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Abstract 

 

The role that distinctive brand assets play in advertising is a subject which has been receiving 

increased academic attention in recent years. The objective of this study is to explore the 

ways in which marketing professionals use distinctive brand assets, as well as examining the 

reasons why they use them the way they do. A secondary objective of this study is to identify 

what marketing practitioners and marketing researchers can learn from each other, thanks to 

their very specific perspectives on this subject. To this end, two Icelandic companies, 

Domino’s Pizza and 101 Sambandið, are analyzed through the optics of three distinct studies, 

with the view to providing a holistic overview their approaches to distinctive brand assets. 

The findings of this study suggest that whilst the marketing professionals are largely aware of 

the ‘best practices’ regarding distinctive brand assets, external pressures can prevent them 

from executing them consistently. Our findings also suggest that whilst marketing 

professionals are aware of some of the advantages of distinctive brand assets, the full extent 

of their potential is not yet entirely understood. 
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1. Introduction 

1.1. General background 

In many parts of today’s world, it is commonplace to be bombarded with advertisements 

from the very beginning to the very end of the day. However, this is not a phenomenon that is 

exclusive to the modern day. Indeed, between 1919 and 2007, advertising expenditure in the 

US averaged around 2.2 of GDP (Galbi, 2007), which is illustrative of the scale of the 

advertising industry. With the dawn of the internet and of social media came a wealth of new 

advertising opportunities, which millions of companies globally have been able to take 

advantage of. Firstly, the impact on the consumer is that the number of advertisements that 

they are exposed to on a daily basis has radically increased. Whereas in the 70s, it was 

reported that the average consumer is exposed to between 500 and 1600 advertisements per 

day, some sources now estimate this figure to be between 6000 – 10,000 ads every day (Carr, 

2020). As such, it is fair to say that living a life free from advertising whilst also engaging 

with society in a conventional manner would be very challenging. Secondly, the effect of this 

on advertisers is that their brand is competing for space and attention on a never-before-seen 

scale. Therefore, the challenge, more than ever before, is to make advertising that stands out 

in the continuously growing crowd. 

 

Understandably, finding ways for companies and brands to overcome this fierce competition 

for attention has been of particular interest for marketing practitioners and academics alike. 

For example, some researchers have explored how creativity in advertising can impact 

consumer behaviour, whilst others have studied the links between emotional advertising and 

advertising effectiveness (Lehnert, Till & Carlson, 2013; Geuens, de Pelsmacker & Faseur, 

2009). However, the last decade or so has seen a gradual turn in attention to a more 

foundational advertising principle in an attempt to increase advertising effectiveness: namely 

the optimisation of brand execution through the employment of distinctive brand assets. This 

line of research goes against the widely circulated advertising myths have warned against 

revealing the brand too prominently and/or too early. However, as will be explored in more 

detail, evidence abounds that the development of a strong set of distinctive brand assets can 

have a very beneficial effect on both attention to and recall of advertising exposure.  
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Distinctive brand assets are the building blocks of a brand’s identity. They are part of how we 

experience the brand through our senses. One of the leading researchers on distinctive brand 

assets defines them as ‘the non-brand name elements that trigger the brand in the memory of 

category buyers’ (Romaniuk, 2018). As such, distinctive brand assets can include, the logo, 

the brand colours, slogan, jingle, brand character and more. However, as will be made clear 

in subsequent chapters, the value of distinctive brand assets extends far beyond simply being 

an aesthetic representation of the brand. The use of distinctive brand assets can significantly 

improve the effectiveness of advertising by increasing its ability to cut through clutter and 

distractions and to form lasting memories about the brand. However, this line of research is 

relatively new. Indeed, the earliest significant studies which specifically addressed the effect 

of distinctive brand assets appeared in the early 2000s (Sharp, Beal & Romaniuk, 2001). One 

of the questions that arises, therefore, is whether these learnings about distinctive brand assets 

have permeated into marketing practice, or whether this has as yet remained a predominantly 

academic discussion. 

 

1.2. Objectives and Research Question 

Therefore, the research objectives of this paper are as follows: 

• To understand the processes behind and the reasons why marketing professionals use 

distinctive brand assets in their marketing campaigns. 

• To understand the extent to which marketing professionals’ understanding of 

distinctive brand assets aligns with scientific research on the topic. 

• To ascertain whether marketing professionals can offer any practical insights that 

have been overlooked by the literature. 

 

Consequently, the primary research question which will be addressed in this paper is: 

• How and why do companies use distinctive brand assets? 

 

A sub-research question which will also be discussed is: 

• What, if anything, can marketing professionals and marketing researchers learn from 

each other on this topic? 
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1.3. Research overview  

To answer the above research questions, this paper will begin with a review of the literature 

that pertains to this topic. Whilst academic interest in distinctive brand assets has been 

growing in recent years, it remains a subject which has received relatively limited attention 

from researchers, particularly given the wealth of literature that exists on branding more 

generally. Nevertheless, there is a network of researchers, many of whom are affiliated with 

the Ehrenberg-Bass Institute for Marketing Science and/or the University of South Australia, 

who have collectively produced almost all of the research specifically relating to distinctive 

brand assets. Part of this network is Jenni Romaniuk, who is considered one of the leading 

experts in this field. Since the early 2000s, she has pioneered research into the role of 

distinctive brand assets in advertising, and in 2018 she published what could be considered a 

culmination of her works in the form of her book Building distinctive brand assets 

(Romaniuk, 2018). Another prominent researcher in this field is Byron Sharp, who argues in 

various publications that brand distinctiveness is a largely overlooked and powerful driver of 

customer behaviour. As we will see in the following pages, Nicole Hartnett, Magda Nenycz-

Thiel, and Ella Ward also produce work which has also contributed to the research into 

distinctive brand assets. To the best of the author’s knowledge, this represents the bulk of 

extant literature directly related to distinctive brand assets. However, the line of argument 

presented in this paper will also be sustained by drawing on literature from other relevant 

areas of advertising published in recent years. Furthermore, this paper also from a number of 

theories and models from the fields of psychology and cognitive science, many of whom 

were established in the 20th century and have been developed on in the subsequent years and 

decades. These give insights into the processes behind the results that we see in more recent 

marketing and advertising studies. Whilst the majority of the literature that is explored in this 

paper will pertain to the subject of distinctive brand assets generally, particular attention will 

be given to brand colour, since this will be the topic of the quantitative research of this study. 

 

In the practical part of this paper, an examination and an analysis will be offered of the 

advertising practices and advertising content of two companies operating in Iceland: 

Domino’s Pizza and 101 Sambandið. The objective of this will be to gain a greater insight 

into how marketing professionals use distinctive brand assets in their marketing practice. A 

total of three studies will be carried out. In the first study, the distinctiveness score of one of 

the companies’ distinctive brand assets – brand colour – will be empirically measured. This 
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will enrich the data received by the subsequent studies by providing context in the form of a 

snapshot in time of the health of this brand asset. This will contribute towards an 

understanding of why marketing practitioners use their brand colour in the way that they do. 

The second study takes the form of two in-depth interviews (IDIs) with the marketing 

director at each of the company, in order to collect some qualitative data about how and why 

distinctive brand assets are used in their advertising campaigns. The third study is a content 

analysis of a sample of each of the companies’ advertising material. This will allow the 

researcher to ascertain whether the content that is produced by the brands aligns with both 

what the literature recommends and with what the IDIs show about how the marketing 

directors see the value of distinctive brand assets. 

 

1.4. Structure 

This paper will begin with a conceptual framework which will provide an overview of how 

this research will be conducted. Chapter 3 consists of the literature review which will cover 

topics such as the fundamentals of branding and advertising, the relationship between 

advertising and customer attention, and how brand memories are formed, recalled, and lost. 

In Chapter 4, the research methodology will be laid out, detailing how each of the three 

studies in this paper have been carried out. Chapters 5, 6 and 7 will detail the results of each 

of the studies that this paper encompasses. In Chapter 8, there will be a discussion of the 

results in the context of the literature that was outlined in Chapter 3. Finally, in Chapter 9 

there will be a conclusion, as well as research limitations and areas of further study.  

 

1.5. Justification 

One of the key ways in which this study is relevant is that it will illustrate the extent to which 

learnings from emergent research on the value of distinctive brand assets are being 

effectively conveyed and applied by marketing professionals. Indeed, the objective of 

marketing research is to be able to make marketing practice increasingly effective and 

efficient, and it is therefore important to understand whether the developments that are being 

made within university walls are successfully communicated to marketers who are ‘out in the 

field’.  Similarly, the qualitative data provided by the IDIs has the potential to shape future 

research in this budding field of study. Furthermore, the marketing departments of both 

Domino’s Pizza in Iceland and 101 Sambandið will benefit directly from Study 2 in which 

the distinctiveness of their brand colour is calculated. This demonstration of the health of 
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their brand colour as a distinctive brand asset has the potential to be highly valuable during 

the development of their branding strategy moving forward.  



 13 

2. Conceptual Framework 

 

Below is a graphic demonstration of the way that this research will be carried out (see Fig. 1). 

The literature review forms the basis of the research and informs how each of the three 

practical studies will take place. The first research question - How and why do companies use 

distinctive brand assets? – will be answered with a combined examination of the practical 

studies in this research. The second research question – What, if anything, can marketing 

professionals and marketing researchers learn from each other on this topic – will be 

addressed through a comparative analysis and discussion of the practical and theoretical 

aspects of this study. 

 

 

 

 

 

Figure 1: A conceptual framework of research 
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3. Literature review 

3.1. Branding and Advertising 

 

Brands, branding and brand equity 

In order to understand the value that distinctive brand assets can have, it is worth taking a 

closer look at the definition of a brand. The origin of the word ‘brand’ can be traced back to 

the Old Norse word brandr, meaning ‘to burn,’ a link which is commonly thought to be 

derived from the practice of marking animals with a hot iron in order to prove ownership of 

them (Pike, 2015). A more contemporary definition is offered by American Marketing 

Association who define a brand as a ‘name, term, sign, symbol or design, or a combination of 

them intended to identify the goods and services of one seller or group of sellers and 

differentiate them from those of competitors.’ (Branding, n.d.) This definition provides a 

concise overview of the primary roles and benefits of having a brand: namely to identify the 

source of a product and to allow for easy differentiation between similar but competing 

products.  

 

However, the value of a brand extends further than simply being a label which pointing to the 

fact that a particular product came from Company A and the other from Company B. 

Brands act as anchors onto which information and associations about the brand can be tied 

(Romaniuk, 2018; Sharp, 2010). In other words, brand names serve as efficient organisational 

structures for the mind in which information about the brand can be stored and later retrieved. 

In this way, brands can acquire meanings that extend beyond the mere functionality of the 

product or service they offer. Indeed, the well-known advertising executive Vance Packard 

famously explained this concept by describing how, ‘the cosmetic manufacturers are not 

selling lanolin, they are selling hope… We no longer buy oranges, we buy vitality. We do not 

buy just auto, we buy prestige’ (as quoted in Pike, 2015). These are examples of the type of 

meaningful differentiation that brands can offer. So how can those people responsible for 

managing a brand hope to create these meanings that distinguish a particular product from an 

equivalent commodity? This is done through a process known broadly as ‘branding’. 

Branding is defined as ‘the process of adding value to goods and services commodities by 

providing meaning’ (McCracken, 1993), and ‘the non-material, creative side to production 

[that] relies heavily upon the input of signs and symbols to differentiate products and make 
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them meaningful’ (Allen, 2002). In other words, it is all those activities which relate to the 

communication and reinforcement of the associations which are desired for the brand. 

