within prestigious and historical monumental buildings. There is a clear tension 

between the mall location and the concept of exclusion. In a mall, stores are easily accessible, 

and these stores feature no security at their entrance, which was typical for the luxury stores 

that were located within historic buildings. It could be said that Kate Spade, Hugo Boss, and 

Furla have taken different strategies. While maintaining history and heritage is important, it is 

equally important to highlight the brand within its modern era. As such, being located within a 

site that showcases modernity and modern architectural designs is a way for the luxury brand 

to associate with contemporary retail spaces and to market itself as a modern luxury brand for 
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the modern consumer. By being located within a mall, it could also be said that these brands 

don’t prioritize being exclusive to the extent that other luxury brands do and, as a result, seek 

to provide access to consumers without emphasizing social class or lifestyle. It could also mean 

that these stores had simply no choice but to rent spaces within Commercial Bay due to a lack 

of availability in historic and heritage buildings. However, it is important to note that while 

Commercial Bay may not have a long history within the retail landscape of Auckland, it is still 

a monumental structure and tower which is distinct and visible from the CBD fringes, whereas 

the heritage and historic buildings occupied by Gucci, Louis Vuitton, Montblanc, Bvlgari, and 

Tiffany & Co., are largely visible from the street view. 

 

The geographies of fashion, particularly luxury fashion and retailing, emphasise the use of 

“colour, emotional response, sensory experience, temporality, and visuality” (Crewe, 2017, pp. 

13), which is developed and facilitated by architecture. The architecture is monumental and 

substantive; as a result, it informs the ways the retail-built environment is understood and 

facilitates the development of identity formation. By purposely placing themselves within 

monumental buildings and unique landmarks, luxury brands are enhancing the brand's 

“territorial and commercial impact” (Paris, 2018, pp. 31) but also increasing their cultural 

capital. Luxury brands can essentially be described as heritage brands, where heritage and 

history are important components of their identity (Dion & Borraz, 2015). It can be said that 

Gucci, one of the most visible and revered fashion brands within the luxury retail sphere, with 

strong historical links, has infused its brand within the historical landmark, the Imperial 

Buildings, where the building itself has been a part of the history of Queen Street. Monumental 

architecture and designs define luxury brands' identity (Crewe, 2017). Most luxury brands have 

existed for a long period of time and, as a result, have garnered strong histories; they have often 
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celebrated their unique history and have maintained their “value of remaining faithful to the 

historical positioning” (Fionda & Moore, 2009, pp. 357) of their brand. 

 

By strategically being located within buildings and monumental landmarks, luxury brands 

understood the cultural value of these buildings and purposely occupied these spaces to 

showcase wealth, power, and heritage, but also to represent the power and status of the 19th-

century bourgeoises (Paris, 2018). Luxury brands have employed the idea of ‘heritage’ as a 

strategy tool; while most luxury products tend to be produced in mass, the commodities tend 

to have a timeless element connected to them. Craftsmanship, high quality, and history 

contribute to how the brand is positioned (Donze & Wubs, 2019). To ensure that the luxury 

brand remains a ‘luxurious’ item, some key attributes include being expensive, unique, scarce, 

unparalleled quality, aesthetics, and ancestral heritage (Kapferer, 2016). These retail spaces are 

effectively spaces of cultural and symbolic exchange (Pinedo & Gutierrez, 2020). The location 

and space these stores occupy are important for this exchange, as their geographical location 

contributes to and improves the cultural exchange, experience, and allure that these prestigious 

landmarks provide (Arrigo, 2015). The consumption of luxury goods and services is considered 

to be a form of conspicuous consumption, the notion that the consumption of these 

commodities showcases wealth and prestige, which in turn increases an individual’s status in 

society, especially attempting to get others to envy your position in society (Phau & 

Prendergrast, 2000).  

 

It is without a doubt that the architecture and design of luxury stores shape their brand’s 

identity. It basically acquires the historical benefits associated with a monumental historic 

building, and in doing so, it aligns itself with manifesting into a premium brand which claims 

prestige, status, and heritage (Moore & Doherty, 2009). Products displayed on store windows 
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resemble shrines, and the products are presented as treasures “echoing the artistic tradition of 

exhibition space” (Crewe, 2017, pp. 88). Flagship stores exert their influence and prestige by 

turning the branded streets (Wrigley & Lowe, 2002) into museums, tourist attractions, and 

tourist destinations (Wrigley & Lowe, 2002; Crewe, 2017; Goss, 1993; Paris, 2018). The 

designing of luxury stores mostly falls into the imaginative prowess of the artist and designer, 

and as a result, art and architecture collaborations have intensified in recent years (Kastner, 

2014; Crewe, 2017). Some notable flagship stores designed by popular artists and architects 

include Frank Gehry for Louis Vuitton and Renzo Piano for Hermes (Crewe, 2017). The luxury 

brand Chanel has made the use of its signature and popularized colours and has etched them 

onto the exterior of its flagship stores, further allowing the streetscapes and the city to capture 

its identity and character, channelling its popular “little black dress” the Chanel flagship store 

in New York reveals the incorporation of black and white into its exterior architecture. The 

white exterior complements the black interior surfaces (Crewe, 2017). It is an enchanting site 

of spectacle, much like the exterior and store windows of the Montblanc, Bvlgari, Gucci, Dior, 

and Louis Vuitton stores on Queen Street, Tiffany & Co. flagship store on Galway Street and 

