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RESUMÉ 

Når antallet af nye brands stiger, opstår der et stigende behov for at skille sig ud og sikre brand 

identifikation. Når dette behov kombineres med øgede restriktioner imod markedsføring af 

produkter indenfor bestemte kategorier, er virksomheder nødt til at gå nye veje i deres kamp om 

at sikre sig en plads i eksisterende og potentielle kunders bevidsthed. En af de industrier, der 

oplever at være særligt presset, er producenter af alkoholiske drikke. Man taler i den forbindelse 

om begrebet dark markets, der refererer til markeder med forskellig grad af restriktioner mod 

markedsføring. En måde at imødegå disse restriktioner er at øge fokus på virksomhedens 

visuelle identitet og optimere elementerne til at sikre optimal genkendelse af brandet. 

Afhandlingens påstand er dog, at alle virksomheder vil kunne drage fordel af at øge fokus på de 

signaler, de sender gennem den visuelle kommunikation – og den visuelle identitets evne til at 

sikre genkendelse og differentiering fra konkurrerende brands. 

Den visuelle identitet har længe været et anerkendt brandingredskab i designverdenen, men i 

den akademiske verden, og inden for organisationsteorien og den corporate markedsføring, har 

den spillet en forsvindende lille rolle. Den corporate visuelle identitet (CVI) kan betragtes som 

manifestationen af virksomhedens identitet, og er således en vigtig del af skabelsen af det 

corporate brand. Ved at fokusere på CVI, når den udsættes for eksterne restriktioner, bliver 

fokus flyttet fra traditionelle identifikationselementer, som produktbilleder og navn, og formålet 

med afhandlingen er derved at bringe andre visuelle elementer i spil; form, farve og typografi. 

Besvarelsen af opgavens hovedspørgsmål baserer sig på kvalitative interviews med tre relevante 

personer med hver deres fokusområde, der tilsammen maler et udførligt billede af den visuelle 

identitets betydning. Derudover bygger besvarelsen på teoretisk gennemgang af CVI i den 

eksisterende brandinglitteratur, samt menneskets mentale reaktion på visuel stimuli, og 

afslutningsvis redegørelse for den nuværende dark market-situation. På baggrund af dette 

udvikles hypoteser om form, farve og typografis evne til at sikre genkendelse af det corporate 

brand. Endvidere bliver der opstillet hypoteser om kendskabsgradens indflydelse på 

genkendelsen af de enkelte elementer, hvilket bliver testet i relation til the Sequence of Cognition, 

der opstiller et hierarki for menneskets opfattelse af visuel stimuli. 

 En større kvantitativ undersøgelse, baseret på 16 udvalgte øl- og alkoholbrands og 

mere end 70 unikke visuelle repræsentationer, fastslår, at ét visuelt element er tilstrækkeligt til at 
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sikre brandidentifikation, hvis dette element er differentieret og veletableret. Desuden viser 

tilstedeværelsen af stærke associationer mellem element og brandnavn sig at have en positiv 

indflydelse på genkendelsesgraden. Gennem bearbejdelse af data fremkommer der endvidere et 

tydeligt hierarki i de enkelte elementers evne til at sikre genkendelse; 1. Form; 2. Typografi (med 

relevant indhold); 3. Farve; 4. Typografi (uden relevant indhold). Mht. kendskabsgrad, i 

relation til selve brandet, påviser undersøgelsen ikke nogen tydelig sammenhæng mellem dette 

og antallet af visuelle elementer nødsaget for at sikre genkendelse. Det bliver dog bekræftet, at 

tilstedeværelsen af flere visuelle stimuli mindsker usikkerheden og dermed øger 

genkendelsesgraden. 

Ud fra den teoretiske gennemgang og de empiriske data, bliver der udviklet en række normative 

guidelines for udarbejdelsen af og det strategiske arbejde med CVI på dark markets. Disse 

indeholder følgende overordnede trin; 1. identificér alle distinkte brandelementer og hold dem 

op imod konkurrenters visuelle elementer for herved at finde dem, der kan betegnes ”ownable”. 

Herved forstås de elementer der sikrer, at brandet ikke forveksles med konkurrerende; 2. 

Prioritér de visuelle elementer ud fra det opstillede hierarki; 3. undersøg eventuelle restriktioner 

imod elementerne på alle relevante markeder; 4. bestem kendskabsgraden for hvert element på 

hvert marked.  

 Formålet er således at sikre fleksibilitet gennem skabelsen af et visuelt identitets 

program, eller en værktøjskasse, hvor elementerne hver især og i kombination er i stand til at 

identificere brandet uanset restriktionsscenarie. 
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1. INTRODUCTION 

Many marketers and communications professionals agree that our ever more cluttered 

marketplace has increased the importance of corporate brands as a differentiating factor (e.g. 

Aaker, 1996; Pieters, Warlop, & Wedel, 2002; Campbell & Keller, 2003). When products and 

services become increasingly indistinguishable, the brand becomes the difference and hence 

has come to carry a bigger share of the responsibility for sustaining margins (Schultz, Hatch, & 

Larsen, 2000, s. 13; Zaichkowsky, 2010). Largely speaking, we talk about two types of brands; 

product brands and corporate brands. The focus on and value of the two levels depend on the 

unique circumstances, which may include the specific industry; the brand hierarchy, also 

known as the identity structure; and external conditions including national legislation. Having 

said that, the economic value of a corporation depends on the space it occupies in the mind of 

existing and potential customers and thus depends on branding, as branding is the act of staging 

and positioning the brand. Although marketers are often most concerned with projecting 

corporate distinctiveness to the marketplace by means of communication and impression 

management (Schultz, Hatch, & Larsen, 2000), many scholars recognize that identity or the very 

personality of the brand is the foundation for the distinctiveness leading to a strong corporate 

brand (Abratt, 1989; Olins, 1989; Barich & Kotler, 1991; Upshaw, 1995; Aaker, 1996; Fombrun, 

1996; Baker & Balmer, 1997; van Riel & Balmer, 1997).  

 20 years ago, John M. T. Balmer (1995) detected two ways of addressing the corporate 

identity. He labeled them the visual school and the strategic school. The strategic school focuses 

on the central idea of the organization, which includes the vision, mission, and philosophy of 

the company. The visual school on the other hand focuses on visible and tangible 

manifestations of the company and on the implications of these manifestations (Olins, 1989; 

Olins, 1995; van Riel, 1995). According to Balmer (1995) the visual school has its roots in the 

graphic design community, which traditionally concerned itself with the creation of a company 

name, logo, color scheme, trademark, and other elements of the visual identity program. 

Today, some argue that the tangible aspects of corporate identity should include not just the 

aforementioned elements, but also “buildings, corporate architecture, design, décor of retail 

outlets, and aspects of products and services such as product design, packaging, and ritualized 

behavior” (Olins, 1995; Argenti, 1998; Schultz, Hatch, & Larsen, 2000). In recent years some 

have added more intangible elements like sound and smell to this corporate identity mix (e.g. 

Schmitt & Simonson, 1997). Bo Linnemann (2015), Design Director & Founding Partner at 

Kontrapunkt, has defined it as the look and feel of the organization. Consequently, the visual 
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school acknowledges the visual identity as a means to creating a strong and recognizable brand, 

and Tarcza Teodora (2010) states: 

 The	  success	  on	  the	  market	  of	  any	  given	  company	  relies	  on	  the	  way	  in	  which	  it	  

manages	  to	  distinguish	  itself	  from	  its	  competitors	  and	  to	  mark	  a	  particular	  spot	  

in	  the	  mind	  of	  the	  target	  market.	  Hence,	  the	  creation	  and	  development	  of	  a	  

suggestive	  and	  steadfast	  visual	  identity	  are	  essential.	  

The strategic school is still predominant within organizational theory and in academic literature 

in general, however, working for the Copenhagen-based strategic design - and branding agency, 

Kontrapunkt, I have become immensely aware of the strategic potential – and importance – of 

the corporate visual identity (CVI), and thus, I have come to acknowledge the significance of 

the visual school. It therefore surprised me that I had not come across the term visual identity 

during five years of communication studies. 

When I started writing the thesis, I e-mailed Majken Schultz who is an acclaimed university 

professor and Ph.D. within organizational theory. She is also one of the founders of the VCI-

model, which has become acknowledged as one of the essential models in corporate branding 

and organizational theory (Schultz, Hatch, & Larsen, The Expressive Organization. Linking 

identity, reputation, and the corporate brand, 2000). I asked her opinion about visual identity, 

and why the visual school does not appear as an explicit part of the VCI-model. Her answer was 

simple; “the time was not ready for visual identity to be introduced as a part of organizational 

theory at the time when we launched the VCI-model”. Consequently, though you do find 

academic research on visual identity, the CVI does not yet have an accepted theoretical 

foundation in the marketing and organizational literature. Conversely, in the design 

community, the visual cues have long been accepted as an important means to differentiation 

and breaking through the clutter of competitive brands (e.g. Pieters, Warlop, & Wedel, 2002). 

Majken Schultz supported my thinking that it is time to start acknowledging the strategic 

potential of the CVI in corporate branding.   

Summing up, part of what sparked my curiosity is this obvious disharmony or lack of knowledge 

exchange between academics and creative practitioners, and thus, the lack of academic insights 

into the potential of the CVI program in building a strong and recognizable corporate brand. 
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1.1. Problem area 

Throughout my employment at Kontrapunkt, I have had the pleasure of working on several 

projects concerning visual identity – both corporate and product identities. What first turned 

on my interest in visual communication and visual identity was the project Twilight. Twilight is 

the latest identity program for Carlsberg Brand1. The update of the existing identity, Boulder, 

was derived by changes in legislation regarding advertising of alcoholic beverages in many of 

Carlsberg’s existing and potential markets. The restrictions primarily affect traditional above-

the-line (ATL) advertising, and thus, companies like Carlsberg are often forced to shift to 

below-the-line (BTL) activities (cf. Section 4.3.2.). However, another way to meet the 

restrictions towards product advertising is building a strong and recognizable visual identity. 

Didrik Fjeldstad, Director of Strategy & Innovation at Carlsberg Brand, states, “consistent use of 

significant brand identifiers is becoming essential in order to maintain a spot in the mind of 

consumers, especially in markets with thorough restrictions on advertising” (Fjeldstad, 2015). 

These restricted markets are referred to as dark markets. The restrictions differ significantly from 

one market to the other, which makes it impossible to work with a one size fits all mentality. 

Carlsberg refers to a scale moving from dark dark markets via grey to light dark markets 

(Carlsberg, 2013), but there are numerous nuances within the definition. Twilight was therefore 

meant to give Carlsberg Brand a flexible, scalable visual identity program with several distinct 

elements to suit all key touch points in a range of future restrictions scenarios (Carlsberg, 2013). 

Twilight was then literally “a means to shed light on the dark markets” (Fjeldstad, 2015), and “the 

approach was to break the brand into its key distinctive components and use individually or in 

combination to remind consumers of Carlsberg, even when Carlsberg cannot explicitly 

advertise the brand” (Carlsberg, 2013). What Kontrapunkt had to do was therefore to optimize 

Carlsberg Brand’s visual identity program in order for each element, applied separate or 

together, to allow for recognition of the sender. Hence, each visual element had to explicitly 

communicate Carlsberg Brand’s identity to increase brand recognition. 

It is not just the industry for alcoholic beverages that experiences tough restrictions on 

advertising. The tobacco industry was the first to be affected by severe restrictions and constant 

changes in legislation pose a potential threat to several other industries, e.g. the pharmaceutical 

industry. The appearance of clean stores – banning all POS advertising – and even clean cities – 

led by the example of São Paulo, where the streetscape has been swiped from all outdoor signs 

                                                             

1 Carlsberg Brand is the beer brand encompassing both Carlsberg and all line extensions and sub-brands. Carlsberg Group is the 

limited company holding Carlsberg Brand and several other breweries e.g. Kronenbourg, Baltika and Ringnes (Fjeldstad, 2015). 
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and advertising, truly change the rules of the advertising game. Some foresee that the corporate 

brand will come to play a more significant role for companies facing these severe restrictions as 

the restrictions often relate to the product itself, hence, not necessarily the corporation. This 

strategic change has already seen the light of day among many of the large spirits companies, 

who have actively separated their corporate brand from the product brand in order to 

overcome the restrictions towards product advertising (Fjeldstad, 2015)2. However, for 

Carlsberg, as is the case for many other breweries, the corporate brand is the product brand. 

And thus, separating the two is, if not impossible, then at least very hard and until recently, there 

was only one Carlsberg (Linnemann, 2015). Therefore, in order to prepare for all potential 

restriction scenarios, Carlsberg Group recently initiated the work of updating the CVI, 

separating it from the Carlsberg Brand, which will allow for greater flexibility in dark markets. 

Though Fjeldstad (2015) states it is impossible to predict in which direction the dark market 

tendencies are going, as some markets experience easing of the legislation. Hence, being 

proactive and agile may be the only means to overcome the challenges.  

There is no universal recipe for how to create, optimize or strategically prioritize the elements 

constituting a visual identity program, and guidelines for managing the CVI may change 

depending on industry, brand hierarchy etc. Nonetheless, due to contemporary society’s focus 

on brands and the necessity of breaking through the clutter, I argue that being deliberate about 

the visual identity pays off, as sight is broadly accepted as the most valuable sense in attracting 

attention (Sibyl, 2013). Having said that, attention and distinctiveness are worth nothing if what 

you see does not allow for immediate recognition of the brand. This is where the dark market 

restrictions pose a huge threat, as legislation often ban the brand identifiers like brand name or 

product imagery; two of the obvious means to create brand recognition. So how do companies 

manage and prioritize the graphic design elements in order to ensure recognition of their 

corporate brand? Do people tend to remember colours, shapes or typefaces better? And what 

combination of elements is ideal for attracting not just attention but also enhancing the 

possibility for recognition? These were some of the questions that led me to initiate this research 

on CVI in dark markets and aim for developing normative guidelines for best practice regarding 

the management of CVI programs.  

 

                                                             

2 This tendency is exemplified in Figure 9 displaying Heineken’s two identities 
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1.2. Research question 

The objective of this thesis is to analyze how the CVI can be strengthened in terms of increasing 

the ability to recognize the brand when current and potential customers face specific graphic 

design elements of the CVI program – excluding the defining elements: brand name and 

product imagery. The inducement for leaving out these defining elements is the contemporary 

threat of dark markets, which is the reality for an increasing number of industries. Furthermore, 

excluding the obvious means to brand identification allows for optimization of the entire CVI 

program, which I argue can be valuable for most companies. Doing so I wish to develop 

normative guidelines for practitioners dealing with the creation or management of CVI 

programs and corporate branding – whether they operate under severe restrictions or not. 

Specifically the thesis will answer the following research question: 

How can a corporate visual  identity program and the individual graphic design 
elements be prior it ized and designed to faci l i tate recognit ion of the corporate 
brand in markets with bans and regulat ions on advert is ing, and what inf luence 

does brand famil iar ity have on recognit ion? 

Table 1 - Research question 

In order to establish common understanding of the research question and determine the 

context for the scientific work selected key terms from the research question are defined below. 

The definitions build upon the scope of the thesis. 

 

1.3. Definition of key terms 

The two terms defined are corporate visual identity and corporate brand. These are both part of a 

comprehensive language encompassing numerous schools of thought, which, according to 

John M. T. Balmer (2001) have come to be surrounded by a heavy fog making it hard to 

distinguish and define the terms. Balmer has listed 15 reasons for the appearance of this fog, 

including a lack of dialogue between researchers from different disciplines, as well as lack of 

dialogue between Anglophone and non-Anglophone scholars and writers. Yet another reason, 

he argues, may be the association with graphic design, which “has had the unfortunate effect of 

stifling a broader, more sophisticated and scholarly appreciation of business identity” (Balmer J. 

M., 2001). Consequently, in order to remove the fog, each term is defined below. 
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1.3.1. Corporate visual identity 

Every day companies undertake numerous transactions of varying kind; they buy, sell, hire, fire, 

they advertise etc. All these transactions represent the company to its various stakeholders. The 

sum of this representation can be referred to as the company’s identity. Put differently the 

identity can be defined as the set of unique associations that an organization aspires to create 

and maintain (Alselm & Kostelijk, 2008). Scholars agree that a well-managed and well-executed 

identity can give stakeholders an idea about who the organization is; what it does; how it does it 

and even where it is heading (Olins, 1995; Schultz, Hatch, & Larsen, 2000). A strong brand 

identity therefore serves as a clear expression of the brand’s strategic position and core values 

and hereby differentiates the company from competitors. According to Barbara J. Philips et al. 