 

The importance of branding lies in its ability to build brand equity. A comprehensive 

definition of brand equity is offered by David Aaker who describes it as the ‘set of assets 

(and liabilities) linked to a brand’s name and symbol that adds to (or subtracts from) the 

value provided by a product or service to a firm and/or to a firm’s customers’ (Aaker, 1996). 

From the company’s perspective, brand asset can be understood as ‘the future discounted 

value of the profit stream that can be attributed to the price premium or enhanced loyalty 

generated by the brand name’ (Aaker & Biel, 1993). In other words, brand equity is the value 

brought by the brand name itself. According to Aaker, there are five pillars which form the 

basis of brand equity: brand loyalty, brand awareness, brand associations, perceived quality 

and other proprietary assets such as a competitive advantage (Aaker, 1996).  

 

Figure 2: The Aaker Model of Brand Equity. Adapted: Aaker, 1996 

 

Branding efforts are therefore centred around building up each of these five pillars. 

According to Aaker’s model, the greater a brand’s brand equity, the greater the customer 

loyalty to the brand and the lower the customer acquisition costs (Aaker, 1996). Considered 

in practical terms, the price difference between Krispy Crème Doughnut and an equivalent 

unbranded glazed donut is the value of Krispy Crème’s brand equity. According to the 

model, the reasons for Krispy Crème’s increased brand equity and price premium could be 

(amongst other things) their increased brand awareness and the positive associations enjoyed 
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by this brand. As such, increases in brand equity is highly sought after by brand managers 

(Keller & Lehmann, 2006). Not only does it raise the value of the company (brand equity is 

actually registered on balance sheets as ‘intangible assets’) but it also reduces the necessity of 

the brand to compete on prices, since consumers are willing to pay more for a product whose 

reputation they trust (Aaker & Biel, 1993). 

 

How advertising works 

Advertising is one of the ways in which companies can increase their brand equity. The link 

between advertising and brand equity has been well established in several studies. For 

example, Villarejos and Sánchez established a link between perceived advertising spend and 

perceived quality (one of the pillars of brand equity): the inference that the researchers made 

was that the perceived high level of advertising expenditure implied to the consumer that the 

brand has the means to create a high quality product. This high-quality association was 

shown to have a positive effect on purchase intention (Villarejo & Sánchez, 2005). This an 

understanding of the value of advertising which has also been highlighted by other marketing 

scholars. For example, John Kay’s writing supports the previously mentioned research in so 

far as he states that ‘the value of… advertising rests principally on its demonstration of the 

supplier’s continued commitment to the market’ (Kay, 1995). Another widely held view is 

that advertising can create ‘favourable, strong and unique associations’ with the brand (Buil, 

Chernatony & Martínez, 2011; Keller, 2007). This would increase brand equity by targeting 

another of the pillars of brand equity: brand associations. According to this view, this is can 

be achieved by advertising because the opinions consumers hold about a brand are shaped by 

consumer-brand content, meaning the more advertising that they are exposed to, the stronger 

and broader the associations with the brand become (Keller, 2007).  

 

However, there are some scholars would challenge this view. For example, Byron Sharp 

argues powerfully that the value of strong and unique associations on brand equity has been 

exaggerated, pointing out that consumers very rarely see a brand as being uniquely associated 

with a brand (Sharp, 2010; Gaillard & Romaniuk, 2007). He also suggests that it is 

predominantly active brand experiences (for example using a product/service or hearing a 

recommendation) that build up brand associations, rather than the result advertising efforts. 

Instead, he argues that the primary benefit of advertising is its ability to build mental 

availability (also known as brand salience). Brand salience is defined as the likelihood of a 
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particular brand coming to mind in a buying situation (Romaniuk, 2016). This is the first step 

that is, more often than not, a prerequisite for one brand being chosen over another. As 

Romaniuk (2018) eloquently puts it, ‘You first need to be in the race to have any chance at 

winning it.’ There are two important aspects to building mental availability. The first is that 

the advertising content must draw on what is known as category entry points. These are the 

cues that act as catalysts for consumers to start thinking about potential brands to buy from. 

For example, experiencing mid-afternoon hunger is a possible entry point. As such, a strategy 

for a snack brand might be to position itself through advertising as the first choice for mid-

afternoon hunger. Of course, the more category entry points that a brand performs well on, 

the higher the chance that purchases will be made. This strategy differs from the previously 

mentioned idea of building positive associations, since the associations that are being built 

are directly related to a specific purchase opportunity. The second aspect of mental 

availability is brand awareness. For a specific brand to be considered in a purchase situation, 

there has to be a sufficient level of brand awareness for it even to come to mind. As will be 

elaborated on in a later chapter, the memory of the brand needs to be repeatedly triggered in 

the mind of the consumer in order to build brand awareness and to prevent the effects of 

memory decay. It is for this reason that Sharp writes that ‘advertising works through its effect 

on memory’ by building and refreshing memory structures about the brand (Sharp, 2010).  

 

However, whilst scholars may argue about exactly how advertising works, there is one thing 

which is agreed upon by all: that advertising success is heavily dependent on the consumer 

identifying the brand. Indeed, building positive associations, claiming category entry points, 

or triggering the memory of the brand through advertising would all be impossible if the 

consumer fails to identify the brand who is advertising. 

 

3.2. Brand identification in advertising 

The importance of brand identification in advertising has been stressed by several marketing 

researchers. Indeed, as Romaniuk states, ‘branding is the only element of advertising that is 

not optional’ (2009). This is echoed by and developed on by Harnett, Romaniuk and Kenney 

(2016) who reiterate that ‘good branding is a tenet of effective advertising, as most 

advertising theories agree that consumers must register the advertised brand (on some level) 

to influence their buying propensities and be successful’. Indeed, if the goal of advertising is 

to encourage consumers to do business with a particular brand, it is of course essential for 
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consumers to know which brand to do business with. Furthermore, there is often a delay 

between advertising exposure and purchase opportunity (Romaniuk, 2009) meaning that if 

the advertisement is to have any effect on future buying behaviour, not only does the brand 

have to be registered but also stored and easily retrievable from the memory of the consumer. 

Advertisements whose brand is not recalled have at best only succeeded at advertising their 

industry in general, and at worst been mistaken for their competition and served as 

advertising for them.  

 

However, research has shown that in practical terms, brand identification across the majority 

of advertising spaces is typically very low. For example, research conducted in Australian TV 

advertisements showed that on average, advertisements were noticed by only 40% of viewers 

(quoted in Sharp, 2010). Of those who did notice the advertisement, only 40% managed to 

correctly identify the brand who was advertising. This means that only 16% of viewers both 

noticed and recalled the advertising brand after advertising exposure. If we return to the 

fundamental criteria of what can be considered a successful advertisement (that the brand is 

both noticed and remembered) this represents a wastage figure of approximately 84%. 

Moreover, these low levels of recall are not unique to TV advertisements. One study found 

that a mere 10% of viewers were able to correctly recall the content of a banner ad which was 

displayed during a YouTube clip (Tangmanee, 2016) and similarly low recall levels of recall 

have been recorded in the context of display ads (Chatterjee, 2008). Given that in 2019, 

global advertising expenditure reached $563 billion dollars (Guttmann, 2019) what this 

translates to in wasted advertising dollars is hard to overstate. 

 

In her book Building Distinctive Brand Assets, Jenni Romaniuk identifies three factors which 

can be held responsible, to a greater or lesser extent, for the low levels of brand recognition 

and recall in advertising. (Romaniuk, 2018). These will be summarised below. 

1) Brand identification and/or recognition failure: the branded elements of the 

advertisement are not identifiable by the consumer, leading to an inability to correctly 

identify the brand. This could be due to the fact that the brand is not well known (low 

brand awareness), that the branded assets are not strong enough to signal the brand 

(low levels of fame) or that consumers confuse them for a competing brand (low 

levels of uniqueness). Alternatively, this could also be as a result of poor brand 

execution (the branded elements were not shown or not clearly displayed). 
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2) Attention failure: consumers consciously or subconsciously fail to direct their 

attention towards the advertisement, resulting in it not being registered in the minds of 

the consumers. For example, when consumers avoid looking at banner ads, flip past 

an advert that they see in the newspaper, or do not notice a billboard when they walk 

past. 

3)  Recall/Memory failure: despite attention being paid to the advertisement, the 

consumer is unable to recall the advertising brand after a certain period of time. For 

example, a viewer might recall seeing a ‘Closing down sale’ advertisement on the 

internet, but they cannot recall the name of the brand who is advertising. 

 

Each of these three obstacles must be addressed if an advertisement may be considered as 

successful. As such, they must be at the forefront of advertisers’ minds during the 

conceptualisation of any given advertising campaign. The next few pages will outline the 

research has been conducted into how to improve each of these three areas with the goal of 

maximising advertising effectiveness as well as the role that distinctive brand assets have to 

play. 

 

3.3. Distinctive Brand Assets and their benefits 

Distinctive brand assets are defined ‘as all non-brand name elements such as the logo, brand 

colour(s), tagline etc., which can be used in order to trigger memory the brand, eventually in 

the absence of the brand name itself’ (Romaniuk, 2018). As such, they are elements which 

become tightly associated with the brand name through co-presentation and can act as proxies 

for the brand name with regards to signalling ownership for a product/service and acting as 

anchors for information and associations with the brand. Examples of common distinctive 

brand assets are logos, brand colours, slogans, jingles and brand characters. 

 

It is no secret that distinctive brand assets can be highly valuable to a company. Large brands 

will go to great lengths to protect their brand assets and ensure that they have exclusive rights 

to their usage. Cadbury’s is a famous example of a brand successfully trademarking a specific 

shade of purple and preventing competing brands from using it. After over two decades of 

exclusive usage, Cadbury’s lost their exclusive right to use the colour in late 2018, in what 

was described by the World Trademark Review as a ‘significant blow Cadbury’ (Lince, 

2018). 
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This demonstrates that, at least when it comes to well-known global brands, marketers are 

aware of the value that distinctive brand assets can bring. However, marketers are 

nevertheless exposed to contradictory advice when it comes to how best to execute the brand 

in advertising. Indeed, marketing practitioners and researchers alike have been influenced by 

the widely circulated marketing myth that brand prominence deters consumer attention and 

reduces liking for the advertisement, ‘because the brand element signals that the message is 

an advertisement in which consumers purportedly are not interested’ (Wedel & Pieters, 

2004). This has led to the proliferation of advertising tactics which delay or reduce the 

prominence of the advertisement’s branded elements. However, there is very little empirical 

evidence to support the assumptions that prominent brand execution negatively impacts 

attitude towards the brand. Indeed, research into the relationship between brand likeability 

and correct branding identification showed that the levels of correlation were very low 

(Romaniuk, 2018). In practical terms, this suggests that decision to minimise the presence of 

the brand is unfounded, and advertisers should be encouraged to maximise the full potential 

of their brand assets. 