Hugo Boss, Furla and Kate Spade NY in Commercial Bay. It evokes a sense of magic, 

charisma, and carnivalesque (Dion & Arnould, 2011; Goss, 1993; Wrigley & Lowe, 2002).  
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5.4 Interiors and the ‘artification’ of space 
 
This section provides an analysis of the interior layout and interior features through a schematic 

sketch of select luxury stores. These luxury stores, which include Bvlgari, Dior, Gucci, and 

Montblanc on Queen Street and Tiffany & Co. on Galway Street, have been selected due to 

their distinctiveness and uniqueness. The Bvlgari and Tiffany & Co store, which specialize in 

small accessories and commodities, have been selected due to their different interior qualities 

than the Gucci and Dior stores, which cater to a full range of commodities, from small 

accessories to mid and large range commodities, which is reflected in its interior layout and 

arrangement.  

 

The interior designs and the store layout of the Bvlgari flagship store on 75 Queen Street are 

exemplary in the prestige and luxuriousness the brand seeks to discharge, and the identity it 

seeks to both emulate and attract is seen through its interior form. Its most unique and visible 

feature is its round marble pillars that are uniformly erected in the middle portion of the store. 

The placement of these marble pillars (see Figure 5.8) in the centre of the store is unique in 

that you have to walk past them to get to the glass display cabinets. It evokes a sense of 

importance, and grandiose marble pillars are a typical structure that is often seen in palaces, 

castles, and museums and are often associated with locations and places with strong and deep 

historical roots. It is a way for the brand to communicate its heritage by purposely designing 

the store to mimic a European castle or palace and to highlight its European heritage through 

design and material culture (Crewe, 2017). The marble pillars are a great extension to the 

marble floors in the same cream colour. The centre of the store also features two glass display 

cabinets (see Figure 5.8) which display some of the brand's most popular and expensive 

products. Above these display cabinets hang two crystal chandeliers, which reflect into the 

glass and the jewels inside the glass cabinets. This centre place of the store is distinct from the 
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other parts of the store. Even the glass display cabinets are shaped differently, in a curved 

position. Since this portion of the store houses the brand's most expensive and celebrated 

jewellery pieces, it is purposely designed to be distinct from the rest of the store. The price on 

these items is not displayed and is placed on jewellery stands with an orange silk cloth on the 

bottom of the stands. Historically, silk was an item consumed largely by the wealthy and elite 

classes and has a strong history associated with wealth, royalty, and importance. By placing 

the jewellery and jewellery stands on silk, the brand is highlighting and showcasing its products 

as treasures and as materials that are timeless, aspirational, and elevated 

 

The interior design and layout of stores are important features of the retail-built environment 

and contribute importantly to the development of ‘place-making’ (Wrigley & Lowe, 2002). 

Early flagship stores and department stores established their stores as tourist destinations, 

achieving this through the art of window displays and spectacular interior designs (Wrigley & 

Lowe, 1996;2002). It is through interior design and the manipulation of space that luxury 

brands can communicate and highlight their brand identity (Kapferer, 2016; Kapferer & 

Bastien, 2012; Crewe, 2017; Dion & Borraz, 2015). The Bvlgari store on Queen Street can be 

considered an “experiential retail store” (Jahn et al., 2018, pp. 412).  
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Figure 5.8: A schematic representation of the interior layout of the Bvlgari flagship store in 

Auckland and its distinct interior features (Authors own). 

 

These stores not only exist to market and sell their products but also seek to portray the brand's 

image, heritage and exclusivity through interior design and store manipulation (Wrigley & 

Lowe, 2002) and through its material form (Crewe, 2017). Another technique employed by 

luxury brands to illustrate their exclusivity is not placing a price tag on their items (Crewe & 

Martin, 2015), which was observed at the Bvlgari store. This offers insights into the type of 

consumer the brand is attempting to seduce and attract, where the price of the commodities and 

products are of very little concern (Crewe, 2017). The lack of price tags represents an “invisible 

barrier to entry” (Crewe & Martin, 2015, pp. 15). It further highlights the products as being 
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priceless and not easily attainable (Crewe & Martin, 2015). More importantly, it reinforces the 

brands and the products' symbolism, rarity, craftsmanship, and heritage (Aiello et al., 2018). 

 

The rear end of the centre of the Bvlgari store evokes a sense of enchantment and allure. It 

features display units that have been inserted into the walls (see Figure 5.8), where large 

diamond and emerald studded necklaces are placed on jewellery stands against an orange 

backdrop. Lighting is also installed on top of these display units, making the jewellery sparkle 

and shimmer. Velvet sofas are placed around this area of the store. The placement of the sofas 

is done deliberately. It is an area to rest and reflect while gazing upon these display windows 

inserted into the walls, evoking a set of affective properties, intending to hypnotize and seduce 

the customer through the jewellery’s shimmer and sparkles. It is an opportunity for the 

consumer to become enamoured with the brand and its exclusivity and products. The store also 

evokes a sense of emptiness and lacks emphasis. As a result, the products inside the stores tend 

to stand out and expose them by bringing them to the forefront of the potential consumer or 

visitor. The lack of commodities also shows that customers are in a personalized space, 

whereby the store knows which items to put on display. These spaces are essentially 

exclusionary spaces. Luxury brands deliberately manipulate space through the use of expensive 

materials associated with prestige and value. In doing so, it generates the formation of multiple 

identities reflected through the material form or the retail-built environment. Interestingly, to 