(2014B) identity can also be described as the brand personality, and thus, the identity can lead to 

brand relationships with consumers, which Niki Hynes (2009) argues may develop into 

increased customer loyalty. Consequently, there is general agreement that the corporate identity 

is a means to differentiation and distinctiveness in the minds of consumers. 

 Philips et al. (2014B) argue when consumers search out, shop for, and consume 

brands, they are exposed to specific visual brand-related stimuli such as logos (symbol and/or 

logotype), colors, shapes, typefaces, brand characters, styles, and other elements, which form 

the face of the brand and identify it. These elements are the visual manifestation of the brand’s 

identity. We experience semantic varieties in the way this concept is addressed, some label it the 

visual brand identity (Philips, McQuarrie, & Griffin, 2014A; 2014B) while most apply the 

simpler term visual identity (e.g. Baker & Balmer, 1997; Clement, 2012). This thesis emphasizes 

the corporate identity and thus apply the term corporate visual identity, or CVI. Despite the 

semantic differences, most agree upon the CVI being the visual expression of values and 

ambitions of an organization, its business, and its characteristics (van den Bosch, Elving, & de 

Jong, 2006; Esch, 2008; Alselm & Kostelijk, 2008; Schein, 2010; Teodora, 2010). Judith 

Zaichkowsky (2010) states the “strong and unique link to one source is what complements and 

protects brands from being interchangeable in the marketplace” and thus the visual elements 

can be turned into unique selling points (USPs) (Zaichkowsky, 2010). Consequently, the visual 

identity can come to form consumers’ perception of a brand and may shape the more affective 

and emotional links. Hence, the CVI should be considered and managed carefully in order to 

close potential gaps between the internal self-understanding (the corporate culture) and the 

external perception (the corporate reputation) of the company in order ensure consistent 

communication (Zaichkowsky, 2010; Linnemann, 2015). 

Summing up, for the current purpose CVI is defined as: 
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The combining of all graphic design elements which in total delivers a distinct, 

differentiated and coherent expression of the company’s strategic position and core 

values and hereby facilitates customers’ ability to recognize the corporate brand and 

allow it to stand out from the clutter. 

Continuing with the definition of the corporate brand will allow readers to understand how the 

relation and distinction between the two terms are regarded, and shed light on how they each 

add to the current research. 

 

1.3.2. Corporate brand 

Since the 1930s branding has been known as a marketing tool, but the term brand is even older. 

It originates from farmers branding their cattle in order to differentiate one from the other 

(Airey, 2010). The differentiation of products as we know it today and the strategic task of brand 

management became increasingly relevant after World War 2 when mass production and 

increased demands changed the way we buy and consume (Keller, 2003). The local grocer was 

now no longer the expert guiding our choices, and the new larger grocery stores forced 

manufacturers to find alternative ways to make customers pick their products. The importance 

of shelf standout and differentiation became instantly important and strong brands became a 

means to financial success (Keller, 2003). 

 The origin of the term is still relevant in a contemporary context as the basic 

understanding has not changed; brands are put into the world to ensure recognition and 

differentiation. What has changed over the past years is the width of the term. We now talk 

about brands in relation to companies, products, countries, people etc. This expansion of the 

term is both its force and its downside and Mark J. Kay (2006) argues the increased focus 

threatens to dilute the term. 

Most brand theory builds on case studies and best practice and thus, despite its position in 

scientific research, Kay (2006) states branding does not have a solid theoretical foundation. 

Linnemann (2015) adds to this, arguing the extreme focus on brands is a fad, and thus suggests 

replacing it with the abovementioned identity. Scholars do also not agree on how to define a 

brand, which confirms Balmer’s talk about the fog surrounding the terms. Some argue that a 

brand is what people think and feel when they hear the brand name; hence, brand is reputation 

(Sibyl, 2013). Jesper Clement (2012) has defined a brand as the sum of product and image; a 

combination of tangible and intangible elements. Wally Olins (2003) has argued that the term 

brand describes the recent tendency of companies shifting from making and selling to being; to 

representing a set of values which consumers can relate to, hence leaning against the above 
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definition of identity. Olins further argues there are three reasons why brands have become so 

important in today’s society:  

1. brands make our choices easier. In today’s complex, competitive and noisy world 

choosing products or services solely based on rational differences is more or less 

impossible. Thus, brands help us make the choice.  

2. brands offer consistency. Buying a certain brand gives us a guarantee about a consistent 

delivery – even though brands can embrace variety and diversity. 

3. brands allow for empathy, which in Olins’ opinion is the most significant of the three. 

We like having brands in our lives because they help us define who we are.  

In some cases the brand has come to overgrow the actual products and services and has become 

popular for the associations and values ascribed to it. These values help consumers express 

themselves – and at the same time consumers become human poster sites; living manifestations 

of the brand (Schultz, Hatch, & Larsen, 2000). It is primarily the third element that makes 

branding so important, as branding is the act of staging and positioning the brand, and thus 

what makes the brand come to live in the minds of consumers. Hence, by stressing the 

differentiating values companies are allowed not only to sell their products and services with a 

significant profit margin (Zaichkowsky, 2010), more importantly, they can create a strong 

preference for their brand (Balmer & Greyser, 2003; Clement & Scriver, 2012) and hereby 

establish customer loyalty (Hynes, 2009), which can be a vital element in success. 

For the current purpose the corporate brand is defined as: 

The space a company comes to occupy in the minds of current and potential 

consumers. A space defined by a combination of tangible and intangible elements that 

shape a coherent perception of the company.  

Summing up, there is a definition overlap between corporate identity and corporate brand. 

However, I regard the corporate identity as the corporation’s personality, and thus as the 

projection of the corporate culture, whereas the corporate brand is a matter of an external 

perception and image formed by both internal and external stimuli. The corporate visual 

identity is then the visual manifestation of the corporate identity, but it adds to the constitution 

of the corporate brand as consumers take in and evaluate the visual stimuli, which become part 

of the corporate brand. 

 

In order to narrow the scope and itemize the research question, the next section addresses a few 

elements deliberately left out from the research in order to sharpen the focus. 
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1.4. Delimitation 

The description dark market is applied in relation to numerous markets with differing bans and 

regulations. Most often, the bans relate to specific product categories, like alcohol, drugs and 

tobacco. For the current purpose, focus is placed solely upon the industry of alcoholic 

beverages, which includes both beer and liquor. Additionally, only one type of restrictions is 

taken into consideration, namely the ban of product advertising, which is translated into 

displaying product name and imagery. Having said that, a visual identity program, whether 

product or corporate, includes many more graphic design elements which to a varying extent 

can be applied in advertising. In order to narrow the scope and increase the value of the 

findings, only color scheme, custom typeface and shape (in terms of brand symbol, excluding 

the brand name) are addressed. These three are the elements most researched in current 

academic literature, and the empirical research, in terms of the qualitative interviews, 

confirmed these three as prominent elements in the visual identity program (Fjeldstad, 2015; 

Linnemann, 2015).  

 This thesis approaches the concept of CVI from a normative point of view. In their 

research Philips et al. (2014B) distinguish between four types of brands, which each determines 

how the visual identity should be managed. The four 

types vary depending on the strength of the CVI (here: 

Visual Brand Identity, VBI) and the number of 

mandatory visual elements – hence the elements that 

should be kept consistent (Figure 1). However, the 

normative approach means the thesis does not 

explicitly address these different situations. 

 Nationality, cultural embedding, language, 

rituals and myths, etc. will generally influence the 

outcome of empirical research. Consequently, there can be no universal outcome of an 

empirical test, carried out within a particular social context. However, these variables are not 

included in the research, but could be addressed in future research. 

 

The following chapter gives an overview of the structure of the thesis in order to emphasize how 

the individual chapters add to the answering of the research question. 

Figure 1 – Alternative routes for transferring existing 

visual brand identity. Source: (Philips, McQuarrie, & 

Griffin, 2014B) 
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2. STRUCTURE OF THE THESIS 

Table 2 – Structure of the thesis 

• e introduction to the topic includes the motivation for 
writing the thesis and underlines the current need for, and lack 

of, research in the "eld. 
Introduction 

• Mapping out the methodological considerations gives 
immediate insights into the approach to obtaining knowledge, 

and thus, secure the value of the knowledge produced. 
Methodology 

• By analysing existing theories in regards to CVI and corporate 
branding, the aim is to investigate the contemporary look upon 

visual identity in business literature.  
Literature review: CVI in 

corporate branding 

• Undertaking an analysis of academic literature within human 
cognition – speci"cally digging into the concepts of attention 
and memory – the aim is to address how the human mind is 

affected by visual stimuli and how recognition can be enhanced. 

Literature review: Mental 
reactions to visual stimuli 

• Describing current dark market insights based on qualitative 
interviews and journalistic work in order to establish the frame 

for this speci"c area of research. 
Literature review: Dark market 

regulations 

• On the basis of the literature review and qualitative interviews 
hypotheses are developed as a means to answering the research 

question. 
Hypotheses 

• Discussing the quantitative study by reference to the theoretical 
framework will allow the development of speci"c guidelines and 
suggestions for how to manage a CVI – especially when facing 

severe restrictions. 
Discussion of "ndings 

• Normative guidelines are developed for how brand managers 
and designers should work with the design and management of 

the CVI program. 
Normative guidelines 

• Based on the theories and insights presented throughout the 
thesis and the testing of the hypotheses the research question 

will be answered. 
Conclusion 

• Having established the importance of this area of research, 
suggestions for potential future research are presented. Future research 
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This overall structure, also illustrated by the model below; The process of knowledge 

production, allows reaching the top level of Bloom’s taxonomy, which means the thesis 

encompass elements of analysis, interpretation and assessment, which is strived for in scientific 

theses (Reinecker & Jørgensen, 2006). 

 

 

Figure 2 – The process of knowledge production. Source: Own creation inspired by Rienecker & Jørgensen, 2006 

 

Next chapter addresses the methodological considerations related to the shaping of the thesis, 

both in terms of methods applied, theories analyzed and conclusions drawn. 
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3. METHODOLOGY 

The overall purpose with this thesis is exploratory, as the research field has not yet undergone 

thorough academic research. The aim is to create new knowledge and reach an understanding 

of the matter through selected methods. This section is therefore meant to clarify the 

methodological considerations related to the creation of the thesis.  

 

3.1. Paradigmatic stand – My world view 

Generally speaking, the methods applied in scientific work are selected based on the 

researcher’s basic assumptions of the topic and the scientific traditions the person was “brought 

up in” (Nygaard, 2005). Put differently, the paradigmatic stand and the derived ontology – the 

philosophy about what exists – and epistemology – the philosophy about how truth is 

discovered – are setting direction and will be determining for the entire learning process; from 

the questions asked to the collection and interpretation of empirical evidence (Nygaard, 2005; 

Andersen I. , 2006). Clarifying how I position myself paradigmatically is therefore essential to 

ensure valid interpretation and allow external readers to understand the way of reasoning 

(Kuhn, 1962; Cameron, 2011). 

The term paradigm has been described in numerous ways since developed by the American 

physicist Thomas Kuhn back in the 1960s (Kuhn, 1962). Some argue that the concept of 

paradigms should be applied only within natural science; but research traditions and 

predominant methods can be easily detected within social science as well, and thus others argue 

that the paradigm thinking is equally relevant in social science, which is the umbrella term for 

the current research (Fuglsang & Olsen, 2009). Egon G. Guba (1990) has defined a paradigm as 

the “basic set of beliefs that guides action, whether of the everyday garden variety or action taken 

in connection with a disciplined inquiry”. Put slightly simpler, William L. Neumann (2006) 

states a paradigm is the “general organizing framework for theory and research that includes 

basic assumptions, key issues, models of quality research, and methods for seeking answers”. 

Consequently, the guiding paradigm is the set of beliefs or values that guides my actions, as the 

way I act and engage with the world are determined by the way I understand it (Nygaard, 2005) 

– also referred to as my worldview (Teddlie & Tashakkori, 2009) 



STANDING OUT IN A DARK MARKET 

 22 / 153 

There are four commonly agreed worldviews, which are post-positivism (some distinguish 

between positivism and post-positivism), constructivism, transformative and pragmatism 

(Cresswell & Plano Clark, 2007; Teddlie & Tashakkori, 2009). Each of these directions 

traditionally leads to a specific methodological stance. Generally speaking, post-positivism (or 

positivism) is closely linked with quantitative research, while constructivism traditionally relies 

on qualitative research. The transformative paradigm and pragmatism on the other hand have 

both been supported as great stances for mixed methods research (Teddlie & Tashakkori, 2009). 

 

3.1.1. Multiple paradigm stance 

Researchers operating within the field of social science tend not to look for general explanations 

or eternal truths (Andersen I. , 2006). Operating within this tradition, I acknowledge that I 

cannot and do not aim at generating perpetual knowledge or universal truths, as context is an 

acknowledged variable. Instead what I search for is solving practical problems in the “real 

world” (Feilzer, 2010) adopting a pragmatic worldview. The idea of pragmatism is derived from 

research by Charles Sanders Peirce, John Dewey and William James in the 19th and 20th 

centuries (Hall, 2012), who considered truth as an instrument for forecast, problem solving and 

action. When talking about how truth or knowledge comes into being, pragmatism 

acknowledges the result of practical interaction, explorative activities and interaction with the 

surroundings (Johnson & Onwuegbuzie, 2004). According to Dewey (1948), our actions are 

presupposed by experience, and in order to obtain this experience, we have to engage with the 

world, consequently we are constantly part of a larger context which influences us. He further 

argues that you cannot separate interaction and context, as learning happens within a context as 

the result of internal and external circumstances. Based on this I, as researcher, will become part 

of a reflexive learning process where I, based on specific experiences, initiate an interpretation 

process and develop hypotheses based on comprehensive research. These are then tested and 

lead to a result and reflexions regarding the outcome and the process (Madsen & Munch, 2005). 

Put differently, when “judging ideas we should consider their empirical and practical 

consequences […] to help in deciding which actions to take next as one attempts to better 

understand real-world phenomena” (Johnson & Onwuegbuzie, 2004). Thus, R. Burke Johnson 

and Anthony J. Onwuegbuzie (2004) explain that pragmatics regard knowledge as being both 

constructed and based on the reality of the world we experience and live in. 

In order to elaborate on my role as researcher and the approach to knowledge as a construction, 

the pragmatic approach is combined with the constructivist belief that truth is a matter of 
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context and that the researcher plays a significant role in the process. Having positioned myself 

paradigmatically within both pragmatism and constructivism, I simultaneously acknowledge 

what A. Tashakkori and C. Teddlie (2003) label the multiple paradigm stance, which claims that 

researchers can draw on more than one paradigm in their research. 

  Generally speaking the constructivist paradigm derives a relativistic ontology meaning 

that what we can agree upon as existing is a matter of negotiation and thus is a construct. The 

related epistemology is subjective, which means there is no distinction between what is being 

researched and the researcher, hence what I as the researcher come to regard as truth is truth in 

the given context. Put differently, there is no objective truth, which everybody can agree upon, 

as it depends on how I interact with the world, and the hypotheses I develop and test (Nygaard, 

2005). Hence, in this regard the constructivist approach goes well with the pragmatic. 

Summing up, I regard reality or truth as a construct and an interpretation brought into being 

through interaction and the ultimate goal with the thesis is thus to reach an (subjective) 

understanding of the research area and come up with solutions to real world problems. Being 

the researcher I must therefore acknowledge and be explicit about my personal influence on the 

interpretation process, and be aware that my pre-understanding and cultural embedding will 

come to influence the knowledge produced (cf. Section 3.1.4.). In other words, knowledge is 

created in the crossing point between my experiences and ideas. Jean Piaget (1952) has argued 

this type of learning process is the result of assimilation and accommodation, which are the two 

complementary processes of adaption. Though these expressions were developed to describe 

children’s interaction with the world, they can be equally relevant for academics seeking 

knowledge about the world. 

 

3.1.2. Assimilation – Making it fit 

When researchers assimilate, they incorporate new experiences into an already existing 

framework without changing that framework (Piaget, 1952). They make empirical observations 

fit existing theory. This may occur when external experiences are aligned with the researcher’s 

internal representations of the world, but assimilation may also occur as a failure to change a 

flawed understanding. The latter can happen if the researcher does not notice specific events or 

data or discard them as unimportant, or if he or she misunderstands external input. What may 

also happen, when an individual’s experiences contradict the internal representations, is that he 

or she may change the perception of the experiences to fit the internal representations. 
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Consequently, as the researcher I must be aware of the choices I make and how they influence 

the outcome. 