 

Brand recognition 

Another benefit of using distinctive brand assets is that it aids with brand recognition. Brand 

recognition is defined as the ease with which a consumer is able to identify the brand through 

any of its brand elements (Keller, 1993). Distinctive brand assets, therefore, are able to 

address the low levels of brand identification through their ability to act as symbolic proxies 

for the brand. By broadening the number of identifiable features related to the brand, 

distinctive brand assets increase the likelihood of the brand being recognised at any given 

time. For example, when driving at 40km/h past a bus stop with an advertisement on it, a 

consumer may not have time to read the brand name or process the logo printed on it. They 

might, however, be able to process the distinctive brand colours that they have come to 

associate with the brand, which require much less cognitive processing than the text of the 

brand name (Deschepper & Treisman, 1996).  In this way, the advertisement will have 

successfully triggered the memory of the brand without having to rely solely on the brand 

name. Not only this, but distinctive brand assets also offer a level of creative flexibility to 

brand managers because instead of having to rely solely on the brand name to signal 

ownership, they can also communicate this through its distinctive colour, pattern or logo. 
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This provides more options for the brand and allows for more creative marketing content 

(Romaniuk, 2018).  

 

Neurological diversity 

Furthermore, having a set of distinctive brand assets increases the neurological diversity of 

interactions with the brand (Romaniuk, 2018). This is advantageous for the brand for two 

reasons. Firstly, the ways in which information is processed differs from person to person; 

whilst some find it easier to process text, others might find it easier to process colour or 

sounds. Therefore, using distinct brand assets caters to a wider audience as it diversifies the 

ways in which the brand can be received. Secondly, having a neurologically rich brand 

increases the proportion of the brain which is engaged when consumers interact with the 

brand. This increased brain activity increases the chances that the brand will encoded into the 

consumers memory (Kapur et al, 1994). This concept will be elaborated on in more detail in 

the section on memory. 

 

Familiarity  

Having a distinctive and recognisable brand also enables the building of familiarity with the 

brand. This is achieved by the brand (or its brand assets) from being noticed on several 

different occasions. This is a desirable outcome because of the benefits derived from the mere 

exposure effect. The mere exposure effect is a theory which suggests that humans are more 

likely to feel positively towards something they are familiar with (Orquin, Perkovic, & 

Grunert, 2018). This is an affect which was first observed in 1968 by Robert Zajonc and has 

since then, numerous studies have corroborated the effect in many different contexts 

including in advertising (Lee & Ahn, 2012). Indeed, several studies have shown that 

familiarity is a significant driver of customer choice (Coates et al., 2006; Mcdonald & Sharp, 

2000). Thus, being able to quickly and easily recognise a brand through its distinctive brand 

assets creates more opportunities for the mere exposure effect to take place. This is 

particularly important given that the average amount of attention paid to advertisements is 

very small meaning that advertisements need to be carefully optimised to make an impression 

in the limited window of opportunity that they are given (more on this in the section on 

Attention in advertising). 
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3.4. Distinctiveness vs. differentiation 

That brands need to be easily identifiable is not a complex idea, nor is it a new one: indeed, it 

is a concept which is implicit in the very definition of the word brand. However, given the 

dwindling levels of brand identification in advertising, it seems that it is something which has 

been overlooked in marketing practice. Much more widely discussed is the concept of 

differentiation. Those who have studied marketing will no doubt be familiar with the term as 

it is mentioned in the vast majority of marketing textbooks and has been described as ‘the 

cornerstone of marketing’ (Kotler & Keller, 2009). Differentiation is the process of a 

company defining and communicating the way(s) in which they are different from their 

competitors as well the specific benefit that consumers will get from doing business with 

them (Kotler & Keller, 2009). The way this translates into advertising is understood by 

Rosser Reeves, the successful marketing executive who coined the ‘unique selling 

proposition’ as, ‘each advertisement must make a proposition…buy this product and you will 

get this specific benefit… one that the competition does not offer’ (quoted in Sharp, 2010.) 

However, as Romaniuk (2009, 2016, 2018) repeatedly points out, it must be understood that 

differentiation can only be built through advertising if the consumer first recognises the brand 

in question; as previously outlined in the chapter Brands, branding and brand equity, the 

consumer needs to recognise the brand as the anchor to which to tie the new associations that 

the advertisements are building.  

 

Furthermore, recent research has drawn attention to the fact that in the context of advertising, 

the importance of communicating differentiation through advertising has been somewhat 

exaggerated. For example, research published by the Ehrenberg-Bass Institute has called into 

question the idea that perceived differentiation plays a significant role in influencing 

consumer behaviour, with Byron Sharp calling brand choice a largely ‘trivial’ affair (Sharp, 

2018). Their results show that only an average of 10% of any brand users perceive their brand 

as being different and even more rarely (around 3% of the time) do consumers see brands as 

being exclusively associated with a particular image (Sharp, 2018). In fact, perceived 

differentiation has been shown simply to be negatively correlated with the number of brands 

in the category (Sharp, 2018). Not all marketing academics take such a hard-line stance on 

differentiation on Byron Sharp, however, it is reasonable to suggest that the emphasis that 

differentiation has received over the years is likely to have been somewhat exaggerated. 

Nevertheless, what this emerging body of research pertaining to distinctiveness seems to 
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suggest is that advertising material would benefit from a reassessment of priorities, and a 

move towards distinctiveness over differentiation. 

 

3.5. Distinctive brand assets and brand image 

Whilst the research has shown that there are many ways in which distinctive brand assets can 

improve the effectiveness of advertising, the extent to which it can impact brand image 

continues to be a source of debate. Brand image is defined by Keller as ‘the complete 

network of associations the complete network of brand associations in consumers’ minds, 

produced by the consumer’s interactions with the brand and communications about it 

(including communications not under the marketer’s control)’ (quoted in Batra, 2019). It is 

not an uncommon view among marketing scholars that one of the benefits of colour is that it 

can be used to shape brand image (Tokutake, Kajiyama, & Ouchi, 2019; Ghaderi, Ruiz, & 

Agell, 2015). In 1989, Grant McCracken developed a model of advertising which supports 

the idea that a brand’s visual identity can convey brand meaning (McCracken, 1989). 

According to this model, advertising can facilitate the association of a brand with a symbol 

(or ‘meaning-carrying stimulus’) through co-presentation (McCracken, 1989). For example, a 

brand who wishes to convey comfort and calm in a TV-add might wish to co-present their 

brand with the voice-over of a softly spoken voice due of the cultural associations which are 

linked to it. Since the publication of this model, several studies have been conducted to 

ascertain the extent to which colour is able to act as the meaning-carrying stimulus referred to 

by McCracken. For example, research has pointed to the fact that some colours have very 

similar pan-cultural meanings and associations (Madden, Hewitt & Roth, 2000) and others 

have developed these ideas by suggesting that an appropriately chosen colour ( i.e 

correspondence between colour choice and ‘type’ of brand) can bring ‘inherent and 

immediate value to the brand’ (Bottomley & Doyle, 2006). Subsequent studies have 

supported this by providing substantial evidence individual colours have culturally defined 

meanings which are able to convey brand personality. For example, Labrecque and Milne 

(2010) found convincing evidence which points to a positive link between sincerity and the 

colours white and pink, excitement and the colour red, competence and the colour blue, 

sophistication and the colour black and interestingly, a negative relationship between the 

colour orange and sophistication. This is evidence to suggest that colour has the potential to 

convey brand image by imbuing the brand with meaning. 
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However, not all researchers are in agreement regarding the effectiveness of using colours – 

or indeed, brand assets generally – as vehicles for communicating brand image. In fact, 

Romaniuk (2018) asserts that building distinctive brand assets based on their ability to 

convey meaning is ‘one of the major distractions to building a strong brand identity for the 

long term.’ By referencing the associative network theory (which will be explored in more 

detail in the Memory segment of this paper), Romaniuk explains that strong, non-brand name 

links to a particular asset represent increased mental competition for the brand (Romaniuk, 

2018). In other words, choosing a brand asset with a strong meaning might lead consumers to 

think more about the meaning than the brand attached to it. Furthermore, in what the authors 

describe as ‘a major paradigm shift’ in our understanding of how brands acquire meaning, 

Iglesias and Bonet propose a multi-stakeholder approach to understanding how brand 

meaning if formed which undermines the role of distinctive brand assets (2012). They 

propose that all of a brand’s stakeholders, including the consumers and employers, are co-

creators of brand meaning: this presents a challenge to the underlying assumption of previous 

models that the consumer is simply a passive recipient of what the brand puts out. This calls 

into question the extent to which brand colours can be expected to have an impact on a 

consumer’s feelings towards a brand. This position is supported by Byron Sharp whose 

particularly hard-line view on the subject casts doubt on the ability of advertising (including 

brand colours) to ‘imbue brands with special values’ (2010). Much like the position taken by 

Iglesias and Bonet (2012), Sharp cites behaviour rather than advertising as the most 

‘powerful driver of awareness, perceptions and attitudes’ and comes to the conclusion that 

‘people tend to have opinions about the brands they buy, and not think or know much about 

brands they don’t use’ (Sharp, 2018). According to this view, the role of brand colours has 

much more to do with being noticeable and distinctive than being a vehicle for 

communicating brand image. 

 

 

3.6. Distinctive Brand Asset Execution 

It is clear, therefore that distinctive brand assets have the potential to be powerful tools for 

advertisers to use. However, the low levels of attention observed in consumer means that 

simply having a set of brand assets is not enough to make an impression. The brand or the 

branded elements must be displayed in a way that ensures that it gets noticed by the 

consumer and that builds the association between the asset and the brand. There are two 
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obstacles that the brand must clear in order to successfully get noticed by the consumers. The 

first obstacle is external distractions (Romaniuk, 2018). External distractions may come in 

many forms. One such distraction is in the form of competing advertising material. In 2007 it 

was estimated by ‘Media Matters’ that the average person is exposed to between 200 and 625 

advertising contacts on a daily basis (quoted in Rojas-Méndez et al., 2009) which represents a 

considerable challenge to capturing and holding the attention of the viewer. External 

distractions can also include the division of attention by more than one screen (computer, 

tablet, smart phone), as well as mental rumination. The second obstacle to the brand being 

noticed comes in the form of internal distractions. This refers to the process of other 

advertising elements (i.e the content) distracting from the branded elements of the 

advertisement. This is a phenomenon which has been observed in several studies. For 

example, Erfgen, Zenker and Sattler (2015) found evidence to support the existence of ‘The 

Vampire Effect’ in advertisement, which is a term which refers to when the presence of 

celebrity endorsements detracts instead of adds brand identification by overshadowing the 

brand and ultimately impairing brand recall.  

 

In order to tackle each of the above obstacles, it is important for many marketing 

practitioners to unlearn two commonly held beliefs about consumer behaviour which have 

very little basis in empirical data and can be considered as no more than widespread 

marketing myths. The myths in question are that too much branding execution causes a 

negative reaction towards the brand, and that attention will be turned away if the brand is 

revealed too early. This is a stance which has been defended by several notable marketing 

scholars. For example, Aitchinson (1999) asserts that ‘Because consumers hate advertising, 

once they see a page with a logo in the corner, it doesn’t look like editorial… It’s a trigger 

that makes them turn the page faster’ (quoted in Wedel & Pieters, 2004). Such advice has 

been widely perpetuated and many of the highest-ranking results on google following a very 

general ‘advertising techniques’ search tell their readers to ‘avoid overly prominent branding’ 

(Goldberg, 2018). Research conducted by Romaniuk has shown that there are many 

marketing practitioners who follow such advice (2009). However, the evidence to support 

such a statement is scarce. For example, in a study which focused on print advertising, Wedel 

and Pieters found that increasing the surface-size of the brand element does not decrease 

overall attention paid to the advertisement (2004). As such, they concluded that ‘strong 

branding practices that involve more prominent placement of the brand’s visual identity 

symbols in print advertisements favour rather than harm attention to the brand’ (Wedel & 
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Pieters, 2004). This is corroborated by a more recent investigation which explored whether 

viral advertising with prominent brand execution was shared at a different rate to viral 

content with less prominent brand execution (Nelson-Field, 2013). The results revealed no 

discernible difference between the two. What the results of these, alongside many other 

similar studies reveal, is that using the brand confidently and prominently in advertising has 

no effect on the amount of the attention or the attitude held towards the brand by the 

consumer. This should give marketing practitioners the confidence to use their brand and 

their distinctive brand assets assertively. 