highlight these stores as a personalized space, Bvlgari has a section at the rear left end of the 

store which caters to VIP clients (see Figure 5.8). This space features wooden tables, chairs, a 

telephone, and a lampshade which is placed on a cream Persian rug. This further highlights the 

notion that the store is attempting to give the effect that being in the store, for some is like 

being in their living rooms or personal spaces that they participate in. Importantly, a colourful 

art canvas is displayed within this space; this also articulates the connection luxury brands have 
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with art, especially luxury brands that view themselves as art institutions. Other art forms are 

also displayed throughout the store, often using bright, colourful palettes, which is a great way 

to elevate the ambience of the store, which largely employs the same colour consistency 

throughout the store, such as cream, orange, and gold. There is a patterned meshed sliding door 

that separates the personalized VIP room from the rest of the store. It foregrounds this idea that 

spaces within the store are stratified, that in order to consume the products and the brand 

identity, you must belong to a particular social class. Stacked shelves are also scattered around 

the store to display leather tote bags and other smaller accessories such as sunglasses and 

diamond-studded watches.  

 

The Tiffany & Co. store on Galway Street, much like the Bvlgari store on Queen Street, caters 

to jewellery and other small luxury accessories and goods. Similarly, it also features a curved 

display unit (see Figure 5.9) as you first enter the store from Galway Street. The display unit 

is brightly lit up, using small halogens that are installed inside the glass of the display unit. It 

displays women’s jewellery much like treasures being displayed in a museum. The price of the 

commodities is visible, unlike the prices of commodities that were hidden in the Bvlgari store. 

The Tiffany & Co. store has used wooden flooring and has used wooden panelling on some 

walls, particularly the walls that feature photograph canvases. Photographs of American 

landmarks, particularly landmarks located in New York City, are scattered around the store, 

such as the iconic Brooklyn Bridge and the Empire State Building. Photographs of the New 

York skyline are also visible in the store. A black and white canvas depicting the famous 

Hollywood actress Audrey Hepburn is also hung in the store. Audrey Hepburn featured in the 

popular American romantic comedy film “Breakfast at Tiffany’s”. This highlights Tiffany & 

Co celebrating their heritage and history and paying homage to its historical roots. Tiffany & 

Co. was founded in New York, and the use of black and white canvases depicting some of the 
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landmarks of New York highlights that the brand is communicating its identity with the 

consumer, the notion that the brand and its commodities are timeless, that a consumer’s 

presence within the store, regardless of the purchasing of commodities means that the consumer 

is taken back into time and into a different era, time, and space. It evokes a sense of ‘magic’ 

and the ‘carnivalesque’, essentially making these spaces a ‘pseudo-space’ (Goss, 1993). The 

portrait of Audrey Hepburn also highlights the relationship luxury brands have with celebrities 

and popular culture, that celebrity endorsements of the commodities elevate the brand's profile 

and further facilitate the development of its identity and image. The store also features crystal 

chandeliers, much like the Bvlgari store, although it has large mirror installations erected on 

the walls of the store. These mirrors reflect the trees that are planted along the outside of the 

street, providing a picturesque reflection, and providing the room with colour. It also reflects 

this idea that the trees represent nature and earth, that the luxury brand is engrained not only 

through its commodities, products, and popular culture, but that it is part of the history of the 

earth, that its existence is natural, and it reflects a sense of purity. The large mirrors are also an 

opportunity for the consumer or visitor to reflect on their position and place, and time within 

the store. These reflections also highlight the consumer's relationship with the brand. It 

positions the consumer amongst historical landmarks, which evoke a sense of importance and 

desire within the consumer through its association with these iconic structures. But it also 

demonstrates cinematic history, glamour, lifestyle, and craftmanship. Like the Bvlgari store, 

the Tiffany & Co. store features a VIP room for its wealthy clients (see Figure 5.9), which 

features a wooden table and leather couches, which further highlight some sections of the store 

as a personalized space. The store’s signature light blue colour that is reflected on the exterior 

of the store is also consistent within the store, and parts of walls and props (such as a cannon 
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and a giant human-sized inanimate bear which is placed on the side of the glass display cabinet) 

are all blue, aligned with the signature colour of the brand. 

Figure 5.9: A schematic representation of the interior layout of the Tiffany & Co. flagship 

store on Galway Street (Authors own). 

 

The interior layout and design of the Tiffany & Co. store, including the size of the store (see 

Figure 5.9), colour range, products and commodities, flooring and carpeting, interior walls, 

wallpaper, and artwork, can evoke sensory and cognitive properties within the consumer or 

visitor (Turley & Milliman, 2000). This highlights the range of ways luxury stores exploit these 

retail spaces and construct these spaces to promote and indulge in consumption (Wrigley & 

Lowe, 1996). Retail spaces are effectively ‘liminal spaces’, which asserts that retail spaces are 

transitory spaces, the notion that these spaces evoke a sense of myth and magic through their 

sensory and atmospheric properties (Goss, 1993). Places that are traditionally seen as ‘liminal 
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spaces’ include tourist destinations, street fairs, carnivals, and colourful marketplaces. These 

sites are manipulated to provide people with a sense of nostalgia and euphoria (Goss, 1993). 

This sense of magic and aura is deliberately injected into luxury brands to highlight their image 

and personality and also as a way to mythologize the brand (Dion & Arnould, 2011). This is 

evidenced by the use of monochromatic photography of New York landmarks and a portrait of 

Audrey Hepburn inside the Tiffany & Co. store on Galway Street. It represents timelessness, 

history and heritage but also seeks to create a sense of magic and aura within the store and 

through the store's interior design and form (Manlow, 2019). 