 

3.1.3. Accommodation – Changing the frame 

According to Jean Piaget’s theory (1952), accommodation is the process of reframing one's 

mental representation of the external world to fit new experiences, i.e. adjusting theory to fit 

empirical observations. Accommodation can therefore be understood as the mechanism by 

which failure leads to learning. Accommodation is therefore about learning from your failures 

– and those of others – in order to reframe assumptions of how the world works. In extreme 

cases the researcher can be “forced” to change his or her paradigmatic stand and what happens 

is a paradigm shift (Nygaard, 2005). Consequently, accommodation is highly relevant in 

exploratory studies like this, where the purpose is to expand the existing horizon and gain new 

knowledge.  

 

3.1.4. The researcher 

As mentioned, the constructivist paradigm encourages the researcher to arrive at a personal 

understanding of truth, and hence acknowledges the influence of background, culture and 

embedded worldview. The pragmatic approach agrees on the researcher’s influence on the 

knowledge produced; experience determines our actions and we are constantly part of a larger 

context, which contributes to these actions (Madsen & Munch, 2005). Through our upbringing 

we are all affected by numerous external stimuli such as language, cultural rituals and social 

interaction with knowledgeable people. All these stimuli and interactions are inherited by the 

researcher and come to form his or her unique worldview. According to the above 

perspectives, it is therefore important to take all this into account as it will be determining for the 

knowledge created, discovered and attained throughout the learning process. Consequently, 

being explicit about my preliminary experience with the concept of CVI is one way of 

acknowledging my personal influence and it is therefore fundamental for ensuring the value of 

the knowledge produced (cf. Chapter 1. and Section 3.4.2.1.). 

The idea that truth is created in interaction between researcher and subject area, and the search 

for pragmatic solutions derives a complex methodology (Nygaard, 2005; Cameron, 2011), and a 

combination of various approaches can be relevant. In order to shed light on the research 

question, I have applied the mixed methods approach specifically suitable with the pragmatic 

approach (Tashakkori & Teddlie, 2003). 
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3.2. Mixed methods approach 

There is a rising tendency for many academics and researchers from across a variety of 

discipline areas of combining qualitative and quantitative data, also referred to as the third 

methodological movement (Tashakkori & Teddlie, 2003; Johnson & Onwuegbuzie, 2004; 

Cameron, 2011). This approach is variously called multi-methods (e.g. Brannen, 1992), mixed 

methods (Greene, Caracelli, & Graham, 1989; Cresswell, 2003; Tashakkori & Teddlie, 2003; 

Cameron, 2011), and multi-strategy (e.g. Bryman, 2004). The second is the term adopted in this 

thesis. Applying this methodological approach often leads to discussions regarding the 

paradigmatic stand and “it has been claimed that mixed methods are not possible due to the 

incompatibility of the paradigms underlying them” (Guba & Lincoln, 1994). However the 

multiple paradigm stance and especially the pragmatic paradigm encourages the mixed 

method. Cresswell and Plano Clark (2007) apply the description multiple paradigm thesis and 

state the mixed-methods design determines the appropriateness of paradigm choice, as some 

paradigms are better suited to the research design being implemented. Consequently the 

research design and choice of paradigm(s) are interrelated. 

There are several reasons for combining quantitative and qualitative research. Generally the 

reason is to draw from the strengths and minimize the weaknesses of both (Johnson & 

Onwuegbuzie, 2004). Taking on this mixed position allows to mix and match components that 

offer the best chance of answering the research question (Johnson & Onwuegbuzie, 2004). In 

this the qualitative approach helps set the direction by means of expanding the horizon in the 

initial part of the learning process, which then leads to the creation of hypotheses that are tested 

quantitatively. This approach could be described as expansion, which means I “seek to extend 

the breadth and range of enquiry by using different methods for different inquiry components” 

(Greene, Caracelli, & Graham, 1989). Having said that, another reason for combining the two 

approaches is that of complementarity, as I “seek elaboration, enhancement, illustration and 

clarification of the results from one method with the results from another” (Greene, Caracelli, & 

Graham, 1989). The specific methods applied and the arguments for the choices will be 

elaborated when mapping out the research design (Section 3.4.). 

 

3.2.1. Methods of reasoning 

Inspired by the mixed methods approach and the multi paradigmatic stand the logic of inquiry 

includes the use of both of the two broad methods of reasoning; induction and deduction 

(Johnson & Onwuegbuzie, 2004). The two approaches have a rather different feel to them when 
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conducting research. Put shortly, inductive reasoning works from the general to the more 

specific, whereas deductive reasoning works the other way around and moves from specific 

observations to broader generalizations and theories and thus the two approaches can be 

visualized as below: 

 
Figure 3 – Inductive and deductive reasoning. Source: Own making inspired by Andersen, I., 2006 

Inductive reasoning is by its very nature open-ended and exploratory, especially in the initial 

part of the learning process where the researcher should aim at diminishing or at least become 

explicitly aware of all constraints and biases and broaden the horizon by confronting herself 

with new and alternative worldviews, hence becoming aware of how I as the researcher 

influence the learning process. Consequently, the inductive reasoning is relevant due to the 

exploratory nature of the thesis, and thus, classifies the initial part of the learning process; 

expansion of horizon. One could also argue that induction happens when I accommodate and 

undertake slight changes of my worldview by searching for alternative standpoints. 

Deductive reasoning is narrower in nature and is concerned with testing or confirming 

hypotheses and thus relates to the pragmatic aim of finding solutions to real world problems. 

Therefore, this approach defines the overall learning process of the thesis, as I form hypotheses 

based on general principles and existing theories, which are then tested empirically in order to 

verify, falsify or change the statements, which allow me to develop pragmatic, normative 

guidelines managing and designing the CVI program.  

To sum up and give a visual overview of the development of knowledge, Figure 3 is created as an 

illustration of the learning process. The model is an adjustment of Andersen’s (2006) learning 

process and builds upon four main elements and their internal relationship. First is the research 

question, which leads to a conclusion. In the tension between the two lies theory and empirical 

evidence. The four elements are tied together by analysis and interpretation and hence the 

model is the result of the methodological decisions. 
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Figure 4 – The learning process. Source: Own editing of the learning process by Andersen, 2006 

Moving on I will address first the theoretical approach then the research design that allow me to 

deliver a final conclusion to the research question. 

 

3.3. Theoretical approach 

The strategic meaning of a CVI when operating under severe restrictions is a fairly new area of 

research and is therefore only vaguely mentioned in existing academic literature. Consequently, 

the exploratory approach is not just appropriate but also necessary. In order to reach an 

understanding of the matter and finally be able to give an answer to the research question I 

therefore look into related areas of research, which together form a solid theoretical foundation 

for developing hypotheses about the specific matter. Specifically, the topic will be addressed by 

means of two related areas of research, which are then distilled through a dark market “funnel”. 

The first area of research to be addressed is the CVI in regards to corporate branding. By looking 

into this field of research, I wish to gain insights into the role of CVI in corporate branding and 

determine whether specific elements of the CVI program can be classified as particularly 

important in order to create a visually differentiated corporate brand and how these are 

regarded separately and together. The second area of research relates to the human cognition, 

in particular the concepts of attention and memory as means to brand recognition. The aim is 

thus to reach a biological/psychological understanding of the cognitive responses to specific 

visual stimuli relevant in regards to developing and managing the CVI program. Lastly, 
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addressing specific aspects of dark market regulations will narrow the scope and allow the 

creation of hypotheses that can be tested quantitatively. As the concept of dark markets does not 

yet occupy a place in academic literature, this part builds primarily upon empirical data. Figure 

4 delivers a visual overview of the theoretical approach: 

 

Figure 5 – Theoretical approach. Source: Own creation 

The next section addresses the research design, hence, the methods applied for collecting 

empirical data to answer the research question. 

 

3.4. Research design 

The research design is inspired by Johnson and Onwuegbuzie (2004), who suggest the use of 

qualitative interviews and observations, which are then supplemented with a close-ended 

instrument to systematically measure certain factors considered important. Consequently, two 

methods are applied; semi-structured qualitative research interviews, and a quantitative survey. 

The two are addressed in the following sections. 

 

3.4.1. Semi-structured qualitative research interviews 

Conversation is at the heart of human interaction (Kvale, 1997). The semi-structured qualitative 

research interview is a type of professional conversation that builds upon everyday conversation 

and aims to produce verifiable knowledge through careful questioning and listening (Kvale & 

Brinkmann, 2009). Like any other interview, the qualitative research interview has both a 
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structure and a purpose. The researcher thus depends upon the active participation and 

goodwill of the interviewee as generator of valuable personal insights (Zuckerman, 1972). 

Regardless of the interviewee’s cooperativeness or clarity, it is the researcher’s responsibility to 

produce a knowledge-intensive interview. This involves being attentive and open to aspects as 

they unfold in the interaction. Therefore, conducting interviews effectively calls for both 

theoretical knowhow and people skills in establishing an atmosphere of mutual trust (Kvale, 

1997) and knowing how and when to ask for elaboration or get the interviewee back on track. 

 The purpose with the qualitative research interview is to gain an understanding of the 

interviewee’s worldview in order to qualitatively interpret the relevant subject (Kvale, 1997). 

Hence, I apply the interviewees’ subjective information as foundation for discussion and 

interpretation as I allow the research to be based upon these subjective statements (Nygaard, 

2005). Having said that, the primary purpose of the interviews was to expand the horizon and 

broaden the knowledge regarding CVI and dark markets in order to become aware of possible 

biases or pit falls. 

Three semi-structured qualitative research interviews were carried out. All interviews were 

based upon unique interview guides, as the aim was to gain insights into the interviewees’ 

personal fields of expertise. The structure of the interviews was rather loose and thus allowed 

the interviewees to speak freely and to some extent influence the direction of the interview. In 

order to increase the interviewees’ ability to speak freely, the interviews were conducted in 

Danish, which is the native language of all three interviewees. The guides are presented in full-

length in Appendices 1-3 and transcripts of the interviews are found in Appendices 4-6 3. Quotes 

applied in the thesis are translated for the current purpose. 

 

3.4.1.1. Interviewees 

The choice of interviewees was based upon my preliminary knowledge about the concept of 

CVI and contacts established during the employment at Kontrapunkt during 2014 and 2015. As 

stated above, my initial curiosity was awoken during identity projects for Carlsberg. During 

these projects I had ongoing conversations with Bo Linnemann, Design Director & Founding 

Partner of Kontrapunkt. As the leading designer on these projects, it seemed obvious to carry 

out a more extensive interview with him providing insights into a highly experienced designer’s 

approach to CVI and the dark market implications in regards to designing the CVI program. 

                                                             

3 All appendices are confidential, and thus, do not show in the public edition of the thesis. 
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 During the work with Twilight I became acquainted with Benjamin Hoffmann, who 

functions as the daily connection between Carlsberg and Kontrapunkt. After having discussed 

the purpose of the thesis with Benjamin, he introduced me to Didrik Fjeldstad, Director of 

Strategy and Innovation for the Carlsberg Brand, who agreed to participate, giving me insights 

into Carlsberg Brand’s current situation and challenges concerning dark markets, and how they 

work strategically to overcome these. Some of these insights are confidential and thus cannot be 

shown in the public edition of the thesis. 

 The third interviewee, Majken Schultz, was one of the very first people I contacted 

when initiating the process of writing the thesis. She found the topic relevant and agreed to share 

her view upon CVI in Corporate Branding from an academic’s point of view4. 

The three interviewees were thus partly selected using a snowball sampling technique, where 

one leads to the other, but more importantly the three were deliberately chosen based on their 

different and complementary areas of expertise in order to highlight the subject from as broad a 

perspective as possible: The designer, the manager (practitioner) and the academic. 

Information about the interviewees is listed in Table 2: 

Name Gender Occupation Field of expertise 

Bo Linnemann Male Design Director & Founding 

Partner at Kontrapunkt 

Highly experienced in designing 

corporate visual identities 

Didrik Fjeldstad Male Director of Strategy and 

Innovation at Carlsberg Brand 

Strategist and decision-maker in 

regards to Carlsberg Brand’s branding 

activities (e.g. in dark markets) 

Majken Schultz Female Professor and PH.D at 

Copenhagen Business School, 

Department of Organization 

Founder of the VCI-model and well-

respected academic within corporate 

communication and branding 

Table 3 – Interviewees 

 

3.4.2. Quantitative consumer survey 

To investigate the hypotheses developed in Chapter 5, a quantitative survey investigating brand 

recognition was established. The purpose of the survey was to gain insights into consumers’ 

ability to recognize brands based on three types of graphic design elements and apply this 

                                                             

4 I later discovered she had been personally involved with Carlsberg’s identity processes. 
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information as basis for discussion and development of guidelines concerning the visual 

identity program. The survey was set up using the online survey tool, SurveyExact, developed by 

Rambøll. Three unique questionnaires with the same format but different content were 

developed. The aim was to test a number of brands without having the same respondent face the 

same brand twice. Each survey opened with a brief explanation, thus setting the context by 

explaining the task and presenting the product category applied in the research. Besides the 

introduction each questionnaire consisted of three sections; the first addressed the Sequence of 

Cognition (SoC; cf. Section 4.2.3.) and the influence of familiarity in relation to recognition, the 

second encompassed visuals with color schemes and custom typefaces. The third part was 

developed to investigate the respondents’ familiarity with each of the brands. 

As will be elaborated in Section 4.3.2. there is a tendency of increasing the focus on corporate 

branding, as opposed to product branding, in dark markets (Fjeldstad, 2015). However, as this 

tendency is fairly new, and the survey was carried out with the purpose of highlighting general 

tendencies regarding the recognition of brands, the visual stimuli were all part of selected 

product identities. Thus, this was a deliberate decision, as the aim was to test elements from 

established visual identities, and use these insights to develop normative guidelines, also 

applicable at the corporate level. Consequently, I allowed a presumption that the outcome of 

this survey would be comparable to a survey based on corporate identities; in that case these 

had been equally familiar among consumers. 

The survey addresses 16 brands; eight liquor brands and eight beer brands. The brands were 

chosen via Google searches on the following keywords:  

• World’s top alcohol brands / world’s top beer brands  

• Alcohol brands in Denmark / beer brands in Denmark  

The aim was to create a list containing both well-known international and smaller Danish 

brands. Additionally, the brands were selected by reference to their visual identity program, as 

distinct visual elements were necessary in order to create the visuals for the survey. Some of the 

brands did have characteristic brand elements, but it proved impossible to gain access to the 

elements in a usable format. Particularly the custom typefaces were hard to access. 

Consequently, not all brands could be included in all steps of the research. All visual elements 

are created by me personally, with ongoing sparring from Kontrapunkt’s designers, inspired by 

the way professionals create such visuals. All visuals can be found in the left margin of this 

Chapter and in Appendix 7. For the first part of the survey, most of the 16 brands were 
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represented by three visuals – corresponding to each of the three steps of the Sequence of 

Cognition (SoC; Section 4.2.3.). Thus, the visuals representing these three steps can be 

explained as: 

1. Brand symbol in grayscale 

2. Brand symbol in authentic colors 

3. Brand symbol in authentic colors with tagline 

The second part of the survey tested the impact of color by means of color schemes inspired by 

the way Kontrapunkt’s designers create these. Further, the impact of custom typeface was tested 

using two types of visuals comprising typeface. Consequently second part consisted of: 

4. Color scheme 

5. Custom typeface (Kpfx) 

6. Custom typeface (tagline) 

The purpose with the two types of typeface stimuli was to test the influence of copy. The test 

letters “Kpfx” were selected in order to display letters of all sorts, and is a well accepted method 

for testing typefaces within the creative industry. 