 

3.7. Measuring brand asset distinctiveness 

In her book Building Distinctive Brand Assets (2018), Romaniuk outlines the importance of 

statistically measuring the distinctiveness of brand assets, as well as the dangers associated 

with failing to do so. As aligned with the illusory superiority effect established by Vera 

Hoorens (1993), brand managers who are disproportionately focused on their own brand and 

have an incomplete view of the market, are primed to over-estimate the distinctiveness of 

their own brand. Such an eventuality could lead to an under-developed brand asset being used 

as a proxy for the brand, which has the potential to have a negative impact on levels of brand 

identification. As such, being aware of brand asset distinctiveness is a significant advantage 

for brand managers. Furthermore, tracking changes in brand asset distinctiveness can be a 

good indicator as to the effectiveness of branding strategies aimed at increasing 

distinctiveness. 

 

Fame 

The distinctiveness of a brand asset is based on two metrics: fame and uniqueness. Fame is a 

measure of the number of category buyers who associate the brand asset with the brand name 

– and the greater the number of people who can do this, the higher value the asset is as it acts 

as a more reliable proxy for the brand (Romaniuk, 2018). If the asset is not connected to the 

brand in the mind of the consumer, then the asset can be of no value to the company with that 

consumer. Fame scores can be improved by consistently co-presenting the asset with the 

brand so that the association between the two gains in strength (more on this in the chapter on 

memory). Likewise, brand asset fame scores are also subject to decay over time, especially 

through disuse.  
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Uniqueness 

The second key metric for measuring distinctive brand assets is Uniqueness which is defined 

as the brand’s level of ownership of the asset. It is calculated by the number of correct 

responses as a proportion of the total of brand links. In other words, a uniqueness score of 

100% means that the asset is associated with the target brand exclusively. This is desirable 

since low levels of uniqueness would increase the risk of one company’s assets triggering the 

memory another alongside of or instead of their own (Romaniuk, 2018). Uniqueness is a 

much more challenging metric to influence than fame because it depends, at least to a certain 

extent, on the actions of competing brands using similar assets. 

 

There has been research published that not all assets perform in the same way when it comes 

to uniqueness. In a study whose objective it was to find out whether some assets were 

generally more unique than others, Ward (2017) found that whilst the logo, characters and 

fonts enjoyed the highest levels of uniqueness, colour had a generally lower uniqueness score 

with an average of less than 50%. What this suggests is that as a brand asset, colour is 

unlikely to be strong enough to be able to act as the single substitute for the brand name. 

 

 

The Distinctive Asset Grid 

 

A visual representation of a brand asset distinctiveness has been developed in the form of The 

Distinctive Asset Grid (Romaniuk 2018). This is a graphic representation of a brand asset’s 

potential. By highlighting development opportunities and dead ends, this data can be used to 

help brand managers define their brand asset strategy in the most effective way. The gird 

plots the asset’s fame against its uniqueness into a grid which is divided into four quadrants 

as evidenced by Figure 3. Below is a short description of the significance of each of the four 

grids. 



 28 

  

Figure 3: Romaniuk's Distinctive Asset Grid. Adapted from Building Distinctive Brand Assets by J. Romaniuk. Copyright 

2018 Jenni Romaniuk 

 

Ignore or test 

Assets in this quadrant receive scores of under 50% in both uniqueness and fame. As such, it 

is not yet an effective distinctive brand asset. It is common to find recently introduced brand 

assets in this quadrant. Assets which fall into this quadrant following a sustained effort to 

develop is a likely signal that current brand asset execution tactics have not been effective 

and require attention. 

 

Invest potential 

Brand assets in this quadrant gain the majority of responses (greater than 50% uniqueness) 

but only among a small proportion of respondents (less than 50% fame). This represents 

promising potential since brand assets with high levels of Uniqueness are easier to build as 

they are competing with fewer players to ‘own’ the asset.  

 

Avoid Solo Use 

Brand assets which fall in this category have high levels of Fame but low levels of 

Uniqueness. They are risky to use alone since consumers link the asset both to the target 

brand and to competing brands. Potential reasons for this eventuality include competition 

copying brand assets (e.g when smaller/newer brands imitate the market leader’s brand 

identity) or when an asset has become a category indicator. The danger of relying solely on 
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an asset which lands in this quadrant is that it will at best only advertise the category and at 

worst, advertise for a competitor. 

 

Use or lose 

Brand assets which fall in this quadrant achieve more than 50% Fame and more than 50% 

achievement. If these scores are close to 100% on both, then they can be used as a 

replacement for the brand name. If such an asset is to maintain its position in the top left-

hand quadrant it must be used regularly and consistently in order to prevent memory decay. 

 

As we can see, the Distinctive Asset Grid can provide a very useful tool for brand managers 

to be able to evaluate the strengths and weaknesses of their brand assets in order to 

understand how to develop their branding strategy to maximise effectiveness and minimise 

brand retrieval failure. 
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3.8.  Attention in advertising 

 

In this segment, we will examine the literature pertaining to the science behind how human 

attention is allocated, the ways in which it can be captured, and how distinctive brand assets 

can be employed in the context of advertising in the ongoing quest for consumer attention. 

 

One of the biggest challenges that advertisers face is succeeding in the competition for 

attention, which has consistently been proved to be very difficult to capture. In her 2011 

article tracing 25 years of attention research, Marisa Carasco illustrates why this is by 

drawing reader’s attention to a short story by the Argentine writer Jorge Luis Borges. In this 

story, the protagonist has been given the gift of ‘absolute memory and absolute perception’ 

(Carasco, 2011). This strange gift of being able to see and remember everything soon reveals 

itself to be a curse, as the protagonist experiences complete sensory overload and effective 

paralysis from the exhaustion of having to process every sensory stimulus he is exposed to. 

Luckily, a well-functioning human mind does not work in this way. Humans are highly adept 

at being able to identify and focus their attention on relevant information and to discard from 

their conscious awareness what is deemed to be irrelevant. In the field of cognitive 

psychology this is known as selective attention. As illustrated in the short story above, having 

to process every sensory stimulus we are exposed to at any one time would be highly 

inefficient and mentally exhausting, and it is precisely our ability to be selective with our 

attention that allows us to efficiently make sense of our surroundings. As such, people are 

generally very selective about how they allocate their attention including in the realm of 

advertising. Indeed, some scholars go so far as to affirm that “attention is the ultimate scarce 

resource in today’s overcrowded markets” (Orquin & Wedel, 2020) referring to the fact that 

there are an endless number of competing brands vying for a share of a limited pool of 

consumer attention.  

 

The reason why humans are so selective about how they apply their attention is explained by 

the Limited Capacity Model of Motivated Mediated Message Processing (otherwise known 

as LC4MP) (Lang, 2000). This is an explanatory theory on how humans process information 

they receive. According to this theory, humans have a limited capacity for information 

processing. When the viewer is exposed to information that they deem to be of interest, they 

allocate cognitive resources in order to process it. This includes (requires) the application of 
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attention. However, there may be instances when the viewer cannot or will not allocate the 

cognitive resources to process certain information. This may be because the stimulus is 

overly complex, or because the viewer is either distracted and/or lacks the motivation to 

apply thee cognitive resources required to process the information (Lang, 2000). In the 

context of advertising, it is the latter which has been widely considered to be the reason for 

inattention to advertising. As such, advertisers operate from the assumption that they are 

faced with a largely disinterested audience. 

 

In the field of online advertising, this inattention has been given its own name: ‘banner 

blindness’ (Benway & Lane, 1998). With its roots in the concept of inattentional blindness 

(Mack and Rock, 1998), banner blindness refers to the tendency among internet avoid 

looking at or paying attention to advertising content whilst surfing the web. The most widely 

acknowledged explanation for this is based on the fact that the majority of internet users do 

not expect to gain any value from processing advertising material and therefore lack the 

motivation to do so (Drèze & Hussherr, 2003). As such, consistent with the previously 

mentioned Limited Capacity Theory, internet users identify and filter out any advertising 

material they see in an attempt to reduce the cognitive load of processing the information 

they are interested in.  

 

Before delving into the research which documents attempts to capture the attention of 

consumer, it is worth taking a closer look into what influences how human attention is 

captured. There are two types of factors which govern how attention can be attained (Orquin, 

Perkovic and Grunert, 2018). On the one hand, there are top-down factors, which refer to the 

goals, intentions, desires or instructions that may influence how visual attention is applied. 

For example, if an individual enters a supermarket with the intention of shopping for a meal 

of tortillas, this objective will allow the specific ingredients they need to draw their attention 

more than the other, less relevant products in the store. On the other hand, bottom-up factors 

refer to how the visual saliency of a stimulus, i.e its size, shape, or colour, captures the 

attention of the viewer regardless of their intentions. For example, a large, red, flashing 

‘Stop’ sign in the middle of the road would (hopefully) capture the attention of on-coming 

drivers and signal them to stop their vehicle. Correlations have been made between an 

element’s visual salience and the amount of attention it attracts and efforts have been made to 

predict this through the development of saliency maps (Orquin & Wedel, 2020). These 

saliency maps are constructed by coding the visual conspicuity of the environment and 
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constructing a topographical map, highlighting the areas which are most likely to attract the 

most attention. Such maps have been known to predict attention with reasonable levels of 

accuracy in certain contexts (Parkhurst, Law, and Niebur 2002; Rutishauser and Koch 2007). 

 

Capturing attention in advertising 

Returning now to question of reported inattention or low attention to advertising, there have 

been many attempts by researchers to investigate how the visual elements of an 

advertisement can be engineered in order to maximise the amount of attention it receives. As 

demonstrated by the development of saliency maps, such attempts were well-supported by 

research in the field of visual attention: indeed, there are several other studies that support the 

existence of saliency bias in various different contexts (Orquin & Wedel, 2020; Milosavjevic 

et al, 2012). One would suspect, as many researchers did, that by manipulating the visual 

features of advertising design, advertisers would be able to more effectively and predictably 

capture the attention of potential consumers. However, the results of these studies were 

somewhat surprising. For example, the size of the pictorial element of an advertisement, 

whilst undoubtedly increasing its salience, was shown to have little demonstrable effect on 

attention capture besides increasing baseline attention, which is the attention which is paid to 

an advertisement regardless of its content (Wedel and Pieters, 2004). Similarly, in an eye-

tracking study conducted by Chad Lapa, advertisements with a background colour attracted 

no more attention than ads without the colour despite its increased visual salience (Lapa 

2007). Furthermore, advertisement animation, whilst also highly visually salient feature, was 

actually shown to repel internet user attention (Lee & Ahn, 2012). All of these studies 

suggest that, contrary to what saliency maps might predict, there is not a correlation between 

saliency and attention in the field of advertising. 