 

The interior of the Dior flagship store on 45 Queen Street is spectacular and eye-catching, 

featuring minimalist interior architecture. Upon entering, the store's most visible feature is the 

large, illuminated mirror with its sides turned into screens (see Figure 5.10), which features the 

popular American actress and Dior ambassador Natalie Portman, who is featured wearing Dior 

jewellery. Much like Tiffany & Co’s use of Audrey Hepburn's portrait, Dior also seeks to attach 

itself to popular culture and celebrities to attract consumers. The Dior store is a reimagined 

space that is curated and textured to elicit a sense of desirability and to feed into the notion that 

being inside the store has parallels to being inside a dream or a fantasy world. The features of 

the store that evoke these affective properties most notably include the cluster of star-shaped 

lights installed throughout the store's ceilings. These lights facilitate the development of a 

unique identity for the store as it makes this space enchanted and feeds into the consumer’s 

desires and cravings. Interestingly, a grey colour theme is consistent throughout the store. 

Different shades of grey are present in the different sections of the store, and this consistency 

in colour is also reflected in the grey that is used throughout the panelling on glass display 

units. Commodities such as jewellery and bags are featured in the first set of glass displays on 

both sides of the store, along with stacked shelves which also display mid-large range handbags 
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(see Figure 5.10). While the Dior store may be inviting through its unique architecture and 

interior designs, it also arouses a sense of distance between customers and the commodities.  

Figure 5.10: A schematic representation of the interior layout and key features of the Dior 

flagship store on Queen Street (Authors own). 

 

The Dior store is sizeable, and the display units are all placed on the sides of the store, clearing 

a lot of space in the middle (see Figure 5.10). By doing this, the luxury brand is communicating 

distance through the arrangement of interior features, the distance that is most likely needed 

between the commodities and the consumer, as not every visitor that enters the store will make 

a purchase. Therefore, maintaining a distance is a strategy for the luxury brand to remain 

exclusive, enchanting, and elevated. There is also distance and gaps between the commodities 

that are displayed on the shelves. Interestingly, while the distance between visitors and the 
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brand is evident, the distance between commodities is also evident. Not all commodities are 

the same; each is special and unique and has its own personality. By placing a distance between 

handbags and accessories, the luxury brand is exposing the multiple personalities that are 

engrained in their commodities. Commodities and products are not just clothing to be worn. 

They are statement pieces with their own unique identity, which consumers also adopt by 

wearing luxury brands. 

 

Another unique feature observed at the Dior store is at the rear end of the store, which features 

a living room with a table, couches, and a fireplace with mannequins on each side of the 

fireplace dressed in haute couture. On the table sits a vase with a white and yellow orchid 

placed inside it (see Figure 5.10). The orchid, which was natural, also set off a pleasant scent 

and smell into the room. The fact that a natural flower was used, as opposed to a synthetic one, 

reflects the realness of the space but also the realness and authenticity of the luxury brand. Next 

to the vase was a book entitled “The History of Dior”, which details the history of Dior and its 

founder Christian Dior. The book sets out the milestones the company has reached, and it 

features some of its most famous designs and pieces, which were worn by some of the most 

famous historical figures of the 20th century. The portraits within the brand’s autobiography 

include the iconic Hollywood star Marilyn Monroe, dressed in a black Dior gown, famous 

Italian actress Sophia Loren in a floral Dior dress, and Grace Kelly, Princess of Monaco, also 

wearing a white diamond-studded inaugural Dior dress. It highlights Dior’s heritage and 

history and situates the brand amongst popular and historical figures throughout history. It also 

emphasizes the connection and relationship the brand has had with dressing celebrities serving 

as a stewardship of stardom. The display of this heritage is a pattern which was also observed 

in the Tiffany & Co. store.  The store breathes life into deceased people of the past, such as the 

founder Christian Dior and Marilyn Monroe. It helps to produce the sense that consuming 
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Dior’s products means that you are consuming Dior’s history, and you are inserting yourself 

within the history and heritage of Dior. From a local perspective, it’s not only a celebration of 

the heritage of Dior and its emblematic celebrity endorsements, but it is also the celebration of 

the history and heritage of Auckland and its monumental landmarks that these commodities 

are placed inside. A framed portrait of Christian Dior sits on the mantelshelf of the fireplace, 

which mythologizes the founder and reinforces his presence within this space, a space which 

is highly personalized and carefully curated to give the effect that you are perhaps sitting in 

Christian Dior’s living room. The firebox of the fireplace was lit up in synthetic flames to 

mimic real flames. This more private and personalized section of the store was completely 

decorated in grey palettes, from grey curtains to a grey fireplace, and also a grey frame and 

vase placed on a grey Persian rug.  