Table 2 delivers an overview of all visual elements included in the surveys: 

 SoC*  
Level 1 

SoC* 
Level 2 

SoC* 
Level 3 

Color 
scheme 

Custom 
typeface 
(Kpfx) 

Custom 
typeface 
(tagline) 

LIQUOR: 

Aalborg ✓ ✓ ✓ ✓ ✓ ✓ 

Absolut ✓ ✓ ✓ ✓ ✓ ✓ 

Bacardi ✓ ✓ ✓ ✓ ✓ ✓ 

Bombay ✓ ✓ ✓ ✓   

Gammel Dansk ✓ ✓ ✓ ✓   

Johnny Walker ✓ ✓ ✓ ✓ ✓ ✓ 

Malibu ✓ ✓ ✓ ✓   

Smirnoff ✓ ✓ ✓ ✓ ✓ ✓ 

BEER: 

Budweiser ✓ ✓  ✓   

Carlsberg ✓ ✓ ✓ ✓ ✓ ✓ 
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Corona ✓ ✓ ✓ ✓   

Guinness ✓ ✓ ✓ ✓   

Heineken ✓ ✓ ✓ ✓ ✓ ✓ 

Hoegaarden ✓ ✓  ✓   

Nørrebro Bryghus ✓ ✓  ✓   

Tuborg ✓ ✓  ✓   

* SoC: Sequence of Cognition 

Table 4 – Brands for empirical testing. Source: Own making inspired by Google searches 

Each questionnaire contained an equal amount of elements. The specific content for each 

questionnaire was selected via digital randomization applying an online randomization tool5, 

and it was deliberately organized so no respondent was presented with the same brand twice in 

the first part of the survey. The second part of the survey was created similarly to the first, but 

with a small overlap of brands. The overlap was planned so it only happened between brands 

representing the first level of the SoC and those represented by color schemes, as well as 

between brands from the second level of SoC and those displayed by custom typefaces. 

Consequently, no respondent saw the same typeface or colors twice. 

Each visual was displayed in isolation and in randomized order. Initially, the pre-defined 

closing time for each visual was set at 120 seconds, however as this resulted in too many 

dismissed and non-completed surveys, it was changed to 300. Following each visual, the 

respondent was given seven response options (including “Don’t know”). These options were 

randomized for each respondent. Lastly respondents were asked to define their personal level of 

familiarity with each of the 16 brands. Familiarity was thus defined as a combination of 

awareness and experience with the brand on a scale moving from “I don’t know it” to “I know it 

and it is my preferred alcohol brand”. 

Having collected all the responses, the data was processed to address the hypotheses in Chapter 

5. In order to elaborate on the connection between recognition and familiarity, a Pearson 

product-moment correlation was computed to assess the relationship between Recognition 

[variable 1] and Familiarity [variable 2]. An example of the computing of data is shown in Table 

4, and all findings are outlined in Appendix 8. The value of the Pearson Correlation, r, indicates 

                                                             

5 Randomizer.org 
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whether there is a strong or a weak relationship between the two variables of recognition and 

familiarity. Pearson’s correlations close to 1 indicate a strong relationship, and thus, changes in 

one variable are strongly correlated with changes in the second variable. Pearson’s values closer 

to 0 equal a weak relationship between the two variables, and consequently, changes in one 

variable are not consistently correlated with changes in the second variable. The value may be 

both positive and negative. Negative Pearson’s correlation means that when there is an increase 

in one variable, there is a decrease in the other. On the contrary, when Pearson’s r is positive, 

increases and decreases follow each other. 

 

Table 5 – Pearson correlation from SPSS 

The second value - Sig. (1-tailed) - indicates the level of significance. For this purpose the level 

of significance was set to p<0.05. Values greater than 0.05, indicate there is no statistically 

significant correlation between the two variables, whereas values less than or equal to 0.05 

indicate there is a statistically significant correlation between the variables. The results from the 

Pearson product-moment correlation are discussed in Chapter 6. 

 

3.4.2.1. Respondents 

For each of the three questionnaires there was a pre-defined success criterion of minimum 50 

responses based on a compromise between the scientific value of the findings and the time 

constraints of the thesis. There were no demographic criteria for the respondents, besides a 

minimum age of 18, as this is the minimum age for buying alcohol in Denmark. The reason for 

this very open and unguided approach was the fact that most people are in the target group of 

some alcohol brands, and as the test included 16 well-known but also very different brands, it 

would not be possible to define one common target group for all the brands included in the 

survey. 

 The survey was spread via facebook and LinkedIn, and were shared a minimum of ten 
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times, which allowed the questionnaires to reach a broader public than merely my personal 

connections. The first of the three questionnaires received 57 completed responses; the second 

53; and the third 54 and were then closed for further responses. The results from the three 

surveys are discussed in Chapters 6. 

 

3.4.3. Validity and reliability 

In order to certify the value of the empirical evidence, researchers often address the two 

concepts of validity and reliability. Some however, argue that these terms should only be 

measuring success for research aiming at an objective truth, and thus, should not be applied in 

regards to the qualitative elements (Kvale & Brinkmann, 2009). Despite some critical thoughts 

regarding these terms, I still agree they can be relevant indicators for whether the research 

conducted reflects the intentions, and thus will be applied in regards to both the qualitative and 

quantitative research. 

The term validity refers to the degree to which the chosen methods accurately reveals or assesses 

the specific concept that the researcher is attempting to measure (Kvale & Brinkmann, 2009). 

Validity is both a question of how genuine the source material actually is, as well as whether or 

not the research describes the phenomenon intended (Berg, 2004). In regards to the qualitative 

research interviews, validity was aimed by eliminating all leading questions from the interview 

guides and asking only open-ended questions in order to allow the interviewee to speak freely 

and hereby allow them to reveal their personal insights regarding the phenomenon. In this 

regard it is important to note the purpose of interviews and the use of the findings, which means 

subjectivity was allowed, because the interviews were conducted with the purpose of 

highlighting potentially overlooked elements within the research area and expanding the 

horizon. 

 The quantitative survey was carried out applying randomization, which is particularly 

relevant in order to increase the validity of the findings, as a set order may distort the outcome 

and lead to flawed interpretations. Unfortunately 100% randomization was not possible given 

constraints in the survey tool, and thus the order of the stimuli was fixed, which negatively 

influences validity. Though, splitting the survey into three individual questionnaires, which 

ensured no respondent saw the same brand twice in the first part of the survey, enhanced the 

validity of the findings.  

 Displaying response options may lead the responses, even though these were 

randomized, and thus create bias. Having said that, the use of response options was deliberate, 
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as the purpose was to give an indication of the ability to recognize brands based on specific 

elements compared to one another, which I argue is possible given this research design. Thus, 

being conscious about how the methods could have been optimized and the effect it might have 

on the findings, I argue for a satisfying degree of validity, which allows drawing conclusions 

based on the findings. 

Reliability refers to the extent to which a scale produces consistent results if repeated 

measurements are made (Kvale & Brinkmann, 2009), or put differently, the ability for one 

researcher to reproduce the findings from another. In order to secure reliable outcomes I aimed 

at remaining neutral during the interviews and once again avoid leading questions, in order to 

let the interviewee speak freely and not influence their talk needlessly. Nevertheless, it is almost 

impossible to reproduce a study involving qualitative data, as our framework of understanding 

will be constantly developing and the interaction and chemistry between interviewer and 

interviewee influences the answers. However, by trying to reproduce the external circumstances 

for the interviews and by means of remaining neutral, reliability was pursued. 

  In regards to the quantitative survey, the use of randomization increases the reliability 

as my personal influence on the outcome was diminished. However, using facebook and 

LinkedIn to distribute the survey could affect the possibility of other researchers reproducing 

the exact findings. It must be assumed that the answers mainly came from within my personal 

network, even though the links were shared several times and hereby made available to a larger 

audience. However, as context is accepted given the paradigmatic stance, and by being aware of 

the pitfalls and taking the aforementioned precautions, I explicitly aimed at ensuring the validity 

and the reliability of the empirical evidence, and regard the findings as acceptable in terms of 

reliability. 

3.5. Methodological evaluation 

The use of mixed methods offers a number of possibilities, which are not available if only one 

type of research is applied. The research design allowed the development of numbers to add 

precision to words and pictures to the qualitative statements, and generally speaking the mixed 

methods approach can “provide stronger evidence for a conclusion through convergence and 

corroboration of findings” (Johnson & Onwuegbuzie, 2004). This method can therefore be used 

to increase the generalizability of the results as “quantitative and qualitative researches applied 

together produce more complete knowledge necessary to inform theory and practice” (Johnson 

& Onwuegbuzie, 2004). However, according to Johnson and Onwuegbuzie (2004), mixed 

methods result in a number of problems, which are still to be solved by research 



STANDING OUT IN A DARK MARKET 

 37 / 153 

methodologists. These are e.g. problems of paradigm mixing, how to qualitatively analyze 

quantitative data, and how to interpret conflicting results. Nonetheless, the methods do fulfill 

the intention and thus prove satisfying. Having said this, for the purpose of future research, a 

qualitative survey could be developed to support the findings from the quantitative consumer 

survey and possibly allow for subjective explanations for the outcome. 

Regarding the theoretical approach, the research field is only vaguely addressed in existing 

scientific literature. Consequently, the approach was to dig into related areas of research that 

allowed forming hypotheses about the current matter. Further, insights from the qualitative 

interviews were allowed to influence the learning process and the findings. This approach is 

regularly applied in exploratory studies. However, other areas of research could have been 

instead and would naturally affect the outcome. 

 

The following chapter encompasses three areas of research, which are addressed in turn and 

later applied in the development of hypotheses. 
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4. LITERATURE REVIEW 

The chapter delivers an overview of contemporary literature that touch upon different aspects 

relevant for the thesis and the answering of the research question. First section elaborates on 

selected areas of research regarding CVI in contemporary branding literature. The second 

emphasizes psychological and biological aspects of consumers’ reaction to visual stimuli. The 

last section delivers a brief walk-through of current Dark Market regulations and strategies 

leading up to the development of hypotheses concerning the elements of the visual identity 

program. 

 

4.1. CVI in Corporate Branding – A business approach 

How CVI adds to the corporate brand and branding does hold a place in current literature – but 

a rather small one (Keller, 2002). Olins (2003) states the little academic research within this field 

results in design practitioners coming to play a significant role in branding literature, which was 

confirmed during the search for relevant literature on the topic. 

 My personal experience tells me designers tend to regard their work as a part of 

branding, but not all marketing practitioners agree upon this view. For designers to see 

themselves this way is natural, as it lies inherent in the way they work; they integrate the 

company’s identity, market and customer insights into solutions – and so do marketers and 

branding professionals. Though the knowledge about these processes increases (Olins, 2003), 

there is still a lack of understanding of how the visual identity adds to branding, and thus, what 

role design plays for the corporate brand. While branding is tied to explicit strategies and 

therefore highly verbalized, the visual identity is often entrusted to designers’ interpretation of 

the corporate brand - sometimes guided by a creative brief. Different designers will therefore 

naturally come up with different visual outputs despite building upon the same corporate 

vision, mission and values, as it is a matter of the creativity and interpretation by one specific 

person or team. Adding to this, Zaichkowsky (2010) argues that the corporate vision is often 

very abstract and therefore states that the visual identity elements are the concrete 

manifestations of that vision. Thus, one reason for the different visual outputs is that most 

corporate statements guiding the creation of the CVI do not carry tactile or visual associations. 

Additionally, they are often very undifferentiated leaving it to the designers to develop a 

differentiated visual identity. Philips et al. (2014B) further state, “art directors may experience a 
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tension between adhering to a client’s strategy versus producing creative outcomes for the 

brand”. Further, scholars suggest that a strategically oriented creative brief can kill creativity 

among designers and hereby lead to suboptimal results (Philips, McQuarrie, & Griffin, 2014B), 

and thus it proves hard to set up strategic guidelines for the CVI. Therefore, the CVI is most 

often the result of a negotiation between the design professionals and the branding team, and 

therefore often based on best practice, which also proved the case with branding in general (cf. 

Section 1.3.2.). Consequently, there can be a tension between the designer’s strive for originality 

and creativity and upholding the corporate strategy.   

 Summing up, the design community often equates branding and visual identity, which 

is not the case among branding and marketing professionals, who perceive identity and design 

as a subset of branding (Philips, McQuarrie, & Griffin, 2014B). This is probably why the 

branding literature does not fully acknowledge visual identity as an inherent part of the 

corporate brand the way it is experienced within the design community.  

There are, however, some theories within corporate branding that explicitly acknowledge the 

visual identity as a strategic tool. Generally speaking, contributions that touch upon CVI either 

focus on the relationship with corporate strategy or address the effects of specific visual 

elements (van den Bosch, Elving, & de Jong, 2006). Theories in the first category focus on 

identity structures and standardization versus localization of multinationals. The latter focuses 

on the design and impact of the individual visual elements. All these areas of research are 

touched upon in the following sections. 

 

4.1.1. The concept of identity structure 

“The concept of identity structure articulates the ways in which some companies present subsets 

of their identity as different product or business lines” (Schultz, Hatch, & Larsen, 2000). Some 

use the term brand hierarchy (Keller in (Schultz, Hatch, & Larsen, 2000), but despite the 

semantic differences both terms apply the same distinction of monolithic, endorsed and branded 

identity. By means of the visual identity, this structure can be communicated explicitly and 

coherence or diversity can thus be visually enhanced. Schultz et al. (2000) define the three types 

of structures as below: 

• Monolithic means applying the same visual identity and way of branding across all product 

lines. By doing so the company ensures consistency and the communication of one clear 

message across all touch points. Virgin is often used as an example of this type of structure. 
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• Endorsed means the corporate brand, or the mother brand, is applied as an endorser of 

individual product brands, hence, it applies elements of the corporate brand in the 

individual product identities and the products can thus be more or less explicitly connected 

to the mother brand. Nestlé is a commonly used example of the endorsed structure using 

unique brand identities but upholding an explicit connection to the mother brand, often in 

terms of a related name. 
 

• Branded identity means each individual product has a voice, look and feel completely 

separate from the corporate brand. Hereby the company is allowed to brand their products 

differently on different markets and to different segments. The individual brands will not 

benefit from the corporate brand and vice versa. Brand houses like P&G is an example of the 

branded identity. 

Summing up, the CVI is acknowledged as a tool to express the structure of an organization to all 

its stakeholders (van den Bosch, Elving, & de Jong, 2006), and hereby the theory of structure is 

found to play a valuable role in branding. Van den Bosch and Jong thus argue managerial 

decisions concerning the identity structure and the CVI are mutually dependable and therefore 

should be regarded as such. Despite these suggestions, no guidelines for identity structure have 

been developed up until now and operationalization can therefore be left to mere intuition. 

 

4.1.2. Standardization or Localization 

The second area of research within corporate branding, which explicitly addresses CVI deals 

with business strategy for international companies. Generally speaking scholars refer to two 

strategies; standardization and localization6 (Melewar & Saunders, 1999). Standardization 

means carrying out the same strategy on all markets, and thus, upholding a consistent CVI. 

Whereas localization means adapting the branding strategy and CVI to fit specific local needs.  

There are centripal forces for control, centralization, and simplicity that favor 

standardization of CVI. In the opposite direction are centrifugal forces of local culture, 

markets and languages that favor CVI varying. 

(Melewar & Saunders, 1999) 

                                                             

6 A third version has been labelled glocalization, which covers a strategy of mixing the other two, hence, applying some elements 

globally, while changing others to suit local needs. 
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In their empirical study from 1999, Melewar and Saunders looked at the CVI of Multinationals 

(MNEs). In contrast to their hypotheses, they found that the type of product (industrial 

product/service versus consumer good) did not influence the strategy being adopted; neither 

did the degree of competition in the market or number of markets. On the other hand, the 

market entry strategy was proven to affect standardization, as this was significantly more 

common among foreign direct investments than for companies with joint-business interests. 

 Another interesting finding related to national regulations; developing a standardized 

CVI that fits the laws and regulations of all countries is expensive, complicated and time 

consuming (Melewar & Saunders, 1999). Thus, they point to a potential conflict as a company’s 

CVI should express a holistic and consistent picture of the corporate identity and at the same 

time do so without offending national feelings. MNEs could therefore be “forced” to ignore 

national regulation in order to apply a standardized CVI.  

 Another one of Melewar and Saunder’s (1999) hypothesis was; companies that 

appreciate cultural diversity are less likely to standardize their CVI globally. However evidence 

confirmed that local conditions had little influence on the decision regarding the use of 

standardization. The high standardization firms thus saw no need to change the name (symbol 

and/or logotype), typography or color to accommodate local culture. Consequently, even 

though scholars argue national law and conditions are important when designing marketing 

communication (Melewar & Saunders, 1999), this study did not support that view.  

 Pamela W. Henderson, Joan L. Giese and Joseph A. Cote (2004) argue most marketing 

blunders occur because companies misunderstand or do not pay attention to the national 

circumstances. Because people interpret symbols, colors, shapes and words differently from 

country to country – and sometimes even within specific sub-cultures – localization sometimes 

proves necessary. Contrary to this view, Linnemann believes that our highly globalized world 

allows for a more uniform understanding of the visual identity across national borders 

(Linnemann, 2015). Thus adapting the CVI to suit national culture may not be necessary, 

though there is a difference between legislation and culture. Philips et al. (2014B) therefore 

suggest the use of national advertising agencies, in order to ensure optimal understanding of 

national variations. 