 

To understand this apparent contradiction, we must look again at the human mind’s ability to 

filter out information perceived to be irrelevant. One explanation, therefore, of the surprising 

effect of visual saliency in the context of advertising is that the attention-grabbing aspect of 

the advertisement’s colour and/or animation element is negated by the fact this peripherally 

alerts viewers to the fact that it is, in fact, an advertisement. If we assume, as many 

researchers have that consumers wish to avoid advertising, this allows the consumer to more 

swiftly filter the advertisements out from their conscious awareness as they continue 

browsing the web. It appears that in the context of internet advertising, the consumer’s 
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cognitively controlled top-down factors (i.e the goal of avoiding advertisements) are 

generally more powerful than the effect of bottom-up factors of the advertisements. This is 

supported by research which aimed to assess the extent to which ‘banner blindness’ could 

really be considered as blindness. The results showed that that whilst 63% of ads were not 

fixated on at all, 85% of participants fixated on at least one of the four ads they were exposed 

to in the experiment. What this suggests is that internet users are not blind to the 

advertisements, they simply learn where the advertisements are located when they are first 

presented with the web page, and then avoid fixing upon them in the future. This theory is 

supported by a study performed by Lapa which shows that the majority of advertisement 

fixations are at the beginning of the session whilst users become familiar with the page they 

are navigating (Lapa, 2007).  

 

One would be forgiven for believing that this paints a rather bleak picture for advertisers. It 

would seem that consumers are determined not to pay attention to advertising, and therefore 

fail to receive the information and/or associations they try to communicate. Nevertheless, a 

large-scale study which tested the effect of brand colour on ad-recall for online advertising, 

researchers found that advertising with the brand colour had an increased cut-through rate 

(Romaniuk, 2018). The question that arises, therefore, is how can brand colours have any 

impact on recall levels if there is evidence to suggest that there is no link between visual 

saliency and attention in advertising? 

 

The key to this question lies in the low involvement processing model of advertising which is 

a theory which has been growing in influence in recent years. Introduced by Robert Heath 

and Paul Feldwick in 2008 and based on the ‘rich development of psychology and 

neuroscience’ of the preceding two decades, this model was a challenge to the information 

processing model which had formed the basis of many theories of advertising (Heath & 

Feldwick, 2008). The information processing model of advertising asserts that consumers 

‘cognitively and consciously process information received from advertising’ and therefore 

that advertising is at its most effective under conditions of high attention and high consumer 

engagement (Penn, 2006). By contrast, the low involvement processing model challenges this 

stance by asserting that ‘people can be powerfully influenced by communication that is 

processed with low attention and of which they have no conscious recall’ (Heath & Feldwick, 

2008). Furthermore, the model goes on to assert that the persuasive content of advertisement 
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is rarely what makes it successful and that ‘decision-making… is often influenced by 

associations below the level of consciousness’ (Heath & Feldwick, 2008).  

 

Whilst these are unfortunate results for campaigns based on communicating USPs, it 

represents good news for distinctive brand assets. Indeed, Heath and Feldwick (2008) draw 

specific attention to ‘visuals, sounds, symbols, music, gestures’ as key means of 

communication that have the potential to be more powerful communicators than an explicit 

advertising message. This is because distinctive brand assets act as short-cuts to the brand 

which are able to be processed in much lower involvement situations i.e in front of a 

disinterested audience (Romaniuk, 2018). This is particularly true with brand colours. Indeed, 

several studies have found that colour is one of a set of features that have been described as 

‘pre-attentive visual features’, which are characterised by the fact that they can be encoded 

into the memory without direct visual attention even having to be applied (Deschepper & 

Treisman, 1996). In fact, there has been evidence to suggest that the effect of colour in 

advertising works primarily on an implicit, subconscious element. For example, one such 

study concluded that “colour, as an executional element, is not an aid to conscious 

information processing, but that it’s influence mainly lies outside of consumers’ conscious 

awareness” (Kyrousi and Panigyrakis, 2015). Given the short amount of attention that is 

afforded to advertisements, distinctive brand assets are a highly effective way to signal the 

presence of the brand and build up its mental availability. 

 

Familiarity 

‘Why do you see your brand of car everywhere after you buy it?’ This is a commonly used 

and highly relatable example of what is known as the Baader-Meinhof phenomenon. This is 

the phenomenon in which something that you recently paid attention to suddenly begins to 

appear all around you (Pietrangelo, 2019). This concept forms the basis of another benefit of 

using distinctive brand assets, in so far as consistent and effective brand asset execution 

increases the likelihood of it becoming familiar and it has been shown than human attention 

is more easily captured by familiar stimulus. This psychological principle has been well 

documented and found to be consistent in the field of advertising, where consumers have 

been found to pay disproportionate levels of attention to brands which they are familiar with 

(Harrison, 2013). For example, users of a brand are more than twice as likely to recall that 

brand’s advertising material than non-users (Sharp, Beal and Romaniuk, 2001). These results 
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have been replicated several times across several different industries (Sharp, Beal & 

Romaniuk, 2002; Romaniuk and Wight, 2009). Therefore, by consistently building a 

distinctive brand identity and by increasing its familiarity among potential consumers will 

increase the likelihood that attention will be paid to the brand’s advertising. 

 

These findings, when taken as a whole, represent some radical departures from the traditional 

understanding of the role of advertising. For example, when discussing the relative 

importance of ad features, the established marketing guru Koteler reports that the most 

important elements of an advertising are the picture, headline, and copy, in that order. He also 

emphasises that ‘the picture must be strong enough to draw attention’ (Koteler & Keller, 

2009). Whilst he was specifically referring to print ads in this instance, this can reasonably be 

applied to internet ads. Conspicuously lacking is any mention of the brand’s distinctive 

assets. Koteler and Keller also asserts the view that the objective of advertising is to either 

inform or to emote (2007). However, we have seen that research published since calls these 

assertions into question. According to the literature outlined above, consumer inattention to 

advertisements makes it highly unlikely for them to process any amount of complex 

information. Therefore, rather than being a tool to capture and retain attention, the ideal use 

of colour in advertisement is as a mental short cut and a cue to access the memory of the 

brand in the small window of opportunity they are afforded. Exactly how colour, or any 

distinctive brand asset can be turned into a memory cue will be discussed in the following 

segment. 

 

3.9. Memory in advertising 

 

‘Branding is about making the brand name memorable – nothing more, but also nothing 

less.’ – B. Sharp, 2010 

 

In this section we will explore how distinctive brand assets can improve advertising 

effectiveness by tackling the third obstacle to advertising success: brand memory failure. To 

do this, we will first take a closer look at the cognitive systems which determine how we 

encode, recall and forget our memories. As previously mentioned, except for a very small 

proportion advertising which incites an immediate response, advertising success is heavily 

reliant on the target brand being encoded into the memory of the viewer as there is typically a 
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delay between advertising exposure and purchase opportunity. As such, the goal of 

advertising is to build up the mental availability of the target brand in the mind of the 

consumer: this means that whilst the consumer might not have any intention of purchasing 

from this category at the time of the exposure, effectively branded advertising will raise the 

likelihood that the brand comes to mind when this individual does intend to buy from that 

category (Romaniuk, 2018).   

 

Let us consider, for example, the imaginary energy drink called Hulk. For an individual to 

decide to purchase a Hulk when they are feeling low on energy, two processes are required to 

have happened prior to that moment. First, the brand name needs to have been encoded 

correctly into the brain, which means that this individual knows that Hulk is a type of energy 

drink. Secondly and crucially, the brand Hulk needs to be (easily) retrievable from this 

individual’s memory at the precise moment that they feel the desire for an energy drink. 

These are distinct processes, as evidenced by research performed by Tulving and Pearstone in 

1966 which it was demonstrated that information can be stored in the brain (correctly 

encoded, available) but impossible to recall under certain conditions (inaccessible). It is not 

enough for a consumer to simply be aware of the existence of Hulk, it needs to come to mind 

faster than its competitor when the consumer enters the market. This is what is meant by 

mental availability, and distinctive brand assets have been shown to have been of great use in 

facilitating both of the processes responsible for increasing it. 

 

Encoding 

To understand how distinctive brand assets work to refresh the memory of the brand, it is 

worth taking a closer look at exactly how memories are formed. When a piece of information 

is encountered, a memory trace of this information is moved into what is known as the 

working memory. The working memory is the part of the short-term memory which holds 

memory temporarily and which is responsible for the processing of immediate, perceptual 

stimuli. It is very difficult to predict whether information stored in the working memory will 

move into the long-term memory, however there are several factors which have been shown 

to increase this probability (Bjork & Bjork, 1998). The first determining factor is known as 

the conditions of encoding (Kapur et. al, 1994) This refers to the fact that the more intense 

the analysis of the stimulus, the more likely the stimulus is to be retained in long term 

memory. Incoming stimulus can be cognitively processed on different levels and with 
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varying levels of intensity through the use of varied cognitive processes; this is evidenced on 

a neurological level by the fact that deeper cognitive processes during memory encoding are 

accompanied by increased neural activity in the left inferior prefrontal cortex (Kapur et al., 

1994) This form of processing has associated with improved encoding capacity and 

performance. In other words, the greater the level of cognitive engagement during the time of 

encoding, the greater the chance that the information will be encoded.  

 

Based on the research into encoding processes outlined above, distinctive brand assets can 

have a significant role in achieving this heightened level of cognitive engagement. Through 

co-presentation, distinctive brand assets create a more complex experience of the brand 

which engages more cognitive functions. For example, whilst exposure to the brand name 

alone activates the semantic memory, this constitutes only a small part of our memory 

(Romaniuk, 2018). Being able to represent the brand in a variety of forms broadens the 

number of memory processes that take place when a consumer encounters the brand. 

Therefore, by introducing a pictorial element in the form of a logo, a slogan and brand 

colours, four different areas of the brain will be engaged when presented with the brand. As 

we understand from the research on memory encoding outlined above, this increased demand 

for cognitive processing during exposure to the brand increases the chance of the brand being 

encoded in the brain.  

 

Furthermore, the way that people perceive, understand, remember and respond to advertising 

is known to vary from person to person (Jaysinghe & Ritson, 2013). Whereas one person 

might be more receptive to brand names, another might find it easier to process logos or 

colours. As such, diversifying the ways in which a brand can be represented increases the 

number of people that the advertisement can impact through memory. 

 

Recall 

Not only do distinctive brand assets aid with the process of encoding the memory of the 

brand, it also facilitates its retrieval. The average human brain contains an immeasurable 

quantity of information collected through past experiences and the role of the memory is to 

be able to extract this information from the past and use it in the present. In order to navigate 

this sea of information and to extract the information that will be of use, a retrieval cue is 

required. A retrieval cue can be understood as the entry point into our memory and 
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constitutes both sensual stimuli or internal thoughts or computations. It is well known by 

memory researchers that memory performance is highly dependent on the retrieval cue that is 

used; in other words, memory performance is improved by the use of more ‘powerful’ 

retrieval cues. Herein lies a core objective of developing distinctive brand assets: to create 

one or more powerful retrieval cues which will increase the likelihood of the target brand 

from being recalled when the cue is encountered, thereby building the mental availability of 

the brand (Romaniuk, 2018). The effects of having distinct brand assets to serve as retrieval 

cues is significant: the more cues a brand is able to employ, the more likely it is to be chosen 

by consumers (Romaniuk, 2003). 

 

In order to understand how memories are retrieved from the memory and how distinctive 

brand assets can aid this process, it is useful to consider the most widely accepted theories of 

memory which are collectively known as the Associative Network Theory (Anderson & 

Bower, 1973).  According to the cognitive architecture purported by the ANT, information is 

stored in the brain as a node, or a cognitive unit (Anderson & Bower, 1979). These nodes can 

become linked if encountered in similar circumstances (Romaniuk & Nenycz-Thiel, 2014), 

eventually creating a network of nodes at varying degrees of association. When a node is 

being thought about, it considered as ‘activated’ and this state of activation travels down the 

network of nodes. The trajectory that this state of activation takes depends on the level of 

association between the nodes, which is a function of how often the association has been 

made, as well as the existence of competing associations. 