 

The Dior store on Queen Street is exemplary in producing the store as a mythical location. As 

flagship stores are an opportunity for the store to highlight the brand history, it also affords the 

luxury brand to cultivate and elevate these spaces through myth and legend (Dion & Borraz, 

2015). Photographs and portraits of founders are a great way to ‘mythify’ the stores feeding 

into the notion that the founder’s presence can be echoed throughout the store (Dion & 

Arnould, 2011). The grey colour pallet is typical for Dior stores across the world (Dion & 

Borraz, 2015), a feature which was observed at the Dior store in Auckland. This is due to the 

colour being the favourite of the founder Christian Dior (Dion & Borraz, 2011). Flagship stores 

are also spaces which can stage storytelling. This is a tool brands utilize to evoke dreams, 

fantasies, and myths (Debenedetti, 2021). This storytelling can be seen as the brand's ‘ritual’ 

as the flagship stores are viewed as the brand's temple or cathedral (Debenedetti, 2021, 

Cervellon & Coudriet, 2013).  
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The interior presence of the Gucci store on 48 Queen Street reflects a more feminized interior, 

particularly due to its use of a light pink pastel colour palette for the woman’s section of the 

store, which is also the largest section of the store. The Gucci store utilizes more colour in the 

interior design of its store than the Dior store, which is largely monochromatic. Handbags are 

arranged from the smallest tote bags displayed on the bottom shelf, with more mid-size and 

mid-range bags placed on the middle shelf and much larger tote and luggage bags placed on 

the top shelf. Strip neon lights run through the insides of these stacked shelves (see Figure 

5.11), which brighten the bags and focus on their colour and texture. The prices on these items 

are hidden and are not visible. This is done deliberately to highlight that not having a price tag 

on an item symbolizes its value and the fact that it is expensive. It strengthens its desire to 

attract a particular clientele and a particular social class that is not concerned with the price of 

a commodity, but rather the consumption of these items is fueled by an attempt by these 

consumers to make a societal statement and signal status and wealth. Interesting contrast 

between the Dior and Gucci stores is that items, particularly handbags, are placed close to one 

another. Even handbags of the same design but in different colours indicate Gucci’s range, 

whereas, in the Dior store, handbags were individualized, placed at a distance from each other, 

with only one colour, rather than a selection of colours afforded at the Gucci store. This may 

be due to Gucci bags being more in demand than Dior bags, but it also highlights the limited 

range of handbags at the Dior store. The store also features round velvet tables (see Figure 

5.11), which are scattered throughout the store in different sizes, particularly in the middle of 

the store at the entrance. These velvet tables complement the velvet chairs that are placed next 

to the display units of the store. Small accessory items such as jewellery, wallets, cardholders, 

and hats are displayed on these tables. Importantly, as observed during this analysis, the tables 

displayed Disney merchandise, which is a popular collaboration between Gucci and Disney. It 

features Mickey Mouse and Donald Duck motifs on Gucci hats, wallets, and bags. They stand 
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out amongst the rest of the commodities in the store as they are more colourful and attractive. 

This further highlight Gucci’s desire to attract a younger clientele and evoke memories 

amongst consumers that have enjoyed these popular cartoon characters and indicates the 

brand's artistic prowess. There was also a poster of the singer Harry Styles from the British 

boyband One Direction displayed in the men’s section of the Gucci store wearing a formal 

Gucci attire.  

Figure 5.11: A schematic representation of the interior layout and key distinct interior 

features of the Gucci flagship store on Queen Street (Authors own). 

 

Commodities displayed across the Gucci, Bvlgari, Tiffany & Co. and Dior stores are placed 

like items from history being displayed and stored within art galleries and museums. Some 

Gucci commodities also display its famous “G” letter symbol, particularly on a few select bags 
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and scarves. The store utilizes black and white block tiles at the centre of the store, which is 

like the flooring tiles that are used at discos. These floors evoke a sense that these spaces are 

essentially entertainment spaces and that consuming the brand, or even walking through the 

store without making a purchase and being immersed in the brand’s material form (Crewe, 

2017) can be considered a form of “shoppertainment” (Wrigley & Lowe, 2002). There are 

mannequins positioned throughout the Gucci store, which are decorated in Gucci haute couture. 

There are also hand-shaped accessory holders that are carefully positioned and placed on the 

table, which show these hands gripping onto a purse and lifting the purse up, the same way you 

would grip onto a medal. As a result, it showcases the importance and the value attributed to 

these commodities. The notion that owning a Gucci purse garners the same importance and 

prestige, and achievement as winning a medal. The rear end of the Gucci store caters to 

products and commodities that are for men. This is visible as the light pink feminized pastel 

colour palette is absent in this section and is replaced with a more masculine dark grey colour 

palette throughout its walls. However, the Persian rugs that lay in select spaces within the 

female section are also consistent and displayed within the men’s section. The use of Persian 

rugs highlights wealth and prestige, as Persian rugs tend to be expensive and are commonly 

utilized within castles, palaces, and expensive boutique hotels. These Luxury stores are 

aligning their interiors with the interior of grandiose structures such as palaces and castles, 

which are plentiful in Europe due to a strong connection between Europe and monarchies. 

From a cultural perspective, luxury stores have their origins in Europe. Most of their designs 

and products are developed and made in their home countries. While Gucci has outsourced 

some of its manufacturing to other countries (Crewe, 2017), it still maintains fashion lines and 

products that are “Made in Italy” as a result, these brands are importing their cultural and 

material capital and sophistication into New Zealand, specifically to the streetscapes of 