Language also appears to have surprisingly little influence on the CVI, as brand name and 

slogan are rarely translated to fit national culture and language. It is suggested that this approach 

succeeds because once a corporate or brand name is in a person’s mind, it occupies a space 

independent of its other associations, even if these are misleading in another language or culture 

(Melewar & Saunders, 1999). 
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Summing up, findings suggest that although there are elements pointing towards localization of 

CVIs, these national elements are often ignored with little ill effect. One way of explaining this 

could be that CVI is an asset that cuts across cultures and that the brand’s national identity is 

important for consumers’ perception of the brand. Another may be the increasing 

globalization, which allows for a more uniform understanding across boarders. Unfortunately, 

it has not been possible to find more contemporary studies concerning standardization/ 

localization. However, it could be suggested that the increased use of online media brings along 

new challenges – or opportunities – regarding the standardization of multinational corporate 

brands. And this aspect would be obvious to investigate in future research. 

 

4.1.3. The ownable elements 

The little research in current academic literature related to the visual elements of a corporation 

have typically focused on a single visual element in isolation from the remaining identity 

program. That said, most encourage for further research on the influence of all the elements as a 

whole (Zaichkowsky, 2010; Philips, McQuarrie, & Griffin, 2014B). Philips et al. (2014B) found 

that research generally split into two directions; the first gives guidance on how to create 

positive evaluations of the selected element, the other stream of research suggests the overriding 

rule of consistency with the desired meaning of the brand. In their own study, Philips et al. 

(2014B) found that Art Directors usually search for the “ownable” elements of the CVI. Those 

that are unique from competitors and recognizable, and thus elements are evaluated based on 

the competitive context. The challenge for the design professionals is therefore to convey core 

values and characteristics in a very limited set of visual elements and make them ownable. 

 Zaichkowsky (2010) also deals with brand differentiation and the importance of the 

individual elements, though she acknowledges the idea of an identity program containing all of 

the visual elements. Despite the agreement that all elements of the CVI should be regarded as a 

whole, starting by addressing each element at a time will allow for a deeper understanding of 

their unique potential as carriers of meaning. 

The elements most often addressed in contemporary literature on visual identity are logo (e.g. 

Zaichkowsky, 2010); color (e.g. Hynes, 2009; Labreque & Milne, 2011); typeface (e.g. Childers 

& Jass, 2002; Henderson, Giese, & Cote, 2004); shape (e.g. Hynes, 2009)7. All four elements 

                                                             

7 Philips et al.’s study (2014) concerned itself with the visual identity of ads, and thus add layout as one of the four most important 

elements. 
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are addressed below, however due to less extensive research concerning shape, this element is 

addressed rather briefly: 

• Logo is often regarded as central to the entire visual identity and is therefore often explained 

as the logical place to start “choosing” the remaining elements of the identity program 

(Zaichkowsky, 2010). The attention to the design of the corporate logo, both symbols and 

logotypes, is extremely important in the global marketplace, “where the identity of the 

brand must transcend language and even alphabets” (Zaichkowsky, 2010). In Philips et al.’s 

(2014B) research carried out among Art Directors, the logo was the only element all 

participants agreed must be used consistently in ad campaigns, as this was regarded the most 

important defining element, and thus allows for more creativity in regards to the remaining 

elements. Logos encompass many elements including color, shape, size and style (Hynes, 

2009). And of course the name itself, which recently has been addressed in regards to 

phonetic effects and semantic associations (Zaichkowsky, 2010). Regardless of the context 

“the objective is to have the brand name [and the logo] linked to only the goods of the 

owner of the name” (Zaichkowsky, 2010) and this distinctiveness is accomplished through 

careful attention to all aspects of the marketing mix. 

 Hynes (2009) suggests that “logos add value by stakeholders seeing and remembering 

the logo, but to be effective, the logo must serve as a signature of the company, by clearly 

linking the shape, design or color to the organization it represents.” Some of the most 

powerful brands have a very unique shape (e.g. Nike, Chanel and Apple) and some go 

further and add a specific color to the brand associations (e.g. Coca Cola). Zaichkowsky 

(2010) refers to cognitive psychology and applications from marketing predicting that 

brands are easier to forget when both name and logo are abstract. Contrary, visual 

recognition and cognitive recall will occur more commonly when both brand name and 

corresponding logo are extremely descriptive (cognition are addressed thoroughly in next 

chapter). 

• Color is an important tool to attract consumers’ attention and shape their perception of a 

brand (Labreque & Milne, 2011). Color is also agreed upon as important in order to 

position brands among competitors, and many companies already use color as a means to 

create specific brand personalities and reach out to specific consumers (Hynes, 2009). 

Consumers have even become so used to color-coding in relation to product category that 

they are easily confused by changes. A popular example is Coca-Cola’s extensive use of red, 

which at some point made red the color of coke, and thus it created a fuss when Pepsi 
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introduced the color blue. However, despite the industry trends, little academic research 

has investigated the importance of color (Hynes, 2009) and “the ways in which color can 

shape consumer perceptions such as brand personality, familiarity, likability, and purchase 

intent” (Labreque & Milne, 2011). Further, evidence confirms that most brand managers 

and designers often choose colors based on gut feeling or trial and error – or simply by 

looking at availability in regards to competitive brands (e.g. Hynes, 2009). 

 Having said that, Labreque and Milne’s research (2011) defines three aspects of color, 

which all play a role in the formation of consumer brand perception. These are 1. Hue, 

which refers to the mere spectrum of color and thus the wavelengths; 2. Saturation or the 

amount of pigment in a color; and 3. Value, which is the amount of lightness or darkness 

relative to a scale that ranges from black (low) to white (high). Originally, most research 

related to the hue alone, but in recent studies value and saturation have been accepted as 

maybe even more important for predicting emotions and perceptions (Labreque & Milne, 

2011). 

 According to Zaichkowsky (2010), The National Bureau of Standards lists 267 

distinctive colors; hence, companies should have little difficulty selecting distinctive color 

combinations. However, she argues designs encompassing too large a selection of colors 

lead to weak identities, whereas CVIs with only a few different colors (preferably two) are 

recalled with ease (Zaichkowsky, 2010). Furthermore, a color scheme with a limited 

number of colors is easier to protect than one hue alone. Of course the color combination 

also has to be appropriate in relation to the primary target market, as culture influences the 

meaning of colors. Though, the cultural differences could call for thorough research in 

regards to the meaning of color.  

Summing up, Labreque and Milne’s research confirms findings from previous literature that 

notes the importance of not just hue, but also value and saturation. They further state: 

“when managers create a new or redesign their brand logo, they can use this information to 

create an ideal color choice.” (2011). They also confirm Hynes’ (2009) suggestion that a 

match between the brand logo’s color and personality traits (of well-known brands) 

improves personality ratings and aids visual recognition, whereas an inappropriate color 

will send conflicting signals and thus demand an extra effort to reinforce the corporate 

identity. Research also suggests that the right combination of color and logo shape drives 

likeability and familiarity, but color still seems to be the most important in terms of 

triggering associations leading to brand personality perceptions (Zaichkowsky, 2010; 

Labreque & Milne, 2011). 



STANDING OUT IN A DARK MARKET 

 46 / 153 

• Typeface, sometimes referred to as font (Zaichkowsky, 2010) or typography, also adds to the 

visual identity, and Terry L. Childers and Jeffrey Jass label typeface as the “voice” used in 

brand communication when the spoken word is not feasible (2002). The number of 

available typefaces is large, and everybody with a computer, or simply a pen, has access to 

typeface as an element in branding. However, not many are aware of the effects typefaces 

may have on consumers, but some argue this is the most pervasive of all the visual elements 

(Henderson, Giese, & Cote, 2004). Talking about typeface it includes both typeface (line, 

weight, orientation, size) (Childers & Jass, 2002) and serifs (Henderson, Giese, & Cote, 

2004), but also spacing (Philips, McQuarrie, & Griffin, 2014B), which can be just as 

important in conveying meaning as the typeface itself. In the study carried out by Philips et 

al. (2014B), one Art Director explained about the Red Brick ads in Section 4.1.4 (s. 324): 

I got an immediate sense of the personality and emotion of [Red Brick] from the type 

arrangement and the font choices and also the variation in sizing. From this I could 

tell the personality was kind of in-your-face, quirky, and all that came from the type 

rather than the colors or the product image. 

As indicated by Childers and Jass (2002), research demonstrates that people are capable of 

ascribing similar meanings to specific typefaces. For example, Century Bold 	   is 

perceived to represent economy and strength and is associated with potency, whereas	  

Garamond Italics is perceived as more exclusive and luxurious and associated with activity 

(Zaichkowsky, 2010). Additional research finds that typeface appropriateness for a specific 

type of product or brand depends on “the degree to which it shares features with the 

application context” and that inconsistency – also between typography and words – may 

lead to longer processing time (Childers & Jass, 2002), which means there are behavioral 

consequences to font-word pairing (Zaichkowsky, 2010). Childers and Jass have argued that  

“typeface can serve as a central or peripheral persuasion cue under varying levels of 

involvement dependent upon whether the typeface is relevant to the message” (2002). Other 

research, referred to by Zaichkowsky (2010), has even found typeface being superior to 

brand name in terms of consumer preference for low-involvement affective products, e.g. 

chocolate. 

 Overall, there is sufficient empirical evidence supporting that visual characteristics of 

written material may directly convey meaning to readers (Childers & Jass, 2002). As a 

consequence, Childers and Jass suggest the idea of copy being “dressed up in a costume” of 

typeface, which portrays meaning independently of the content. That said, how to 
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strategically choose the “right” typeface in order to affect strategically valued impressions 

has only been vaguely addressed.  

 Henderson et al. (2004) have developed nine design profiles of typeface, which 

separately or together give corporations great flexibility in “creating” their desired identity, 

and thus allow for them to distinguish themselves from competitors in a meaningful way. 

Having said this, changes of typeface can prove necessary due to limitations and 

appropriateness on different media, which is why design manuals often include a secondary 

typeface. However, it is advised that the logotype is kept consistent at all times (Henderson, 

P. W., Giese, J. L., & Cote, J. A., 2004). 

 A commercially available typeface will seldom score high on all desired parameters in 

regards to the signals it sends, as existing typefaces are not designed to encompass all unique 

identities of specific corporations. Consequently, tradeoffs can be necessary. However, 

looking at the typeface in combination with the remaining visual elements, which mutually 

affect each other, Henderson, Giese and Cote argue it will still have the ability to 

communicate the desired values (2004). Having said that, there is also the possibility of 

creating custom typefaces, which incorporate more of the desired personality traits, and for 

this Henderson et al.’s nine dimensions could be used as explicit guidelines for designers. 

• Shape has been subject to much debate in terms of its superiority to color in regards to 

recognizing brands. Hynes’ (2009) research disqualifies earlier claims of faster recognition 

through color than shape, and thus point to shape as the superior element. That said, 

Zaichkowsky (2010), also referring to prior research by Kapferer, states that colors are 

remembered far more than shapes and that color is the first point of identification of the 

brand. Hence, there seems to be no universal agreement on which is superior in terms of 

creating recognition. 

 Research regarding shape often deals with the shape of product packaging, hence, is 

not directly applicable in regards to corporate branding. Therefore, research concerning 

brand symbols, and not only packaging, could be of great interest given the current 

tendencies within some industries where brand names and product imagery are banned 

(cf. Section 4.3.). 

Summing up, the corporate identity should reflect a corporation’s values, mission, strategy and 

characteristics in terms of e.g. structure and personality traits. The visual elements can be a vital 

aid in this, creating a differentiated identity that can lead to increased recognition.   

 However, it is imperative for the success of the CVI that existing meanings and 
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associations of both color and shape are taken into consideration and not just left as an 

afterthought, as these play a significant role in the creation of the brand perception and hereby 

also the ability to distinguish one brand from the other. 

 

4.1.4. The whole is greater than the sum of its parts 

Having addressed the individual elements of a visual identity it would be obvious to conclude 

that consistent use of each of these, would be necessary to present a consistent visual identity, 

which is necessary for successful branding. However, the example portrayed in Figure 6 proves 

this is not always the case. The images to the left display two Red Brick beer ads. Both ads have 

similar visual elements, however digging into each element in turn we see they are far from 

identical in the two ads. The only truly consistent elements are the beer bottle and the logo – 

both elements, which would probably have to be left out in a dark market (cf. Section 4.3.). 

Consequently, “it falls to art directors to achieve this visual unity within diversity” (Philips, 

McQuarrie, & Griffin, 2014B), and marketing scholars know very little about how these 

individual elements of the CVI combine together to convey holistic brand associations and 

meanings. 

 Philips et al. (2014A) introduce the term tertium quid, which is Latin for “third thing” 

and can be translated into “the whole is greater than the sum of its parts”. They apply it when 

defining the visual brand identity as “the tertium quid that arises from the combination of all the 

visual brand elements used to represent the brand, without being dependent on any one of 

them.”  Summing up, consistent with the definition in Section 1.3. a strong CVI is about 

building a holistic and consistent “look and feel and style” of a brand (van den Bosch, Elving, & 

de Jong, 2006; Philips, McQuarrie, & Griffin, 2014A; Philips, McQuarrie, & Griffin, 2014B) 

which does not necessarily translate into all executions being similar. As the implementation of 

branding strategies, in terms of ad campaigns, is often entrusted with shifting agencies, it might 

be wise to ensure consistency through explicit guidelines. In the design community the 

aforementioned term brand manual is used for the guidelines ensuring the consistent look and 

feel. Philips et al. (2014B) suggest that consistency and the creation of iconic brands are 

interrelated. Consistency with the brand strategy, consistency among the individual visual 

elements, and consistency over time may thus be essential to building a recognizable and 

holistic brand. That said, consumers’ lack of visual aesthetic sophistication, compared to design 

professionals, could prove positive when changes are made within the CVI program, as they 

Figure 6 - Red 

Brick ads 
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appear to be less sensitive to small changes in the visual elements (Philips, McQuarrie, & 

Griffin, 2014A)8. Empirical research thus confirms that as long as the visual brand elements are 

still present in ads, minor changes will not affect the identification of the brand. And so the fear 

of brands becoming stagnant or stale is possible to overcome without compromising its strength 

and the strength of the visual identity in terms of ensuring recognition. 

 

As indicated above, and as also argued by Philips et al. (2014B) there is a lack of knowledge 

regarding how consumers interpret and evaluate the visual identity in contemporary branding 

literature. Consequently, as already noticed 25 years ago by Melewar and Saunders (1999) there 

is a solid reason for digging into the consumers’ perception of and reaction to visual stimuli and 

for carrying out empirical research in this field. Therefore, putting on the cognitive lens allows 

for additional and valuable insights into consumers’ evaluation of visual stimuli. 

  

4.2. Mental reactions to visual stimuli – A cognitive 
approach 

Teodora argues that because we are constantly confronted with new stimuli in terms of visual 

communication, promotion, advertising, etc. the human mind tends to favor the familiar; “We 

pay attention and receive only those messages that come from people we know, who have a 

certain identity and whom we trust” (2010). Hence, digging into theories regarding our response 

to visual stimuli will give access to information that can turn into a strategic tool when creating a 

strong CVI.  

Brand awareness and recognition are facilitated by a visual identity that is easy to 

remember and immediately recognizable. Visual identity triggers perceptions and 

unlocks associations of the brand. Sight, more than any other sense, provides 

information about the world. 

(Wheeler, 2009) 

                                                             

8 When significant incongruence occurs the level of aesthetic awareness becomes irrelevant to the processing and the liking of the 

brand, as both art directors and regular consumers appear to react negatively upon such changes (Philips, B. J., McQuarrie, E. F., & 

Griffin, W. G., 2014A) 



STANDING OUT IN A DARK MARKET 

 50 / 153 

Zaichkowsky (2010) adds to this stating, “seeing is believing” and further applies the saying “a 

picture is worth a thousand words”. Thus, this section addresses visual identity from a cognitive 

approach. 

When looking into human cognition, we may focus on several highly interrelated mental 

processes. Some of these processes are known as memory and attention. The two elements will 

be addressed in the following sections, each concerning specific aspects related to the overall 

field of human cognition and mental response to visual stimuli. 

Memory is defined as the mental process of encoding, retaining, and retrieving environmental 

information. We commonly look at a distinction of short-term and long-term memory. In their 

research from 1968, Atkinson and Shiffrin describe human memory as made up of three stages 

(Atkinson & Shiffrin, 1968). Environmental stimuli will first reach the sensory registration store. 

This “store” can contain a vast amount of information, but it will only be kept there shortly. 