 

Let us take, for example, the Icelandic supermarket, Krónan, whose brand colour is yellow. 

The likelihood of a consumer associating the colour yellow with the Krónan will depend on 

how often they have seen them co-presented (Romaniuk, 2018). Instances of co-presentation 

might include seeing the colour yellow in the logo, seeing yellow around the store or seeing 

yellow branded product packaging. The more frequently the association is made, the more 

likely it is that the colour yellow will act as a retrieval cue for the brand. However, 

detrimental to the probability of recall is the presence of competing links; the more 

competing links that a particular node has, the less likely it is for any of them to be recalled. 

Returning to our example therefore, an important factor to note is that a key player in the 

Icelandic supermarket market is Bónus, whose brand colour is also yellow (though, not 

exactly the same hue). Nevertheless, that the colour yellow is associated with both Krónan 
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and Bónus, reduces the chance that either of them will be recalled as a response to the colour 

yellow.  

 

Decay 

In the same way that distinctive brand assets can be built up and strengthened over time, they 

are also subject to decay by consumers forgetting them if they are not consistently used. The 

process of how we forget is a subject which has and continues to cause debate among 

psychologists. Whilst a consensus has not yet been found, there are two main theories which 

dominate the discussion: the theory of trace decay and the theory of interference. One of the 

most influential theory of forgetting to date was introduced in 1958 by John Brown (Brown, 

1958). The trace decay theory suggests that information is stored in the memory as a memory 

trace – which can be understood in similar terms as the ‘node’ mentioned previously. When 

the memory trace is being thought about it is ‘activated’, and this state of activation decreases 

as a function of time. Once the level of activation drops below a certain level, it is no longer 

accessible from the short-term memory. The introduction of this theory was an important step 

in the cognitive revolution and the theory proposed by Brown, whilst it certainly has its 

critics, forms the basis of much thought on forgetting in the present day (Ricker, Vergauwe & 

Cowan, 2016).   

 

On the other hand, a competing theory suggests that forgetting is the consequence of distinct 

memories interfering and distorting each other. This is commonly referred to as interference 

theory. According to this theory, there are two types of possible interference: proactive 

interference and retroactive interference (Bjork & Bjork, 1998). Proactive interference refers 

to the inability to form new memories or learn new information due to the existence of 

previously formed memories – in other words, when old memories interfere with learning 

new memories. Conversely, retroactive interference refers to old memories being disrupted or 

interfered with by the process of forming new ones. The effects of proactive and retroactive 

interference are thought to be more pronounced when the competing information is similar in 

nature. Whilst both the decay and interference theories propose distinct mechanisms for 

forgetting, the two are not necessarily mutually exclusive and the results of some subsequent 

studies have provided some evidence to suggest that the two processes may in fact work in-

tandem with each other. 
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3.10. Memory and distinctive brand assets 

The science behind how humans forget is extremely relevant for advertisers given that the 

success of their advertisements is so heavily reliant on the memory of their consumers. 

Ultimately though, whether it is the theory of decay interference (or both) that is responsible 

for forgetting is largely irrelevant to marketers since the necessary reaction to both is the 

same. What these theories illuminate about optimal brand execution tactics is the need for 

consistency over time in order to build and/or maintain brand-asset strength. As both theories 

of forgetting illustrate, the more time that passes, the weaker the link between the brand and 

the brand asset becomes, and the higher the risk of brand recognition failure through either 

decay or interference. As such, the failure to execute a brand asset effectively is penalised on 

two counts. Firstly, it is a missed opportunity to strengthen the link between the brand and the 

asset. Secondly, it facilitates the reduction of the brand-asset link by leaving it vulnerable to 

decay and/or interference. Moreover, inconsistency (rather than simply a missed opportunity) 

is even more detrimental to brand asset health as it interferes with previously formed 

memories about the brand, thereby undermining prior advertising effort. What advertisers can 

learn from this is that even the brand’s strongest assets must be used simply to maintain their 

level of distinctiveness. It is for this reason that Romaniuk (2018) refers to the strongest 

category of distinctive brand assets as the ‘use or lose’ assets: because just like every other 

asset from every other brand, they are subject to deterioration over time. 

 

 

3.11. Literature review table 

Below is a table with summaries of the literature which the author deems to be most relevant 

to the line of argument in the current study. The literature summaries will be divided by 

themes going from specific to broad. The themes listed in this summary are as follows: 

- Distinctive brand assets 

- Design elements in advertising 

- Attention in advertising 

- Advertising recall 

- Supporting psychological literature 

Whilst many of these studies offer many valuable contributions to the field of marketing, the 

comments found in the Contribution column of the table will be limited to the contributions 

relevant to this study. 
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Title Authors Date Focus Contribution 

Distinctive Brand Assets 

‘Distinctive assets and 

advertising 

effectiveness’ 

Hartnett, N 2011 Testing effectiveness of 

distinctive brand assts 

(colour) to trigger 

brand. 

- Highlights risk of brand 

recall failure even when 

consumers are aware of brand 

colour link. 

- Illustrates importance of 

brand asset execution 

Building distinctive 

brand assets. 

Jenni 

Romaniuk 

2018 A practical and 

theoretical manual 

about how to develop 

distinctive brand assets 

- Comprehensive overview of 

the science behind how 

distinctive brand assets work 

in advertising by drawing 

together much of the research 

done on topic.  

- Also offers practical advice 

and solutions for brand 

managers. 

How Brands Grow: 

What marketers don't 

know 

Byron Sharp 2010 A radical re-evaluation 

of the mechanisms by 

which brands grow. 

- Offers convincing argument 

for the value of distinctiveness 

over meaningful 

differentiation.  

First steps towards a 

marketing empirical 

generalisation: brand 

usage and subsequent 

advertising recall 

Sharp, B., 

Beal, V., & 

Romaniuk, J. 

2001 The link between brand 

usage and brand recall 

- Brand users are twice as 

likely to recall advertising 

material of brands they use. 

- Suggests that familiarity aids 

recall 

Is sharing really caring? 

A descriptive 

investigation of brand 

Ward, E 2017 Differences in how 

brand assets perform in 

- Brand assets such as logo, 

characters and fonts score 

highest on uniqueness tests 
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sharing for distinctive 

asset types 

fame and uniqueness 

tests  

- Brand assets such as colour, 

and advertising style tend to 

have a uniqueness score of less 

than 50% 

The Efficacy of Brand-

Execution Tactics in TV 

Advertising, Brand 

Placements, and Internet 

Advertising 

Jenni 

Romaniuk 

2009 The relation between 

various brand execution 

tactics and brand recall 

in TV 

- Evidence suggesting that 

‘visual brand frequency,’ 

‘early brand presence,’ ‘dual-

mode branding’ aids brand 

recall  

Measuring the Strength 

Of Color Brand-Name 

Links 

Romaniuk, J., 

& Nenycz-

Thiel, M 

2014 How best to measure 

brand colour 

distinctiveness 

- An unprompted, element-

cued approach found to be 

most accurate approach  

Advertising Design Elements 

Color effects in print 

advertising: a research 

update (1985-2012). 

Panigyrakis, 

G. G., & 

Kyrousi, A. 

G. 

2015 A literature review of 

effect of colour in 

advertising. A new 

understanding of how 

colour in advertising is 

processed by the brain.  

- Presents a challenge to the 

information processing model 

by showing evidence that the 

effect of colour in advertising 

works on an implicit level.  

- Colour’s role as an 

executional element has been 

overstates 

Attention Capture and 

Transfer in Advertising: 

Brand, Pictorial, and 

Text-Size Effects  

 

Pieters, R., & 

Wedel, M. 

2004 Study of how various 

elements of advertising 

impacts attention to it. 

- Showed that prominence of 

branded elements does not 

have a negative impact on 

attention. 

- Recommended that brand 

assets used liberally in 

advertising. 

Exciting red and 

competent blue: The 

importance of color in 

marketing. 

Labrecque, 

L. I., & 

Milne, G. R.  

2011 The role of colour in 

marketing 

-Present evidence to suggest 

that colour can be used to 

convey brand personality, 

likeability and purchase intent. 
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 Attention Capture and 

Transfer in Advertising: 

Brand, Pictorial, and 

Text-Size Effects  

 

Pieters, R., & 

Wedel, M. 

2004 How the various 

elements of brand 

advertising impact 

levels of attenttion 

- The brand element does not 

damage attention paid to 

brands 

Attention in advertising 

Attention to Banner Ads 

and Their Effectiveness: 

An Eye-Tracking 

Approach. 

Lee, J., & 

Ahn, J.-H. 

2012 An eye tracking study 

which measures 

attention to advertising 

and subsequent  

conscious/unconscious  

impact on viewer 

- Banner ads do not necessarily 

increase attention paid to ad, 

but can negatively impact 

attitude towards brand 

- Evidence for mere exposure 

effect in advertising – frequent 

eye fixations led to 

improvements in attitude 

towards brand. 

Using eye tracking to 

understand banner 

blindness and improve 

website design 

Chad Lapa 2007 The role that different 

ad elements play in 

capturing viewer 

attention  

- No significant difference 

recorded in attention given to 

ads with BW/colour ads 

- Relevance of ad content did 

not result in an increase in 

attention 

Banner blindness: what 

searching users 

notice and do not 

notice on the World 

Wide Web 

Benway, J. 

P., & Lane, 

D. M. 

(1999). Investigation of web 

user inattention under 

certain conditions 

- Banners further from ‘link-

rich’ areas are more likely to 

be missed. 

- Users searching for 

information more likely to 

miss banners 

Memory in advertising 

Fixation And Recall Of 

Youtube Ad Banners: An 

Eye-Tracking Study 

Tangmanee, 

C. 

2016 Advertising recall in 

context of YouTube 

ads. 

- Reported that only 10% of 

viewers able to correctly recall 

the content of a banner ad 

during YouTube clip. 
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Are unclicked ads 

wasted? Enduring effects 

of banner and pop-up ad 

exposures on brand 

memory and attitudes 

Chatterjee, P. 2018 How ad exposure 

formats impact brand 

memory over time 

- Low levels of banner ad 

recall. 

- Pop-up ads increased levels 

of brand recall but decreased 

levels of liking. 

How brands grow: What 

marketers don’t know 

Sharp, B. 2010 Chapter on brand recall 

in advertising 

- Cites study on Australian TV 

advertising which showed that 

only 40% of those who are 

exposed to an ad remember 

seeing it and only 40% of 

those remember the name of 

the advertising brand. 

Psychology theory 

The architecture of 

cognition 

Anderson, J. 

R 

1983 The cognitive processes 

that define the direction 

of thought. 

-Proposes a ‘unitary theory of 

mind’ – information is stored 

in the brain as a network of 

connected units 

 

Human associative 

memory 

Anderson, J. 

R., & Bower, 

G. H 

1973  -Information stored in the 

brain as a ‘node.’ 

- Nodes can become associated 

if encountered in similar 

circumstances 

-State of ‘Activation’ runs 

down pathway created by 

connected nodes. 

Some Tests of the Decay 

Theory of Immediate 

Memory. 

John Brown 1958 The process of 

forgetting 

-Suggests that forgetting is the 

process of a node losing in 

activation as a function of 

time. 

Visual attention: The 

past 25 years. 