Auckland.  
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The Montblanc store on 87 Queen Street offers a discreet but masculine interior and colour 

selection as they largely cater to a male-dominated clientele. Leather belts and wallets are 

displayed within glass cabinets, like ‘treasures’ in a museum (Crewe, 2017). Montblanc 

accessories are mostly black and brown, and a lack of a diverse colour range provides insights 

into the consumer the luxury brand is seeking to attract. Specifically, a white-collar 

professional that travels internationally frequently. Montblanc also specializes in luggage bags 

and accessories, highlighting its global outreach and significance. The Montblanc flagship 

store is significantly smaller than the other flagship stores located along Queen Street, which 

may be due to being limited to just men’s messenger bags, luggage bags, accessories, and 

apparel. The store also fuels a professional white-collar male vibe by having long boardroom 

tables positioned next to glass cabinets. Montblanc is also famous for its ball-point pens, 

typically retailing over NZD 500. An entire glass cabinet is dedicated to pens of different 

colours. Like the Dior store, a book detailing the history and timeline of Montblanc is placed 

on a table next to the pens’ collection. This book highlights Montblanc’s brand image and 

identity as it promotes its history and heritage. The brand is also named after Montblanc 

Mountain in Switzerland, which is also where the brand originates from. The mountain is a 

significant landmark as being the highest mountain in Western Europe. Photographs of the 

mountain and alpine area are depicted throughout the book outlining the luxury brand's history. 

On a glass casing which is positioned separately from the rest of the glass units containing ball-

point pens is the special edition JFK ball-point pen, named after the 35th President of the United 

States, John F. Kennedy. A photograph of the former president is also displayed next to these 

pens. The use of this historical figure signifies the professionalism that the brand and its 

commodities are eliciting by trying to attract a target audience. The office of the presidency is 

a highly professional and influential position, which depicts large-scale success and ambition, 
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traits which the brand is cultivating for itself and its clientele. In addition to this, JFK presided 

over the onset of the cultural revolution in the United States and is looked upon as an important 

symbol of American society and a historical figure that is ingrained in American popular 

culture. 

 

 A consumer or visitor inside a flagship store or a boutique store can come to realize the brand’s 

identity just by seeing and touching the products. This, in turn, facilitates the development of 

a unique identity within the consumer, as it provides instant satisfaction and indulgence even 

if the consumer or visitor does not purchase the item (Blazquez, Boardman, & Xu, 2019). 

Therefore, the flagship store encompasses the entire luxury brand personality and seeks to 

provide the consumer or potential customer with the “ultimate brand experience” (Fionda & 

Moore, 2008, pp. 360). The consumption of luxury goods is linked to the fulfilment of identity 

and their power to signal wealth and value (Pandelaere & Shrum, 2020). By consuming luxury 

commodities, an individual can signal their status and position within society, and it also 

suggests that the individual belongs to the upper class and is seen as a tool to project wealth 

and success (Phau & Prendergast, 2000). Luxury brands act as “costly signals” (Nelissen & 

Meijers, 2011, pp. 344). The concept is closely associated with conspicuous consumption and 

indicates that those that consume luxury commodities have resources and desirable skills and 

abilities to acquire such products (Nelissen & Meijers, 2011).  These interiors of these spaces 

are ‘themed environments’ as their important features such as colour, lighting, mirrors, glass 

cabinets, and interior layouts are intertwined to project imagery and highlight the brands’ 

identity (Wrigley & Lowe, 2002). Flagship stores reinforce the concept of “experiential 

retailing” (Manlow & Nobbs, 2012; Moore & Doherty, 2009; Wrigley & Lowe, 1996;2002), 

the notion that retail stores, particularly flagship stores, provide social experiences beyond the 

store’s economic focus (Wrigley & Lowe, 2002). Many flagship stores have adopted the 
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methods of 19th-century department stores to provide an experience and accentuate their 

brand’s identity and importance (Wrigley & Lowe, 2002).  
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5.5 New Zealand fashion magazines 

VIVA, Remix and Fashion Quarterly are New Zealand-based fashion magazines which provide 

blogging-style commentaries on the current state of fashion in the country and also provide 

posts on current trends and styles. These fashion magazines are highly important for the fashion 

industry as they provide an innovative way to communicate fashion trends and are 

“democratizing fashion” (Crewe, 2017, pp. 149) through dispensing knowledge via digital 

platforms (Crewe, 2017). High-end fashion is an expanding phenomenon in New Zealand and 

has become an exclusive niche, particularly in Auckland. The newest addition to the growing 

line of luxury stores on Queen Streets boulevard is the Bvlgari flagship store on 75 Queen 

Street. Bvlgari has been eyeing to establish itself in New Zealand for a long time and has been 

exploring locations to enter the New Zealand luxury market for quite some time (VIVA, 2020). 

The spokesperson for Bvlgari had asserted that New Zealand is an attractive country for luxury 

brands as it is seen as an emerging market for luxury brands. It is also attractive due to its 

tourism networks. The Bvlgari official described New Zealand as a “precious treasure chest 

for the world of luxury” (VIVA, 2020, pp. 1). Bvlgari had also decided to locate their store at 

a specific location, which symbolizes Roman architecture and aesthetics, to maintain 

consistency with all its stores globally which are housed within Roman-style architecture and 

aesthetics, highlighting its Italian heritage and even the fact that the brand was founded in 

Rome (VIVA, 2020). The bulk of the materials installed in the interior of the store was 

imported from Italy (VIVA, 2020).  