Information that is subject to a certain amount of attention is moved to the short-term store. The 

transfer to the long-term store depends on maintenance, elaborative rehearsal and other 

memorization strategies. Craik and Lockhart (1983) argue that the processes involved in 

memory are more important than the structure of the memory system, and thus, point to 

recognition and labeling as important elements of information processing and link it to existing 

memory trace. Esch (2008) argues that human memory is stored in schemas based on both 

visual and verbal information: feelings, cognitions, and experiences and that these schemas 

build on and are enhanced by repetition. 

  In regards to remembering brands (and other visual stimuli) we often distinguish 

between two interrelated terms; recall and recognition. Recognition is the ability to 

subconsciously “dig out” already stored information inspired by external stimuli, which allow a 

person to recognize a brand. Recall on the other hand is a matter of remembering a certain 

brand when a product category or similar is mentioned, hence, it is a matter of creating 

preferences (Rossiter & Bellmann, 2005).  

 

4.2.2. Attracting attention – facilitating memory 

We are all fighting a war to grab the attention of consumers. We will win this fight by 

having a brilliantly managed visual identity and distinct brand assets. 

(Carlsberg, 2013) 
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The AIDA-model (Attention – Interest - Desire – Action), based on the perception that a series 

of events lead to sales, is dominant in branding and marketing literature (Kotler, Brady, Keller, 

Goodman, & Hansen, 2009). The model describes the stages a potential customer goes through 

before finally deciding to engage with a brand. The very first step, vital for all future interaction 

with the brand is attention. Hence, attention is regarded essential for business success and the 

cognitive processes are particularly relevant for describing this phenomenon. 

 As put by Mariam A. Dzulkifli and Muhammad F. Mustafar (2013), attention refers to 

the cognitive process of selecting information that is available in the environment. Hence, when 

we pay attention to certain information, we are actually selecting information to be processed in 

our cognitive system. Naturally, what attracts our attention is therefore also more likely to be 

stored in our memory. Attention has therefore been proven to increase our memory 

performance in terms of recall of specific stimuli. As indicated by Childers and Jass (2002), 

recall has been defined in past research as the principle dependent variable of importance in 

consistency models of memory. This stems from the finding that organization of components is 

important in helping consumers generate access paths for retrieval, a task critical in recall 

performance, but less important for recognition (Childers & Jass, 2002).  

Much interest has been ascribed to the possibility of enhancing human memory performance. 

One variable that has been researched is color, because color is found to be an important 

channel to the human cognitive system (Dzulkifli & Mustafar, 2013). Further, color has a proven 

ability to attract attention – warm colors more than cold – and make a message more attractive 

to us, which make the stimuli more memorable. Specifically, color has been acknowledged for 

its ability to increase brand recognition by up to 80% (Dzulkifli & Mustafar, 2013). Pan (2012) 

has studied color in connection with shape in order to determine which of the two were better 

to attract attention and hereby increase the possibility of remembering. He found that the 

participants in the study were better at remembering color than shape. Hence, his studies 

confirm that color is more effective in attracting attention, and thus, better at increasing memory 

performance.  

Other research has found that a high level of emotional arousal leads to enhancement of both 

short-term and long-term memory (Dzulkifli & Mustafar, 2013) and hereby also the ability to 

recall stimuli. Arousal can be created by specific words – but also by colors. The degree of 

arousal depends on the type of emotion associated with the specific color. The meaning of 

colors has proved relatively similar across several studies (Labreque & Milne, 2011). E.g. green 

is perceived to be calm, black to be sad and red to be connected with anger. The latter has 
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proved to have a larger arousal effect and thereby red would lead to increased attention and 

memory. Researchers have also looked at the influence of contrast when more colors are 

applied together. High contrast like black on a white background was found to be better for 

memory retention for both short-term and long-term (Dzulkifli & Mustafar, 2013). 

 In relation, Lauren I. Labreque and George R. Milne (2011) argue that associations are 

triggered in memory through colors and their referential meaning, thus the color of a brand 

should be congruent with desired associations. Colors thus contribute to the perception of a 

brand’s personality. An interesting finding is if a consumer encounters a branding message for a 

known brand, the two cues of color and brand become activated in memory and together they 

influence brand perception. If a consumer on the other hand is faced with an unfamiliar brand, 

the associations and ascribed brand personality is triggered primarily by the referential meaning 

of color, and thus marketing outcomes are highly contingent on color cues. That said, as brands 

pair with colors, the semantic meaning of colors can change as result of the brand identity, 

hence the semantic meanings of brands and color is confirmed to result from a reflexive and on-

going process (Labreque & Milne, 2011).  

Having addressed some of the research that put color in a leading position in terms of attracting 

attention and increasing the possibility of recall, it is interesting to notice that other research 

point in an opposite direction favoring shape over color. 

 

4.2.3. The Sequence of Cognition 

Alina Wheeler (2009) argues for a specific sequence of cognition and states that the 

understanding of this sequence of visual perception and cognition provides valuable insight 

into how the CVI should be prioritized. The sequence of cognition is pictured in Figure 7 

below: 

 

Figure 7 – The Sequence of Cognition. Source: Wheeler, 2009. 
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Explaining this model she argues (2009): 

 Individuals recognize and interpret sensory stimuli. The brain acknowledges and 

remembers shape first. Visual images can be remembered and recognized directly, 

while words must be decoded into meaning. 

She further argues that repeated exposure of symbols could make them so recognizable that 

companies can successfully replace or delete a logotype (Wheeler, 2009). This has already 

happened for companies like Apple, Target, and Nike, which apply only their shape and no 

name in their logo. 

  Consequently, as opposed to what was suggested in the previous section she argues 

that shape is the first step in the cognitive process. Research by Clement agrees with this 

prioritization and establishes shape as more important in regards to shelf stand-out and 

attention making (Clement, 2006). 

  Summing up, there is obvious disagreement among scholars in regards to prioritizing 

the visual elements by reference to their importance in ensuring recognition. 

 

4.2.4. The influence of familiarity 

According to Keller, consumer brand knowledge is the personal meaning of a brand stored in 

consumer memory, which includes both descriptive and evaluative brand related information 

(2003). Brand familiarity then “captures consumers’ brand knowledge structures, that is, the 

brand associations that exist within a consumer’s memory” (Campbell & Keller, 2003). What 

defines a familiar brand versus an unfamiliar brand is the knowledge stored in consumers’ 

memory. Scientists adopting the aforementioned theory of schemas have found a strong 

familiarity effect, which results in easy processing of familiar information already stored in a 

schema9 (Esch, 2008). This ease and fluency of processing may lead to liking (Philips, 

McQuarrie, & Griffin, 2014A), but the processing is also found to be less extensive and more 

confirmation-based (Campbell & Keller, 2003). Research by Rik Pieters, Luk Warlop & Michel 

Wedel add to this, arguing that when consumers’ believe they “know” or have seen an ad before, 

subsequent exposures will stimulate the identification responses, which lead to a reduction in 

the duration of attention (2002). They further found repeated exposure did not change the order 

                                                             

9 Unfamiliar brands on the other hand may appear more novel and interesting; according to Campbell and Keller (2003) they will 

therefore elicit more extensive processing. 
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in which ad elements were scanned, and thus their findings support Wheeler’s (2009) idea of a 

sequence of cognition, but it tells nothing about the various elements this sequence 

encompasses, or why attention is attracted in this particular order. 

 Research has found that fluency of processing can be increased by repetition, and 

therefore some argue that consistency in the CVI program could result in the brand being 

perceived as more familiar, and then lead to more positive evaluations of the brand (Philips, 

McQuarrie, & Griffin, 2014A). Hence, supporting the idea of consistency as an important means 

to creating iconic brands (cf. Section 4.1.4.).  

Other research has found a connection between congruence (understood as the fulfilling of 

expectations) and liking, as information that is congruent with expectations lowers consumers’ 

perceived purchase risk and has proved to increase memory performance (Dzulkifli & 

Mustafar, 2013). Having said that, differences have been detected in the assimilation of 

incongruent information depending on the consumer’s level of aesthetic sophistication (Philips, 

McQuarrie, & Griffin, 2014A). However, for familiar brands the level of aesthetic sophistication 

has been found to affect the expected schema to a lesser extent. This may be why brands can 

produce variations in their advertising year after year, as the changes may be assimilated by 

consumers who are reassured by the consistent elements that appear in the ads (Philips, 

McQuarrie, & Griffin, 2014A). Summing up, evidence suggests that a CVI, which maintains an 

overall consistency over time will be stored in human memory and thus lead to increased liking 

(Philips, McQuarrie, & Griffin, 2014A). Though, at the same time the human brain loves 

novelty, and Glenn Tussel (2001) argues: “even if you are on the right track you will get run over 

if you just sit there”. Consequently, research could be carried out with the purpose of 

establishing guidelines for balancing the value of consistency with the risk of wearing out. Next 

section addresses another challenge in regards to the design of the CVI program; the threat of 

dark market regulations. 

 

4.3. Dark market regulations – Changing the rules of the 
game 

Over the past years there has been a constant increase in countries enacting various degrees of 

bans on the marketing of first tobacco and recently alcoholic beverages (Humphries, 2013). 

Tightened legislation is affecting other industries as well, and thus the need for finding solutions 

to the problems, caused by the bans, is rising. As of today, no published academic research has 
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been detected in regards to the influence of these bans on corporate branding and CVI, hence, 

this section builds solely on reports, journalistic work and the insights from three qualitative 

research interviews. 

 

4.3.1. The current situation 

According to International Centre for Alcohol Policies (2001) TV advertising of alcohol is 

banned in many different countries like France, Norway, Kenya, Sri Lanka, Malaysia, Belarus, 

Lithuania, Russia, and Ukraine – and probably more. Most of these countries also ban alcohol 

ads on outdoor media. Reasons for the bans range from religious belief, i.e. Islam, to cultural 

traits and a general wish to decrease drinking. In Scandinavia, advertising policies are generally 

very liberal, however, Norway is among the countries with the most thorough and well-

established ban on alcohol advertising worldwide. Their current legislation dates back to 1975 

and stretches to TV and radio, newspapers, and outdoor advertising. Only broadcasting from 

other countries and international magazines and web-commercials are still unaffected by the 

ban (Humphries, 2013). Also in Denmark, which is generally considered a very liberal country, 

specific kinds of advertising are banned as well, e.g. displaying alcoholic beverages together 

with physical activities and sports (Fjeldstad, 2015). 

 In France the alcohol law, known as the Loi Evin, bans advertising in TV and cinema, 

and cultural and sporting events cannot be sponsored by alcohol brands. As one of the official 

sponsors of UEFA Euro 2016 in France, Carlsberg faces tremendous challenges in how to take 

advantage of this opportunity without compromising current legislation, and hence, creative 

solutions are needed (Kragballe, 2015; Fjeldstad, 2015).  

 Summing up, many countries have introduced bans on advertising of specific product 

categories. However, the varying extent of legislation means an advertising program cannot be 

tailor-made to suit all restriction scenarios at the same time, which is why flexibility and 

localization prove necessary. 

 

4.3.2. Impacts of advertising bans 

There is no clear evidence that alcohol bans affect alcohol consumption (Humphries, 2013), 

and thus no proof that bans work as intended in this regard. However, there is common 

agreement that advertising bans affect manufacturers’ ability to reach their consumers. 

Nevertheless, evidence proves only little influence on market share (Humphries, 2013), 

especially for market leaders. Baltic Breweries, which is part of the Carlsberg Group, has thus 
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remained its position as market leader in Russia since beer advertising was restricted in 2004. 

Adding to this, Linnemann, who was lead designer on Baltika’s CVI, argues that Baltika, being 

the market leader, has come to unintentionally drive the legislation, as the Russian government 

follows their slightest move (Linnemann, 2015).  

The challenges in advertising seem to be influencing new product development. According to 

Anders Røed, Marketing Manager at Ringnes in Norway, which is also part of the Carlsberg 

Group: “launching something totally new with just the product itself and not being able to tell 

any kind of story is very difficult.” (Milne, 2012), and thus one could argue that product 

development is particularly hard in restricted markets. However, instead of being a barrier, 

some argue that the ban is interesting from an advertising point of view, as marketers are forced 

to exercise their imagination and creativity and find new ways to engage with consumers. Steve 

Jobs became famous for pursuing this explicitly, and René Redzepi from the Danish restaurant 

noma, who has become world famous for his creativity in cooking has stated: “Restriction, a 

smaller sandbox to play in, is an effective way to stimulate creativity” (Fischer, 2012). Some of 

the disciplines currently applied in dark market are outlined below: 

• Stealth marketing refers to the “secret marketing” that takes place when restrictions are 

present. Most dark market legislation contains loopholes, however in most cases it is only a 

matter of time before these close. An example is the Norwegian allowance of alcohol 

advertising on broadcasting originating from other countries despite directed straight 

towards Norwegians. 
 

• Alibi marketing means breaking down a brand into its constituent parts (i.e. logo, colors, 

typeface, descriptor etc.) and using the individual components in isolation. As an example, 

Carlsberg has used the word Probably on football shirts referring to the descriptor “Probably 

the best beer in the world”, as the word in isolation is too generic to ban. This approach has 

been suggested as a means to overcome the challenges related to the UEFA Euro 2016 

sponsorship (Kragballe, 2015).  

 Other visual brand elements can be used this way too (Humphries, 2013), e.g. 

Guinness’ well-known black color, Heinekens red star or Absolut’s iconic bottle shape, and, 

as mentioned previously, there are examples of alcohol manufacturers updating their visual 

identity in order to meet the challenges of dark market restrictions (Humphries, 2013; 

Fjeldstad, 2015). According to David Law from SomeOne, which is the design agency for the 

scotch brand Chivas: “Even if all we had was the typeface, you would still be able to 

recognize it” (DesignWeek, 2012). Carlsberg has developed this sketch (Figure 8) of a 
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scenario that could become reality and achieved through conscious development and 

application of their ownable elements (Carlsberg, 2013):  

 

Figure 8 - What Success Looks Like. Source: Carlsberg Dark Market Handbook 

• Trademark diversification means developing into new product categories. A well-known 

example is Marlboro expanding into the clothing business, even applying the same typeface 

and layout as the tobacco. Only few alcohol manufacturers have applied this technique so 

far. That said, a niche within trademark diversification is brand extension. In Norway it is 

legal to advertise products with less than 2.5% alcohol, which creates a small loophole for 

advertising. There is also evidence of companies creating non-alcoholic beverages with 

almost identical visual identity, also known as surrogate brands (Humphries, 2013). 

Advertising these non-alcoholic beers will thus implicitly draw attention to the alcoholic 

product too. 
 

• Below-the-line marketing (BTL) encompasses a number of activities with the main focus of 

reaching out to individual consumers. Hereby it contrasts to Above-the-line (ATL), which 

covers all the traditional types of mass media like TV, radio and print advertising. BTL 

includes distribution of pamphlets, promotions or brochures but also point-of-sales (POS) 

advertising and activities like product demos and sampling. 
 

• Digital and Social media can also be characterized as BTL activities, but have come to play 

a tremendous role, and thus, should be looked into with great interest. Being one of the 

fastest growing types of media, the digital world represents an increasing opportunity for 

communication and engaging with consumers, and thus, would be an interesting area to dig 

into. However, in some countries, like Norway and Russia, the ban already stretches to 

digital media as well (Humphries, 2013).  
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• Point-of-sale activities (POS) become more important as the ban of advertising expands. 

Further, many buying decisions of low-involvement products takes place at POS. Therefore 

manufacturers will have to engage with the retailers who are in control with the in-store 

environment. In Russia, one of Carlsberg’s tactics was to design a new significant fridge with 

shelves for new products and distribute this to a growing number of retailers (Milne, 2012). 

Other activities include training of bar staff, and development of new beer taps, like 

Carlsberg’s brewmaster, etc. which draw attention to the product at the POS. These POS 

activities are, however, threatened by the appearance of clean stores where all in-store 

advertising is banned, a strategy already adopted by the supermarket chain Target. 
 

• Design is a common way of staying relevant and present in the mind of consumers despite 

bans. The use of significant shapes and colors, and even music and smells, has been 

commonly used to attract attention (Humphries, 2013). Anders Røed from Ringnes states: 

“Design is the one lever we have. But in my opinion it is the most important in any fast-

moving consumer goods [market]. People tend to give TV commercials and advertising too 

much weight.” (Milne, 2012). Additionally, Carlsberg has found that companies normally 

need three to five ownable assets to make an execution recognizable. 80% of these assets 

appeal to the visual sense (Appendix 9). 
 