Marisa 

Carrasco 

2011 History of visual 

attention research 

- Comprehensive review of 

literature relating to visual 

attention 
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Visual memory for novel 

shapes: Implicit coding 

without attention. 

Deschepper, 

B, Treisman, 

A 

1996 The implicit encoding 

of certain visual 

features in the absence 

of attention 

- There are certain ‘pre-

attentive features’ – such as 

colour and shape – that can be 

processed by the brain without 

direct attention being paid. 

Inattentional blindness Mack, A., & 

Rock, I. 

2000 Inattention to 

conspicuous objects 

when distracted 

- Strong evidence in support of 

unconscious selective attention 

when otherwise distracted. 

Modeling the role of 

salience in the allocation 

of overt visual attention 

Parkhurst, D., 

Law, K., & 

Niebur, E. 

2002 Relationship between 

visual saliency and 

attention 

- Presented results supporting 

that saliency maps can predict 

attention to a reasonable 

degree of accuracy. 
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4. Methodology 
 

Research Methods 

In order to address the research questions stipulated above, the present work will make use of 

three studies. The first study will consist of a quantitative assessment of the distinctiveness of 

the brand colours of each of our target companies, as well as their main competitors. The 

second experiment will consist of a set of in-depth interviews with marketing representatives 

from each of our target companies in order to get a more nuanced look into the survey results. 

The third study is a content analysis of a selection of advertisements from each of the brands 

in order to see how the interviewee’s perspectives on distinctive brand assets translates 

practically into published advertising content. 

 

4.1. Study 1: Measuring Distinctiveness 

The distinctiveness of a brand element is a function of the fame and the distinctiveness of that 

particular element (Romaniuk, 2018). The objective of this first study was to measure the 

distinctiveness of the brand colour of each of our target brands. The value of these results are 

twofold: firstly, it is very relevant for each of the companies to know the distinctiveness of 

each of their brand assets, as this will be able to inform their branding strategy moving 

forward (Romaniuk, 2018).  Secondly, these results will enrich the results of the in-depth 

interviews (described below), as it will give an insight into the extent to which the current 

strength of the brand asset plays a part in how and why brand colour, and distinctive brand 

assets more generally, are used. 

 

Procedure 

Several ways of measuring brand asset distinctiveness have been proposed, however the 

following procedure follows the recommendations of Romaniuk and Nenycz-Thiel who, 

through a comprehensive evaluation of each of the possible measurement techniques, have 

provided an empirically endorsed approach to measuring the strength of brand-colour 

associations (Romaniuk & Nenycz-Thiel, 2014).  As such, the present study will take an 

unprompted, element-cued approach. This means that the brand colour will be cued (rather 

than the brand) and no further information will be given to aid recall. This is because the 

researchers found that cueing with the brand resulted in a higher incidence of a false positive 

result due to the in the impression of increased fame and uniqueness.  This would 
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compromise the accuracy of the results and increases the risk of overestimating the 

distinctiveness of the brand which would lead to higher incidences of brand identification 

failure. Furthermore, evidence gathered from testing fake brands showed that prompting for 

responses increased respondents’ propensity for guessing, which again undermines the 

validity of the results (Romaniuk & Nenycz-Thiel, 2014). 

 

The survey respondents were presented with an online survey which was created with Google 

Forms. In the introductory segment, the respondents were informed that they would be 

presented with a number of brand colours operating across several industries in Iceland. They 

were also told that they could answer with more than one brand if they wished, and that they 

should not think too hard about their answer. This was in order to try and elicit a spontaneous 

response rather than an intellectual one, since this is generally the way that advertising is 

experienced. Another reason for this is that it would reduce the influence of guesswork. 

 

 After some background questions relating to age and gender, the respondents were presented 

with a series of colour swatches. All of the brands tested use more than one colour and in 

different proportions. Based on an analysis of the logo, the web page and other published 

marketing material, the colour swatch presented in the survey is a proportional representation 

of how the brand colours are typically employed. In line with the recommended format, for 

each colour swatch respondents were presented with, the respondents were instructed to 

answer the following question: “Which [*] company comes to mind? If none, please indicate 

with an X,” where [*] represents each of the industries which were tested.  

 

Metrics 

Once the survey was complete, it was analysed using Google Sheets in order to calculate the 

two metrics that determine distinctiveness: fame and uniqueness. In order to do this, the data 

had to be cleaned in order to account for typography inconsistencies. For example, domino, 

dominoes, Domino’s and Domino’s Pizza were all counted as a correct result. 

 

The equations which define each of these metrics for distinctiveness are as follows. 

 

Fame: the number of respondents who linked the correct brand with the brand colour(s). 
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N of people who linked brand to colour 

__________________________________ 

N of sample 

 

 

Uniqueness: the proportion of responses target brand receives relative to competitors 

 

Number of correct brand/colour associations 

_____________________________________ 

Number of times any brand is linked to the element 

 

Sample 

The survey received 87 responses in total, however there was some variation on a question-

by-question basis. Non-probability sampling was used for this particular study due to budget 

limitations. This means that the researcher used their own network to reach as many people 

as possible. However, since the sample size is relatively small and since non-probability 

entails a higher risk of sampling bias (Etikan, 2016) 

the results of this research take this into consideration. Due to the nature of the sample, it will 

not be possible to draw conclusions for the entire population as it is impossible to know 

whether the sample is representative of the population.  
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4.2. Study 2: In-Depth Interviews 

 

 

Procedure 

The second study took the form of in-depth interviews (IDIs) with a marketing representative 

from each of the target companies. The objective of each of the interviews was to get greater 

insight into the context of the quantitative results. The value of qualitative research is that it 

allows the researcher to unearth information that is not immediately obvious due to the 

proximity with those who have personal experience tackling issues at hand and for the 

potential of rich, complex descriptions of experience (Miles & Huberman, 1994). 

 

Company selection 

The objective regarding company selection was to select three or four companies to study in 

distinct sectors operating in Iceland. The aim was also to be able to study companies with 

brands in different stages of development in order to ascertain the different ways that 

distinctive brand assets feature in their advertising campaigns. The companies and their 

marketing representatives were contacted by e-mail. Several companies declined to 

participate in the studies, and others didn’t not respond to the request. 

 

Company Name Response 

Domino’s Pizza Yes 

Sambandið Yes 

Vörður No response 

Krónan Said yes – but ultimately too busy 

Nova No 

TM No response 

Nettó Said yes – but did not follow up 

 

 

Conducting the interviews 

Before the interviews began, the interviewees received an e-mail with a brief outline of the 

subject matter of the interview, without going into too much detail in order to reduce the risk 

that they would prepare answers. The intention was to get the most authentic response as 
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possible. The interviews were conducted in a semi-structured format. A list of questions was 

created to form the basis of the interview. The questions were based on the existing literature 

as well as the objectives of this study. Nevertheless, during the interview, the respondents 

were encouraged to talk freely, and the interview was allowed to flow in the respondent’s 

desired direction.  The interview with Domino’s took place at their company offices in 

Reykjavik. Due to concerns around Covid-19, the interview with Sambandið took place over 

zoom. With permission the interviews were recorded on the interviewer’s personal phone, 

and full transcripts of each of the interviews can be found in the appendix. Whilst the 

respondents were both Icelandic, they felt comfortable speaking in English, and so the 

interview was conducted in English. The interview with Domino’s lasted approximately 45 

minutes and the interview with Sambandið approximately 1 hour and 15 minutes. 

 

Company overviews 

 

101 Sambandið 

101 Sambandið is a telephone company which was launched in August 2019 as a sub-brand 

of 101 Productions. Throughout this paper it will be referred to as Sambandið. The company 

is in partnership with Sýn, the entity which owns Vodafone ehf, and Sambandið operates on 

Vodafone’s systems. In the words of one of the owners of Sambandið quoted in stundin.is, 

‘All of 101 Sambandið’s products are developed by 101 Productions, but the technical work 

and the handling of electronic communication is managed by Sýn … the day-to-day handling 

of Sambandið’s operations take place at 101 Sambandið’s headquarters’ (Stundin, 2019). 101 

Productions also run Útvarp 101 which is a radio stations which was launched in November 

2018.  

 

101 Sambandið positions itself as being the cheapest network provider on the market and 

therefore the number one choice for young users, offering free calls and texts, as well as 

10GB of data for 1.990ISK per month according to their website: sambandid.is (Sambandið, 

n.d.). At the time of writing, the competing brands Nova offers 10GB of data for 3.2990ISK 

and Vodafone offer 10GB for 3.490ISK per month. This offer is not available from Síminn. 

According to their website, there is also the option for users to send their data to friends in 

need (Sambandið,n.d.). Sambandið’s users will also receive free or discounted access to 

cultural events around the city, as well as discounted offers at partnering stores, which are 
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redeemable through the sambandið app. The brand’s slogan is ‘símafelagið framtíðarinnar’ 

which translates to ‘the telephone company of the future.’  

 

Domino’s Pizza 

Domino’s Pizza is one of the world’s most well-known brands. In this paper they will also be 

referred to as Domino’s. According to their website, Domino’s sell around 3 million pizzas a 

day across 85 countries (Domino’s 101, n.d.). Domino’s Pizza opened its doors in Iceland for 

the first time in 1993. Since then, Domino’s Pizza has been able to open up 24 stores across 

the country, with the majority of the stores being located in the capital area. Domino’s goal, 

as stated on their website, is to be ‘a leading company in the field of the fast-food market’ 

and to produce ‘branding, service and quality that contribute to happy customers’ (Um 

Domino’s, n.d). Domino’s Pizzza is a highly popular choice for Icelanders. Indeed, according 

to Meniga, a digital banking software vendor, 65% of all pizzas consumed in Iceland are 

Domino’s Pizzas. Furthermore, Domino’s enjoyed a 21% market share of all fast-food 

restaurants in the country in the year 2019 (Ársælsson, 2020). This was more than twice as 

much as KFC which came in second place with a market share of 10%. Subway had a market 

share of 7% and Joe and the Juice had 3% (Ársælsson, 2020). 

 

Dominos has a number of campaigns that are currently being run. For example, Tríó is a 

recently added campaign, which offers the choice of 3 ‘pizzas of the month’ at a discounted 

price of 1.790 ISK if they are ordered online, pre-paid and picked up. They also run an offer 

on Pizzas on Tuesday Nights. The largest campaign is the yearly Mega Week, in which all 

pizzas or all sizes are the same, discounted price. 

 

4.3. Study 3: Content Analysis 

Content analysis is a research method which is based on the analysis of text, images or 

artefacts which allows the researcher to make inferences based on the material (Krippendorf, 

2004; Weber, 1990). According to Neuendorf, content analysis is a ‘systematic, objective, 

quantitative analysis of message characteristics’ (2002). This type of research has relevance 

to the current study in so far that it will serve as a tangible demonstration of the extent to 

which what is learned about the interviewee’s perception of distinctive brand assets in the 

IDIs is translated into the advertising material that they publish.  
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Sample and Unit of Analysis 

Since the design of the advertisement is what is of primary interest to this study, it was 

considered suffice to sample the advertising from what was available online. As such, 

spontaneously occurring display advertisements were recorded, and additional material was 

found on google images and on the social media platforms belonging to each of the 

concerned companies. Then, a selection of the advertisements was made so as to provide 

high-level overview of the different types of advertisements that are published. 