 

The New Zealand Fashion Week, which is held annually, features designs that have been 

created by New Zealand-based lifestyle designers, such as Karen Walker and Kate Sylvester, 

both located on Takutai Square (see Figure 5.3). It is also an opportunity for New Zealand’s 

fashion community to celebrate and view high fashion through exhibitions, presentations, and 
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catwalks (Fashion Quarterly, 2019). Fashion designers have to often present their designs on 

catwalks and runways to represent their brand image and to raise awareness about their 

products; therefore, New Zealand Fashion week is an important event to highlight not only the 

progress of the fashion industry in New Zealand but to communicate designs to a wider 

audience (Fashion Quarterly, 2019). The New Zealand Fashion Week is also a show that allows 

emerging designers to showcase their designs and grow their brands and platforms (Fashion 

Quarterly,2021). To celebrate heritage and history, Kate Sylvester introduced a vintage line of 

jewellery for its 2020 winter collection and reflected that these pieces are timeless and can be 

worn in any season (Fashion Quarterly, 2019). However, due to the COVID-19 pandemic New 

Zealand Fashion Week has been postponed until 2023 and will be held in Auckland, as it has 

since its creation (Fashion Quarterly, 2021). New Zealand lifestyle brand Deadly Ponies, 

located in Takutai Square (see Figure 5.3), was involved with the Auckland Art Fair (AAF) in 

2018; it sponsored an AAF exhibition featuring its scarves alongside contemporary art 

designed by New Zealand artists and emerging talent (Fashion Quarterly, 2018). The AAF was 

an ideal event to launch the brand's scarf collection, as the brand sees the scarves themselves 

as artwork (Fashion Quarterly, 2018).  

 

Prada has entered the NFT (Non-Fungible-Tokens) arena as it increases its technological and 

metaverse presence; through its collaboration with sports brand Adidas, they partnered with 

the digital artist Zach Lieberman to commission digital artworks. The artwork will feature a 

larger single art piece that has been developed from approximately 3,000 other artworks. Other 

iconic brands have also jumped on the metaverse bandwagon, such as Gucci and Balenciaga, 

Gucci’s Dionysus purse was sold using the cryptocurrency used within the game Roblox, 

whereas Fortnite currency was used to purchase “skins” developed between collaboration 

between Balenciaga and Fortnite (Remix, 2022). Current debates within the fashion and 
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technology arena highlight the interweaving between the two, but it also focuses on how reality 

and technology are becoming integrated rather than being two separate entities (Remix, 2022). 

New Zealand-based fashion magazine Remix featured Victoria’s Secret Supermodel Lily 

Aldridge for its 2021 spring edition cover. The Remix team travelled to New York for the 

edition and utilized popular fashion photographer Regan Cameron. The photographs of 

Aldridge feature her wearing popular luxury brands such as Bvlgari, Gucci, and Dior. The 

magazine's front cover features Aldridge in the popular and iconic Bvlgari Serpenti necklace, 

the same necklace line displayed on the store windows of Bvlgari’s flagship store on Queen 

Street. Tiffany and Co. launched a home and accessories collection in celebration of its iconic 

designers, John Loring and Gene Moore, the homewares reflect the craftsmanship and quality 

that the brand accentuates, but it is also an opportunity for the consumer to have access to more 

personalized commodities to purchase (VIVA, 2017).  
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5.6 Conclusion  

This chapter engages with the spatial analysis of luxury stores and flagship stores in Auckland 

and identifies Queen Street as a ‘branded street’. The socio-cultural characteristics and the 

cultural material form of the luxury stores have been analysed through monumental 

architecture, distinct exteriors and interior features, and the performative nature of the store 

window design. The spatial, exterior presence and interior layout have been analysed and 

interpreted using different metrics, such as maps, to determine and position Auckland’s luxury 

flagship stores and their clusters within the luxury retailing precinct and its connectedness to 

monumental architecture and its proximity to significant sites. The interpretation of the exterior 

presence of the stores has been accompanied using photographs, which provide a visualization 

of the exterior features of the luxury stores, particularly the performative and affective nature 

of the store window. The interior layout and features have been explored through the 

observations within the stores but are accompanied by schematic representations, which are 

presented in the form of interior layouts, which highlight the specific features that are found 

commonly throughout luxury stores and some of the differences that have emerged between 

these stores. The differences that have manifested within the interior spaces, most notably, 

Dior, tend to evoke a sense of emptiness due to a lack of commodities displayed and having 

sections within their expansive store left empty. Meanwhile, the Gucci store tends to display 

more items and commodities throughout their store using decorative tables and display units. 

New Zealand-based magazines have also been examined to highlight the New Zealand-based 

high-end fashion sector and its place within the wider luxury fashion industry.  
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Chapter Six: Conclusion 

This thesis has identified and evaluated the socio-cultural practices of luxury brands and 

flagship stores in Auckland. The results and findings suggest that Auckland’s luxury retail-

built environment is unique and distinct. In accordance with Crewe’s (2017) ‘cultural economy 

approach,’ the material form of Auckland CBD’s luxury retailing precinct has facilitated in the 

production of consumer identities (Crewe, 2017; Goss, 1993; Wrigley & Lowe, 1996;2002). 

The research objectives for this thesis have aided in understanding the different facets that 

interplay to create and promote these socio-cultural practices. It engaged with a qualitative 

research approach to uncover and reveal the nature of the retail landscape of Auckland by 

utilizing research tools such as observational analysis, which critically evaluates the socio-

cultural characteristics and nature of luxury brands and flagship stores in Auckland and identify 

their distinct features such as monumental architecture, exterior presence, interior design and 

layout, and store window design and display. Visual methodologies were adopted to identify 

and map the spatial distribution of luxury brands and flagship stores within Auckland and 

consider the locations of luxury retail outlets and their position within the city. Secondary 

sources and data were examined to highlight the globalized nature of luxury brands, their global 

store networks and their online presence.  