• Corporate branding. Moving from product to corporate branding is another tendency. 

Didrik Fjeldstad from Carlsberg Brand (2015) states that Carlsberg has not yet applied this 

strategy, but many other brands already use this approach, creating separate but similar 

identities for product and holding company. One example is Heineken (Figure 9). 

 

Summing up, as the tendency of markets growing dark and dark markets growing darker, the 

only thing certain is that flexibility and a strong brand are key in order to remain present in the 

minds of consumers. Hence, David Humphries suggests that alcohol manufacturers will be 

forced to move from tactical to strategic and from reactive to proactive (2013). 

Figure 9 - Heineken 

corporate and 

product logos 
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5. HYPOTHESES 

Based on the theoretical overview in previous chapter, the following hypotheses are developed. 

The aim is to combine knowledge from the three areas reviewed above and develop statements 

that can be tested empirically, and thus, lead to answering the research question presented in 

Table 1. 

As stated by Philips et al. (2014A), existing research suggests examining the CVI by reference to 

the theory of tertium quid as opposed to looking at isolated drivers of consumer response. 

According to Carlsberg’s research, three to five visual elements are needed in order to make an 

execution recognisable (Appendix 9), however there are also indications that one element can 

be sufficient, if it is differentiated and highly familiar, as familiarity is found to play a vital role 

for how we process and evaluate brands (Philips, McQuarrie, & Griffin, 2014A). As stated, the 

dark market conditions call for optimization of each individual element of the visual identity 

program in order for each to explicitly communicate the brand, and therefore allow for 

increased flexibility in the CVI program without compromising recognition. Thus, the 

following hypothesis is developed: 

H1: One graphic design element is sufficient in order to ensure brand recognition, 

when consumers face the element separately, and in a relevant context. Though 

recognition may be compromised due to lack of distinctiveness and consistency. 

Based on the literature review, and the amount of research favoring color as the most effective 

means to attract attention and increase memory performance, hypothesis two is developed: 

H2: The brand color scheme results in higher certainty in brand recognition than a 

brand symbol (shape), when consumers face the elements separately and in a 

relevant context.  

Looking at the third element, the custom typeface, Didrik Fjeldstad (2015) and Bo Linnemann 

(2015) state that the aim is to develop typefaces that allow for recognition, even when copy is 

irrelevant and tells nothing about the brand. However, as is the case with the remaining 

elements as well, differentiation and uniqueness are vital drivers for recognition, thus, for the 
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more generic typefaces content may overrule the typeface in regards to ensuring recognition. 

Consequently the following hypothesis is developed: 

H3: A custom typeface, in isolation, but in a relevant context, results in low certainty 

in brand recognition. However, the certainty increases significantly when the copy is 

relevant to the brand (e.g. tagline). 

As mentioned, familiarity has been defined as a relevant variable for ensuring brand 

recognition. Another interesting finding from the literature review was the Sequence of 

Cognition (SoC). Connecting the idea of familiarity with the SoC, I suggest the degree of 

familiarity influences when; hence at what stage of the SoC, recognition can happen, and thus, 

how many visual cues are needed to ensure brand identification. Thus, suggesting more familiar 

brands are easier recognized. Based on these theoretical insights the following hypotheses are 

suggestions: 

H4: A visual execution equal to the first level of the Sequence of Cognition allows for 

recognition of only highly familiar brands. 

H5: A visual execution equal to the second level of the Sequence of Cognition allows 

for recognition of brands with lower familiarity than first level executions. 

H6: A visual execution equal to the third level of the Sequence of Cognition allows 

for recognition of brands regardless of the level of familiarity. 

The empirical researched is discussed in the following chapter in order to verify, falsify or 

possibly change the hypotheses and hereby allow the development of normative guidelines, 

which can be adopted by practitioners or managers handling CVI programs – particularly for 

corporate brands facing severe restrictions in their marketing possibilities. 
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6. DISCUSSION OF FINDINGS 

As suggested in the literature review, much has been said about the three graphic design 

elements as isolated drivers of recognition (e.g. Labreque & Milne, 2011; Philips, McQuarrie, & 

Griffin, 2014A). However, the three elements have not earlier been compared in the same study 

in order to suggest a hierarchy useful for managing the CVI program, as also supported by 

Philips et al. (2014A): 

[…] research might be able to construct a hierarchy of visual elements (e.g., color vs. 

typography vs. visual theme) that distinguishes elements crucial to maintaining 

existing VBI from others that are peripheral and can be altered with greater impunity. 

Thus, empirical research was carried out with the aim of establishing a hierarchy of elements in 

relation to their ability to ensure brand recognition. In order to deliver new insights 

complementing existing theories, three elements were tested. The elements were tested in the 

same survey and apart from defining brand attributes like brand name and product imagery, 

which I argue allow for optimization of the entire visual identity – and more importantly has 

proven necessary given dark market restrictions. The research thus aimed at distinguishing 

elements particularly good at identifying brands. These insights can be useful in corporate [and 

product] branding. Focus was deliberately placed upon three graphic design elements; Brand 

symbol; Color scheme; and Custom typeface. 

 Further, combining the theories of the SoC and familiarity allowed for new insights 

into the concept of CVI, as the aim was to investigate whether high familiarity allow for faster10 

recognition and thus greater flexibility in the CVI program. Consequently, the current research 

was designed to test the hypotheses developed in Chapter 5. 

Looking at the empirical findings, there appeared to be a clear hierarchy in the individual 

elements’ ability to ensure brand recognition. Hence, according to the average percentage score 

for each type of stimuli11 the hierarchy comes across as indicated by Figure 10:  

                                                             

10 Faster means recognition by means of fewer graphic design elements. 
11 Typeface is split into two; Kpfx and tagline, thus four individual types of stimuli were tested in the survey. 
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Figure 10 – Recognition related to graphic design elements 

The brand symbol was recognized in 51% of the cases, whereas color scheme was recognized 

32% of the times and typeface only 7% of the times. However, there appeared to be a huge 

difference in recognition when relevant copy was applied, as the average rose from 7% to 40% 

with the introduction of a tagline. Having said this, the tendency was not complete, meaning 

some brands did score significantly different than the average. One explanation for these 

differences may be ascribed to the research design and the use of response options, which may 

create bias. Another plausible cause may be found in how explicitly the elements have been 

applied in advertising, as repetition has been proven to increase memory performance 

(Campbell & Keller, 2003; Esch, 2008; Philips, McQuarrie, & Griffin, 2014A). This suggestion 

could be exemplified with Carlsberg. Their brand symbol, the hop leaf, is fairly new, and 

therefore currently in the introductory phase. It is not yet established as a prominent brand 

element among consumers, and thus results in low brand recognition (Figure 11).  

 Looking into the individual design elements, some brands scored higher on 

recognition derived by color scheme than brand symbol, and hereby confirms the hypotheses – 

and thus also confirm Pan’s (2012) and Dzulkifli and Mustafar’s (2013) theories of color’s 

influence on memory performance and thus recognition. One of the brands with a significant 

overweight in color-derived recognition is the aforementioned example, Carlsberg. One 

explanation could however be the same as above, as the brand symbol is still in an introductory 

face, whereas the colors have been heavily used in advertising for ages without severe changes, 

which make it hard to directly compare the two elements. Another explanation could be found 

in Pan’s theory of color as an important means to attract attention and thereby ensure 

recognition (2012). Both Bombay and Corona also scored slightly higher in color scheme, 

which may be ascribed to the relative distinctiveness of the brand symbol versus the color 

scheme. Nevertheless, the empirical findings indicate overweight in favor of brand symbol and 

Figure 11 - 

Carlsberg hierarchy 

of graphic design 

elements 
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thus agree with the SoC and the research by Clement. The empirical findings therefore disprove 

hypothesis 2, and suggest the following rewriting:  

H2: A brand symbol (shape), in isolation, ensures higher brand recognition than a 

color scheme, in isolation, when consumers face the elements in a relevant context. 

Regarding the typeface, the aim was to test custom typeface in isolation as well as the influence 

of relevant copy. Generally speaking the typefaces resulted in high uncertainty in brand 

recognition. However, some typefaces did prove significantly better than others, and it could be 

argued these are the most distinct and most prominent ones in the respective identity program. 

E.g. Absolut resulted in 22% brand recognition compared to scores below 5% for most of the 

remaining brands. Looking into the influence of copy, there was a significant rise in recognition 

when relevant copy was applied. The average frequency of recognition rose from 7% to 40%, but 

was still higher for brands with a highly distinct custom typeface like Absolut (65%) and 

Carlsberg (85%). Consequently, findings suggest a rewriting of hypothesis 3: 

H3: A custom typeface, in isolation, but in a relevant context, results in low certainty 

in brand recognition. However, the certainty increases when the typeface is distinct 

and has played a consistent and prominent role in the visual identity program. 

Recognition increases additionally when the copy is relevant to the brand (e.g. 

tagline). 

As outlined above, the empirical research indicates it is possible to identify a brand by means of 

no more than one visual cue, However, it further confirms that recognition can be 

compromised by lack of consistency and distinctiveness, and therefore confirms hypothesis 1: 

 

H1: One graphic design element is sufficient in order to ensure brand recognition, 

when consumers face the element separately, and in a relevant context. Though 

recognition may be compromised due to lack of distinctiveness and consistency. 

Summing up, the empirical findings suggest a clear hierarchy of graphic design elements’ ability 

to ensure recognition of brands. However, this hierarchy could be influenced significantly by 

level of distinctiveness and also by how extensively the elements have been applied in 

advertising. Further, the influence of copy should not be neglected, but looking at the bans and 

regulations, which may also influence the use of tagline, it could prove relevant to invest in the 
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development of a highly distinct custom typeface, which would allow recognition regardless of 

the copy used. 

Addressing the hypotheses 4-6 regarding SoC and the influence of familiarity, findings from the 

surveys confirmed the average ability to recognize brands increased significantly when more 

visual cues were introduced; from 51% at step 1 (brand symbol in black and white), to 71% at 

step 2 (brand symbol in authentic colors), and 80% at step 3 (brand symbol in authentic colors 

with relevant copy/tagline) and thus confirmed the thinking behind the SoC (Figure 12).  

 
Figure 12 - Recognition related to SoC 

Looking at how the individual brands scored in relation to SoC the data reports some deviations 

from the average. Aalborg Taffel Akvavit scored respectively 67%, 94% and 81% in recognition. 

However, looking into possible causes for the high score at step 2, we find Gammel Dansk 

appeared as an alternative response option at step 1 and step 3 and received respectively 16% 

and 15% of the responses. Hence, it could be a case of confusion between the two brands. It is 

therefore reasonable to assume the same could have happened, if Gammel Dansk had appeared 

among the response options at step 2. If so the current 94% could decrease to around 78,5% and 

thus follow the tendency indicated by the average scores. 

  Both Malibu and Tuborg scored 100% at step 2, which could indicate flaws in the 

research design. However, relying on the data this means Malibu also goes against the general 

tendency, as step 3 has a lower score for this brand. Tuborg was not represented at step 3, and 

thus, it is not possible to conclude what the frequency of recognition would have been at step 3, 

but there is a significant rise from step 1 to step 2, which thus follows the theory.  

Figure 13 - Aalborg 

Taffel Akvavit SoC 
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Moving on, I will address the influence of familiarity and thus link the SoC with e.g. Campbell 

and Keller’s theory of familiarity as an enhancement of memory performance, which can lead to 

increased brand recognition (2003). 

On average the 16 brands performed like shown in Figure 15 in regards to familiarity. Though it 

was not part of the demographic questions in the survey, one could argue the findings confirm 

the idea that most respondents are Danish, as Carlsberg and Tuborg ranked as the two most 

familiar brands. Further, Gammel Dansk and Aalborg Taffel Akvavit both ranked rather high, 

which could also speak in favor of an overweight of Danish respondents. 

 
Figure 15 - Order of familiarity 

Having defined the average familiarity, Pearson product-moment correlation coefficients (r) 

were computed to assess the relationship between the level of familiarity and the amount of 

visual stimuli necessary for brand recognition, referring to the SoC. Hence, the correlation 

between the two variables; 1. Recognition and 2. Familiarity was computed for all 16 brands, 

e.g. Aalborg Taffel Akvavit r = 0.511**, n = 57, p = 0.00012 (cf. Appendix 8). In general, there was 

a positive, though weak, correlation between the two variables. Consequently there was a 

positive connection between brand recognition and level of familiarity. Increases in familiarity 

were thus correlated with increases in recognition – the ability to recognize or not. However, as 

indicated by the Pearson correlation, the correlation varies and thus the connection between 

familiarity and recognition is not definitive. Additionally, it is worth mentioning the correlation 

                                                             

12 * Correlation is significant at the 0.05 level (1-tailed) 

** Correlation is significant at the 0.01 level (1-tailed) 

Figure 14 - Malibu 
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Figure 16 - 
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does not give any causal explanations regarding causes and effects, as it purely addresses the 

correlation between the variables (Jensen & Knudsen, 2006), and therefore interpretation of the 

correlation builds solely upon theories.  

 Addressing some of the brands individually, Johnnie Walker scored as the brand with 

the lowest average familiarity. Findings suggest a little but significant correlation between the 

variables, Step 1 r = 0.347**, n = 53, p = 0.000; Step 2 r = 0.436**, p = 54, p = 0.000; Step 3 r = 0.272, 

n = 57, p = 0.020. Comparing these scores with Smirnoff, which scored third highest in average 

familiarity, we see a potential flaw in the theory regarding familiarity as a means to increased 

recognition. The Pearson correlations for Smirnoff are; Step 1 r = 0.466**, n = 54, p = 0.000; Step 

2 r = 0.281*, n = 57, p = 0.017; Step 3 r =0.221, n = 53, p = 0.056.  

 Comparing the two brands, the level of familiarity seems to have no influence on the 

ability to recognize the brand, as Johnnie Walker, which scored low in familiarity, proved 

easier to recognize than Smirnoff, which scored high in familiarity. Explanations may instead be 

found in the aforementioned level of distinctiveness and differentiation, and differences in the 

explicit use of the visual identity elements in branding, as exemplified by the two commercials 

displayed in Figure 18. According to two executions below, Johnnie Walker applies the 

significant visual design elements more explicitly in advertising than Smirnoff, and thus, the 

theory of repetition may explain the lack of correlation between familiarity and recognition (e.g. 

Campbell & Keller, 2003; Esch, 2008) 

                  

Figure 18 - Johnnie Walker and Smirnoff ads 

Yet another way to explain the difference may be obvious associations between the visual 

stimulus and the brand name – associations awoken by the use of response options. This 

explicit connection may prove to be a clever tactic in a dark market situation. Additionally, 

applying generic wording like Johnnie Walker’s “walking” or Carlsberg’s “probably”, which are 

hard to ban could be a way to go, but may also be hard to own. Nevertheless, supporting this 

theory of distinctiveness and descriptive brand elements, it is interesting looking at the case of 

Malibu. Malibu scored in the lower end concerning familiarity, however, the ability to 

Figure 17 - Johnnie 

Walker SoC-

Familiarity 
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recognize the brand was convincing, and looking at a total score, Malibu proved the most 

recognizable brand of all 16 in the survey. Holding these scores up against Carlsberg, which 

scored as the second most familiar brand, we once again see how inconsistent use of brand 

elements may disturb the recognition despite familiarity. Step 1 r = 0.000, n = 57, p = 0.005; Step 2 

r = (-) 0.194, n = 54, p = 0.08; Step 3 r = 0.149, n = 53, p = 0.143. Carlsberg’s new brand symbol, the 

hop leaf resulted in very low degree of recognition despite the high familiarity, but as soon as the 

well-known typeface and tagline was introduced together with the brand symbol, the 

recognition rose significantly. Thus confirming the theory of consistency but also the idea that 

descriptive brand elements, which evoke clear brand associations, like Malibu’s palm tree 

island symbol, are a great means to increase memory performance and recognition 

(Zaichkowsky, 2010). Consequently, the findings above invite for a re-writing of the hypotheses 

4 and confirms hypothesis 5-6: 

H4: A visual execution equal to the first level of the Sequence of Cognition allows for 

recognition of brands with distinct and well-established visual identities, regardless 

of level of familiarity. Brand identification is enhanced by symbols that evoke 

obvious brand associations. 

H5: A visual execution equal to the second level of the Sequence of Cognition allows 

for recognition of brands with lower familiarity than first level executions. 

H6: A visual execution equal to the third level of the Sequence of Cognition allows 

for recognition of brands regardless of the level of familiarity. 

Based on the testing of the hypotheses, the next section suggests normative guidelines for brand 

managers and design practitioners facing severe restrictions towards advertising and the use of 

visual design elements. 

Figure 19 - Malibu 

SoC-Familiarity 

Figure 20 - 

Carlsberg SoC-

Familiarity 
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7. NORMATIVE GUIDELINES 

Within pragmatism, fallibilism is acknowledged, as current beliefs and research conclusions are 

rarely, if ever, viewed as perfect, certain, or absolute (Johnson & Onwuegbuzie, 2004). Further, 

it views current truth, meaning, and knowledge as tentative and as changing over time. What we 

obtain on a daily basis in research should therefore be viewed as provisional truths. This does 

not necessarily demote the value of the findings, but as also supported by the constructivist 

approach, truth is based on the specific context, and as such transferring the data to different 

contexts should be done with care. Nonetheless, the research does indicate tendencies, which 

can be turned into normative guidelines regarding the design and management of CVI 

programs in highly restricted markets. Some of these may be useful for unrestricted industries as 

well. 

Citing Didrik Fjeldstad (2015), the most important criteria for a visual identity – no matter how 

dark the market may be – are distinctiveness and consistency: 

Restrictions allow for greater creativity, but what we have discovered to be vital at all 

times is being distinct and consistent. The dark market implications have only 

increased our attention towards these criteria. 

This statement confirms the theoretical findings – but also the empirical. The brands that scored 

highest in recognition were those with the most distinct identity, which is used actively in 

communication, and evoke obvious brand associations. However, at the same time a lack of 

consistency resulted in decreased recognition, as was exemplified by Carlsberg’s introduction of 

a new brand symbol. Consequently there is a lot to gain in developing a distinct visual identity 

and use it consistently in order to increase consumers’ memory performance, and thus, brand 

recognition. Having said that, tying the CVI closely to the corporate identity in order to decrease 

potential incongruence and close what Linnemann (2015) has referred to as “the gap between 

CVI and identity” will enhance the possibility of recognition. Thus, inspired by the suggestions 

above as well as methods introduced to me by Didrik Fjeldstad (2015) and Carlsberg the 

following normative guidelines are developed. These are meant to guide the management of the 

CVI in dark markets, however they do not explicitly address unique circumstances faced by the 
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brand – including the stage at the product life cycle, and brand mandatories (Philips, 

McQuarrie, & Griffin, 2014B). The guidelines consist of four steps: 

 

Step 1 – Identify all distinctive brand assets 

First step for managers and design professionals dealing with CVI is localizing distinctive brand 

assets, hence, all the elements that comprise the CVI. Having found these, you must investigate 

the level of uniqueness and determine whether some of these assets are considered generic 

within the category, as distinctiveness is key. The aim is to discover the ownable elements 

(Philips, McQuarrie, & Griffin, 2014B); those that ensure your brand will not be mistaken for a 

competitor’s. This could be exemplified by Heineken’s brand symbol, the red star, which is a 

rather generic choice of symbol – and color. Consequently, it may cause confusion and 

misinterpretation, as exemplified by the comparison with San Pellegrino’s red star (Figure 21).  

Step 2 – Prioritize the visual elements  

Based on the empirical findings I suggest the following hierarchy of importance – in terms of 

ensuring recognition – for the elements included in the research: 

1. Brand symbol 

2. Tagline 

3. Color scheme 

4. Typeface 

The brand symbol (shape) is the most vital element in regards to ensuring brand recognition. 

Secondly, findings suggest the tagline, and thereby the content, is better at ensuring recognition 

than the typeface on its own. However, as suggested by Childers and Jass (2002) the typeface can 

be regarded as the “voice” and thus typeface may be more relevant in order to create the right 

identity than as a means to brand identification and enhancement of recognition. Therefore, 

understanding the values expressed through the choice of typeface could be relevant to 

investigate in order to ensure not just recognition but also closing this aforementioned gap 

between identity and visual identity. For this Henderson et al.’s nine dimensions could be used 

as explicit guidelines for designers (2004). 

 In regards to color Zaichkowsky (2010) suggests a two-color scheme as the optimal 

solution, because one hue alone is hard to own, while on the other hand, applying too many 

colors in the brand color scheme makes it equally hard to own and protect. 

 

Figure 19 - Red 

stars of 

Heineken and 

San Pellegrino 
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Step 3 – Determine the restrictions facing each element 

Having located and prioritized all the elements of the CVI program, the third step is 

determining the amount of restrictions facing each of the elements – in all relevant markets. For 

instance, Carlsberg may have trouble showing the hop leaf in some countries, as it has been 

registered as part of their trademark, therefore other symbols may be more appropriate. 

Nevertheless what should be aimed for at all times is the development of a flexible and agile CVI 

program, which allows brands to create visual executions suitable for all restriction scenarios. 

Needless to say brands should be aware that these change constantly, hence being proactive is 

necessary. 

Step 4 – Determine awareness and familiarity 

Lastly, the familiarity with each graphic design element in all relevant markets must be 

determined. This is easier said than done. As Didrik Fjeldstad (2015) has argued; “the hop leaf 

might be distinct […] but we have never communicated it, thus, nobody knows it.” Hence, 

familiarity is partially based on the abovementioned consistency, and partially based on how 

heavily the element is used, or has been used, in communication. Didrik Fjeldstad’s 

assumptions were supported by the empirical findings. Though Carlsberg scored as the second 

most familiar brand, only one third of respondents were able to combine the hop leaf with 

Carlsberg. Consequently, distinctiveness gets you nowhere, if consumers are not familiar with 

the specific visual element.  

 Thus there is a difference between brand familiarity and familiarity with unique 

elements. In order to increase the abovementioned flexibility regarding the CVI program, being 

familiar with the corporate brand is not sufficient. Consequently, each element must be applied 

consistently in communication in order to increase its level of familiarity. Having said that, the 

high level of familiarity may also be the road to tertium quid, and thus, what allows for flexible 

executions of each unique element, thereby allowing for more creativity in e.g. ad campaigns. 

Summing up, the overall aim should be to create a flexible set of distinct elements, which can be 

applied in various combinations, depending on national legislation, without compromising the 

ability of recognition. As legislation changes constantly, simply trying to move past existing bans 

is too short term (Schultz, 2015), and therefore, flexibility is the only long-term solution in 

regards to CVI. Simultaneously, consistency should be pursued at all times in order to stand out 

in the tremendous amount of visual stimuli we all face in our everyday lives. This idea is 

supported by Dzulkifi and Mustafar (2013), who argue the elements should be kept consistent 

during the encoding and retrieval phases, as this will increase the memory performance. The 
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reason is that the better match of conditions during these two phases the better possibility of 

recognition, which is a matter of memory. Nevertheless, Bo Linnemann (2015) has argued that 

companies should not be afraid of changes and Philips et al. (2014A; 2014B) support this 

standpoint (cf. Section 1.4 and Chapter 9). However, in my opinion, changes in the CVI should 

be managed carefully within dark markets, where the obvious brand identifiers, including 

brand name and product imagery, are often banned in advertising. If changes are to be made, I 

will argue for being aware of not compromising the consistency too much, and instead look at 

minor updates within the existing identity program. Having said this, closing the gap between 

identity and visual identity is relevant too. Therefore larger organizational changes caused by 

e.g. modernization, acquisition or merger should be reflected in updating the visual identity to 

reflect possible identity changes. Supporting this, Hynes (2009) suggests that a match between 

the brand color scheme and personality traits (of well-known brands) improves personality 

ratings and aids visual recognition, whereas an inappropriate color will send conflicting signals 

and thus demand an extra effort to reinforce the corporate identity. Therefore, the visual 

identity program should be created and developed based on thorough knowledge of the 

corporate identity. To give an example; Red has proven to be a color that evokes much 

emotional arousal, and hereby leads to attention and improved memory performance, but that 

does not necessarily mean it is the right color for a specific brand. Congruence, product 

category, and not least the aforementioned corporate identity all have to influence the choice of 

elements. Hence, the brand identity should be a guiding star, and distinctiveness and 

consistency, combined with agility, flexibility and proactivity, are what ensures successful 

branding in dark markets. 

 



STANDING OUT IN A DARK MARKET 

 75 / 153 

8 

 
CONCLUSION 



STANDING OUT IN A DARK MARKET 

 76 / 153 

8. CONCLUSION 

The purpose of this research was to investigate the concept of CVI and the influence of 

advertising restrictions in the design of the CVI program. One specific aim was to investigate 

whether a single visual cue could be enough to ensure brand recognition, and then establish a 

hierarchy of elements in regards to ensuring brand recognition, when obvious brand identifiers 

were excluded from the visual execution. Further the research was set up to investigate the 

influence of familiarity in order to establish whether familiarity influenced the amount of visual 

cues needed in brand identification.  

Based on thorough literature reviews concerning three areas of research the frame for the 

research was established. The first topic reviewed was CVI in regards to corporate branding; the 

second area addressed was concerned with the human mental reactions to visual stimuli; 

whereas the last area functioned as a framing or a funnel, which narrowed the prospect of the 

research by looking into dark market tendencies and the current situation concerning 

advertising bans. Based on these theoretical insights, I developed hypotheses that could be 

tested empirically and carried out a research design, which allowed for answering these and the 

research question (Table 1). The research design was based upon the mixed-method approach, 

including both qualitative interviews and a quantitative consumer survey. This approach was 

deliberately chosen based on its unique qualities in terms of expansion and complementarity, 

but also in order to draw from the strengths and minimize the weaknesses of both.  

 The survey built upon 16 carefully selected beer and liquor brands and around 70 

unique visuals were developed for the purpose. These were all created by me with valuable 

sparring from the designers at Kontrapunkt and thus inspired by the way professional designers 

design this sort of visual elements. The survey was divided into three unique questionnaires in 

order to increase the validity of the findings, so that no respondent faced the same visual 

element twice. More than 150 respondents answered the survey, which allowed for a thorough 

discussion of the findings in relation to the hypotheses. Through processing of the quantitative 

data a hierarchy appeared among the three elements of brand symbol, color scheme and 

typeface (further split into pure typeface and typeface with relevant copy; tagline). This 

hierarchy confirmed the research that favor shape over color, and thus proved the brand 

symbol performs better than color scheme in terms of increasing memory performance and 

thus ensuring higher recognition. The empirical research further suggested that a tagline 

increases the value of typeface, which in isolation may be regarded more as a means to 
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communicate specific values than as a unique means of brand identification. Having said that all 

visual elements varied due to their level of uniqueness and how well-established they were 

within the visual identity program. Analyzing the data, lack of consistency proved to disqualify 

the brand element as a means to recognition. This was exemplified by Carlsberg’s new brand 

symbol, which scored very low in recognition despite Carlsberg being a well-known brand. 

 Addressing the influence of familiarity, which was defined as a combination of 

awareness of and experience with the brands, the aim was to test whether the level of familiarity 

affected the number of visual cues necessary for brand recognition. However, the empirical 

research found no obvious connection between brand familiarity and brand recognition. It did 

however confirm the SoC, as brand recognition increased significantly from step 1 to 2 to 3. 

Consequently, the more visual cues the higher recognition. 

 Based on these insights, I developed normative guidelines for designing and 

prioritizing the elements comprising the CVI program. As stated by Majken Schultz (2015) 

organizations have still not found a solution for how to best exploit their visual identity and 

understand the strategic meaning of this. Thus by developing these guidelines for brand 

managers and design professionals, I aimed at making the theory relevant and applicable in the 

daily management of the CVI, and thus suggest answers to real world problems, which I had 

become aware of through practical experiences within the field of designing visual identities. 

Summing up, the findings prove that consistency and distinctiveness are vital for ensuring brand 

recognition when obvious brand identifiers are banned in advertising. Further, the 

development of a flexible CVI program with several distinct elements, which allow the 

company to be proactive and agile, is vital in order to plan for all possible restriction scenarios. 

Through consistent use of the visual elements, the familiarity with each individual visual 

element increases. By doing so greater flexibility is allowed – also in regards to each individual 

element, and hereby, the risk of wearing out decreases without compromising brand 

identification. 

Thus, by reference to the findings in the thesis and the guidelines developed in Chapter 7, I 

suggest that paying explicit attention to the design and management of the CVI could prove 

useful for all corporations and thus add to the value of the corporate brand in the increasingly 

cluttered market. 
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9. FUTURE RESEARCH 

The findings in this study do carry certain limitations that invite for future research. For 

instance, the explicit focus on the specific type of product, alcoholic beverages, influences the 

common value of the research, and thus the constructivist idea of a provisional truth is relevant. 

Future research could therefore examine products with a build-in contrast, such as packaged 

versus durable goods (Philips, McQuarrie, & Griffin, 2014A), or brands that invite for different 

kinds of relationship with consumers, hence products that talk to different parts of our heart and 

mind in order investigate the possibility of developing non-industry specific guidelines relevant 

for all types of companies. 

Having stressed the aspect of familiarity, one could initiate a discussion considering the 

influence of market position; being the market leader versus being smaller players, and maybe 

more interesting the brand’s position in the PLC. It is tempting to conclude that the longer time a 

brand has been in the market – and the larger player – the more recognizable a brand, as the 

average consumer would statistically have faced the brand more often. However, the empirical 

findings indicate something else. The Copenhagen-based microbrewery Nørrebro Bryghus 

(Figure 22) was established in 2003. Its average score in familiarity was the third lowest, but 

there proved to be a positive correlation between recognition and familiarity, and the ability to 

recognize the brand was surprisingly high. Comparing this with Guinness (Figure 23), which is 

a worldwide brewery that has been around since the 18th century but scored similar in terms of 

familiarity, we may argue that size, market position and recognition are not proportionally 

connected. Though, nationality may be an important variable, which should be included for 

the purpose of future research.  

 Adding to this, scholars have found that consumers sometimes confuse FMCG 

advertising (Belch & Belch, 2009). If the brand is not immediately recognized, the credit from 

the advertising will often be ascribed to the market leader. This finding underlines the 

importance of being recognizable and consistent. However, with consistency comes the risk of 

wear out of the consumer experience, and if changes are to be made, one could go back to 

Figure 1 looking into alternative routes for transferring existing visual brand identity and brand 

mandatories. 

 Another interesting research topic could evolve around the tendency of 

microbreweries, and niche producers in general, which was also addressed in the interview 

Figure 21 - 
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with Majken Schultz (2015). Research could thus look into this tendency of consumers 

preferring smaller producers – cf. the abovementioned example with Nørrebro Bryghus – and 

hold it up against Hynes’ theory of the brand personality as a driver of likeability and brand 

relationship (2009). 

 Following this, another avenue of research that could be of great interest is what 

Philips et al. (2014A) have labeled the consumers’ aesthetic refinement or aesthetic skills 

compared to that of design professionals. They state that consumers’ “lack of visual aesthetic 

sophistication had an unexpected positive outcome for the brand; it appeared to make 

consumers less sensitive to small changes in brand elements than art directors” (Philips, 

McQuarrie, & Griffin, 2014A). Further research could look into which adjustments of the visual 

identity would be experienced as disruptive and which would be readily assimilated without 

compromising consistency and the idea of tertium quid. 

Yet another area of research could be based upon the science of semiotic, which deals with the 

way people interpret shapes and symbols. The culturally embedded meaning of colors would 

also be relevant in this regard. One could argue there would be obvious differences related to 

the expansion of the brands; hence, whether they aim internationally or can be described as 

purely local brands. Didrik Fjeldstad (2015) and Bo Linnemann (2015) both agree it is 

impossible to pay attention to all these differences in designing a successful international brand, 

and therefore, both state design often ends up becoming a purely strategic decision. Further, Bo 

Linnemann (2015) states; “the world is getting more and more global, so what works well in 

Denmark probably also works well in Switzerland, France etc.”. Consequently, research could 

look into the influence of globalization and designs and address issues of localization versus 

globalization in the optimization of CVI programs. This would also allow for a discussion on 

the influence of digital media. As stated by Bo Linnemann (2015) the digital revolution allows 

brands to embrace consumers in no time, due to the many communication channels controlled 

by the company itself, which may also decrease the importance of consistency. 

Finally, the VCI model, which was mentioned briefly in the introduction, could be investigated 

thoroughly with the purpose of incorporating the visual school into the model. Hereby I suggest 

the model would deliver a more comprehensive picture of how to manage the corporate brand 

in a contemporary society. And further, allow for organizations to gain insights into the value of 

a strong visual identity. Following this, looking into the meaning of the creative brief and the 

formulation of the corporate statements (mission, vision etc.), as explicit carriers of tactile and 

visual associations, would allow to diminish the gap between identity and CVI. 
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