 

Chapter 4 provided an in-depth analysis of the global network of luxury brands and their online 

presence. It explored some of the driving factors that have led to the expansion and growth of 

the luxury industry. Luxury brands have sought to embed and maintain their historical 

European roots despite their location. In recent years, luxury brands and the consumption of 

luxury commodities have increased in Asia, particularly in China (Deloitte, 2020), where the 

number of wealthy individuals has increased and demand from a growing middle-class with an 

appetite for luxury goods and services. Conglomerates such as LVMH, Kering, Richemont and 
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Tapestry, Inc (Deloitte, 2020; LVMH, 2021; Kering, 2021) have become prominent in recent 

years due to their mergers and acquisitions of luxury brands and their amalgamation into one 

holding company have also accelerated their growth globally. Luxury brands have also become 

increasingly popular, particularly amongst younger generations that are more technologically 

savvy. As a result, luxury brands are allocating funds to their digital marketing to enhance and 

increase their digital platform presence (Crewe, 2017). The luxury goods industry has remained 

stable despite the economic downturns and the disruptions that have been caused by the 

COVID-19 pandemic (Bain & Company, 2021; Deloitte, 2020). Technology has created virtual 

spaces of cultural significance and a new form of connectedness with the consumer. This 

chapter evaluated the online presence of the top-performing luxury brands websites, such as 

Gucci, Dior, Prada, Montblanc, Bvlgari, Louis Vuitton, & Tiffany & Co. The websites captured 

a reoccurring theme that was present throughout all luxury websites, which was the relentless 

display of history and heritage through carefully crafted advertisements and campaigns shot 

inside elegant castles, art galleries, and museums. Luxury brands also evoked a sense of history, 

heritage and rarity by bringing back designs from the past to market to contemporary 

consumers. Luxury brands Bvlgari and Tiffany & Co were selling books on their websites 

outlining their brand history and milestones. Through an analysis of the websites, it was evident 

that luxury brands seek to evoke a sense of ‘magic’ (Goss, 1993), ‘elsewhereness’ (Wrigley & 

Lowe, 2002), and exclusivity by portraying themselves as cultivating a particular lifestyle and 

attaching itself to tourist destinations and travel (Goss, 1993; Paris, 2018). 

 

Chapter 5 applied theoretical foundations in interpreting and evaluating the material form and 

the socio-cultural nature of luxury brands and flagship stores in Auckland. This chapter 

identified the spatial distribution of luxury brands and flagship stores and considered their 

locations within the city. Queen Street was identified as a ‘branded street’ (Wrigley & Lowe, 
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2002). The branded street highlighted the clustering of luxury brands such as Hugo Boss, Kate 

Spade NY, Furla, Dior, Prada, Bvlgari, Montblanc, Ermenegildo Zegna, Coach, Louis Vuitton, 

Gucci, and Rolex, which was described as ‘economies of icons’ (Crewe, 2016). Meanwhile, 

Tiffany & Co and Chanel were located in close proximity to the stores on Queen Street; 

however, these two stores were located on Galway Street. These clusters were mapped and 

presented in Figure 5.1, 5.2, and 5.3. In order to maintain exclusivity and prestige and to 

promote their brand image and personality, luxury brands systemically locate themselves in 

spaces which are high in rent and in close proximity to monumental structures and architecture 

(Crewe, 2017; Dion & Arnould, 2011; Fernie et al., 1997; Arrigo, 2011). Most luxury brands 

in Auckland were housed inside heritage buildings, except for Hugo Boss, Furla, and Kate 

Spade NY, which were located in Commercial Bay. An evaluation of the exterior presence of 

select stores were presented; these stores were selected based on their distinctiveness. The 

results from this analysis concluded that the exterior and architectural features of luxury brands 

evoked a sense of heritage and exclusivity (Crewe, 2017). As aforementioned, being located 

within historic buildings afforded luxury brands to associated with the Ancient Greek and 

Baroque-inspired architecture. An analysis of the store window displays articulated a sense of 

theatre, with store windows being performative (Crewe, 2017). I also explored the interior 

designs and layouts of select stores, these stores were selected based on their interior 

distinctness and allowed for comparison between stores. A schematic sketch was performed on 

four luxury stores in Auckland, Bvlgari, Gucci, and Dior on Queen Street and the Tiffany & 

Co store on Galway Street. The interior features of the stores communicate a sense of prestige 

and exclusivity through the use of expensive materials such as marble and glass display 

cabinets which were used to display commodities as ‘treasures’ (Kapferer, 2016). The interior 

layout of the stores confirmed the manipulation (Goss, 1993) and ‘artification’ (Jelink, 2018; 

Kastner, 2014; Crewe, 2017) of space.  
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The theoretical foundations within retail geographies and the geographies of fashion have 

informed this thesis. A contribution of this thesis to the literature is the mapping of the spatial 

characteristics of luxury brands and flagship stores in Auckland. The Auckland CBD retailing 

precinct has never been mapped and interpreted. Existing studies have largely neglected 

second-tier cities such as Auckland. The spatial distribution of luxury retailing is vital in 

understanding the socio-cultural elements embedded within the retail-built environment. 

Furthermore, sketches in the form of a schematic representation of the interior layout and key 

distinct interior features of luxury stores in Auckland CBD is absent within the academic 

literature, and as a result, these schematic sketches are a contribution to the retail geography 

and more broadly cultural geography inquiry and scholarship. 
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