 

Procedure 

The advertisements will undergo a qualitative analysis in order to contribute to our 

understanding of how marketing professionals use distinctive brand assets, as well as adding 

some nuance and supporting what can be learned about why they are used. It will also be 

interesting to analyse the extent to which the analysed content aligns with or departs from 

what the literature review recommends. The advertisements will first be observed and 

described. Then they will be evaluated on how successfully the company’s brand assets are 

executed in the advertisements, as well as the extent to which this corresponds to what is 

expressed in the interview. Finally, potential reasons behind branding execution decisions 

will be discussed in the context of how the marketing professionals perceive how and why to 

use them 

 

 

  



 53 

 

5. Study 1: Results 

 

5.1. Overview 

A total of 87 people responded to the survey. As Figure 4 illustrates, there was a significant 

gender disparity in responses to the survey as 70.1% of the responses were by women and 

only 27.6% by men. 

 

 

Figure 4: Gender distribution of survey responses 

 

Similarly, there was an uneven distribution of responses by age category. The majority of 

respondents (60.5%) were aged between 25-35. The next biggest age group was 35-44, which 

made up 16.3% of responses. Each of the remaining age categories made up less than 10% of 

responses. 

 

Figure 5: Gender distribution of survey responses 

 

Male Female Prefer not to say

16-24 25-34 35-44 45-54 55-64 65+
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5.2. Domino’s Pizza 

 

The Domino’s Pizza brand 

colours were tested for 

distinctiveness, which is made up 

of a fame score and a uniqueness 

score. The results were as 

follows: 

 

Fame: 32%  

Uniqueness: 42% 

 

 

These fame and uniqueness scores place Domino’s brand colours into the ‘Ignore or test’ 

quadrant of Romaniuk’s Distinctive Brand Asset Grid (see Fig. 3). However, when 

considering these results, however, it is important to note that brand colour generally scores 

lower than other brand assets in distinctiveness tests (Ward, 2017).  As such, Domino’s 

placed behind Subway, the category leader, whose fame score was 37% and uniquenes score 

was 63%. The average fame score for the category was 19% and the average Uniqueness 

score was 30%, which places Domino’s above average on both. KFC’s result was notable 

insofar as it received a fame score of 6% and a uniqueness score of 11%, giving the brand an 

overall distinctiveness score of 8%, which is much lower than would be expected for a brand 

of such magnitude. 

 

 

Figure 7: Fame scores in the Food and Drink category 

Figure 6: Domino's brand colour distinctiveness (Fame by Uniqueness) 
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Fame 

As demonstrated in Figure 7, the Domino’s brand colours received the highest fame score in 

the category.  The difference between the genders regarding the correct identification of the 

brand colours was negligible, with 30% of women and 29% of men answering correctly. The 

differences between the age groups was more pronounced. The best performing age category 

was 35-44, in which 43% of responses were correct. This was followed by the age categories 

25-34 and 45-54 who received a correct response rate of 35% and 33% respectively. The 

lowest performing age groups were 55-65 and 65+, both of which had a correct response rate 

of 0%.  

 

Uniqueness 

As previously mentioned, Domino’s received a uniqueness score of 42%, which represents 

the extent to which Domino’s ‘owns’ the colours. Notably, the greatest level of ‘ownership’ 

of the brand colours was displayed by Pepsi, who received 46% of all brand links. This 

illustrates the number of brands that, according to this study, Sambandið is competing for 

mental availability with. 

 

Figure 8: Distribution of all brand links in Domino's distinctiveness test 

  

Domino's Pepsi Byko Hospital

Íslandsbanki Landsbjörg LV NBA

Vegetables Veljum íslenskt
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5.3. 101 Sambandið 

 

The distinctiveness scores for 

Sambandið’s brand colours 

are as follows: 

 

Fame: 11% 

Uniqueness: 29% 

 

 

Figure 9: Sambandið brand colour 

distinctiveness (Fame by Uniqueness) 

 

This places the Sambandið brand colours in the ‘Ignore or Test’ category on Romaniuk’s 

Distinctive Brand Asset Grid (see Fig.3), without taking into consideration the fact that brand 

colours typically receive reduced distinctiveness scores (Ward, 2017). This was the lowest 

overall distinctiveness score in the category, with the category leader, Síminn, scoring a fame 

score of 64% and a uniqueness score of 87%. The average fame score for the category was 

35% and the average uniqueness score for the category was 62%.  

 

Figure 10: The fame scores in the Telecommunications category 

 



 57 

Fame 

As demonstrated in Figure 9, Sambandið’s brand colours had the second lowest fame scores 

in the category, performing 2% better than Hringdu which received a fame score of 9%. The 

results showed a significant disparity between the genders: whilst 16.67% of men correctly 

attributed the brand colours, only 6.56% of women did. The highest performing age category 

was 16-24, in which 25% of responses were correct. This was followed by the age categories 

35-44, in which 14.3% of responses were correct and 25-35 in which 7.7% of responses were 

correct. In all three of the remaining age categories (45 and upwards), 0% of responses were 

correct. Notably, 21% of the responses incorrectly attributed Sambandið’s brand colours to 

Nova, one of 101 Sambandið’s direct competitors. 

 

 

Uniqueness 

Sambandið’s uniqueness score – or the extent to which they ‘own’ the brand colours - was 

29%, meaning that 29% of all brand links that were made were made to Sambandið. 

Significantly, Nova, a direct competitor, received 58% of all brand links. The distribution of 

all brand links is illustrated in Figure 10. This illustrates the number of brands that, according 

to this study, Sambandið is competing for mental availability with. 

 

 

 

 

Figure 11:Distribution of all brand links in Sambandið's distinctiveness test 

Sambandið Nova Nike Hringdu Apple
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6. Study 2: Results 
 

How do companies build distinctive brand assets? 

 

 Dominos 101 Sambandið 

How are 

brand assets 

created? 

Since Domino’s Pizza is an 

international brand that began 60 

years ago, it was impossible to glean 

personal insight into how the brand 

assets were conceived of. However, 

with regards to the logo, the 

marketing manager explained that 

the plan was for the dots on the 

Domino to represent the number of 

Domino’s Pizza stores there were, 

with dots being added every time a 

new store opened. This plan was 

abandoned as Domino’s Pizza’s 

franchise grew nationally and 

internationally. The Dominos office 

in Iceland created a jingle for the 

Icelandic market. By an Icelandic 

composer. 

First justification given for choice 

of distinctive brand assets 

(particularly colour) in interview 

was that no other company was 

that there was no other company 

doing the same thing : ‘We do 

think that it is distinctive because 

no one is just using black and 

white’. However, marketing 

managers wonders whether there 

is a ‘good reason’ people are not 

only using black and white. The 

rest of 101 Sambandið’s 

distinctive brand assets have a 

highly conceptual roots, and are 

inspired by products, people, 

places and events which have a 

adopted cultural significance 

which aligns with their brand 

positioning. 

 

How and why 

are brand 

assets 

modified? 

The Mega Man character, which is 

unique to Domino’s Iceland and 

appears during the Mega Week 

campaign, was changed. Two 

reasons were given: 1) in order to 

‘mix it up and make it more 

101 Sambandið have been 

considering adding a new colour 

to their brand colours to be used 

for emphasis. Whilst red has been 

used on occasion, it has not 

typically been part of their 
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exciting’ 2) To reflect commitment 

to gender equality. This was 

acknowledged as a risky move since 

the Mega Man was well established 

and well loved. 

primary brand colour palette. 

Time and experience has 

illustrated the fact that it would 

be practical to be able to use a 

third colour for signalling 

emphasis in their advertising 

content. 

Co-

presentation 

as key to 

distinctiveness. 

Regarding the logo, the brand 

guidelines stipulate that in new 

markets the logo must be presented 

alongside the brand name. As logo 

becomes increasingly familiar over 

time in certain markets, the brand 

name can be dropped as the logo has 

become synonymous with brand. 

In video advertisements, the jingle is 

always presented alongside the logo 

and brand name at end: ‘when the 

logo pops up, it plays…’. Even in 

other, completely different 

campaigns (i.e Dominos League) the 

original jingle is layered underneath 

different sounds: ‘ so they do 

connect it all together, even though 

you might not hear it if you are not 

paying attention.’ The jingle at 

Dominos was informally tested by 

playing it on the radio with no other 

advertising content. Reported that 

people contacted the office saying 

there was a problem with the app- 

this was seen as a success since it 

Until now, the celebrity brand 

characters have been closely 

associated with the brand through 

co-presentation. The inverse of 

co-presentation has been 

discussed by 101 Sambandið as a 

way to reduce association 

between the characters and the 

brand: ‘find a way of presenting 

the brand without presenting 

them.’ The reason offered for this 

was that some people might not 

like the celebrity characters and 

the association might alienate 

those people from the brand. 
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showed the jingle triggered the 

brand. 

Consistency 

over time as 

key to 

distinctiveness 

Consistency over time is achieved 

through development and use of 

brand guidelines. Whilst the 

Dominos brand guidelines are 

described as being strict, ‘some are 

stricter than others.’ The brand 

colours, for example, must always 

be included and may never be 

changed. Other brand assets are 

more flexible. Two reasons: 1) easy 

identification of brand 2) deviations 

would be ‘confusing’ for the 

consumer. The marketing manager 

also mentioned that the Domino’s 

colours are ‘lovely’ and ‘easy to 

work with’ suggesting that these are 

qualities which can make 

consistency over time easy to 

achieve. 

 

Marketing manager perceives 

‘the creative side of things, and  

‘being distinctive creatively’ as 

being the key to creating a 

‘distinction in people’s minds 

between your brand and some 

other brand.’ Having memorable 

creative content is the focus of 

101 Sambandið’s distinctiveness 

strategy rather than distinctive 

brand assets. Nevertheless, 101 

Sambandið have what are 

described as ‘strict’ brand 

guidelines. However, they do 

show considerable flexibility in 

their execution. Since they are a 

new brand, certain brand assets 

are in the process of being 

developed and tested. For 

example the marketing manager 

showed a number of ways the 

101 Sambandið logo can be 

presented, showing more 

preference for some than others. . 

Furthermore, the discussions over 

whether to include red in the 

official colour palette also stems 

from practicalities of sometimes 

needing to be able to highlight 

certain information. Not a sense 

that the final version is set in 
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stone. Also, 101 Sambandið are 

willing to drastically change logo 

design and colour for one-off 

collaborations with well-known 

figures:  we did a special with 

him and we put a devil emoji in 

the 0 and it was all red’. It is clear 

than consistency across assets is 

not seen as number one priority. 
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Why do companies build distinctive brand assets? 

 Dominos 101 Sambandið 

Brand 

identification 

This was mentioned throughout 

the interview as one of the key 

benefits of having distinctive 

brand assets: ‘it is even enough 

for us only to have the cubes [and 

not the brand name] because 

people know our logo’. The 

marketing manager also made 

reference to consumers’ ability to 

recognise the brand due to its 

distinctive style. 

Using distinctive brand assets fo 

brand identification mentioned as 

a way for the brand to increase 

credibility:  ‘because people need 

to see a similar amount of 

marketing from you and the other 

companies in order to trust you’. 

Campaign 

Cohesion 

Dominos run many campaigns 

throughout the year (Mega Week, 

Tuesday Nights, Tríó) and the 

publish them across many 

channels: ‘we need social media 

stuff, we need billboard stuff, we 

need bus-stop ads, we need TV 

ads we need radio ads, we need 

print ads.’ The marketing manager 

highlighted the need for 

consistency across brand assets in 

order to create a sense of cohesion 

across all of the disparate 

campaigns: ‘we need to be able to 

look at every single campaign that 

Cohesion across campaigns was 

not specifically brought up by the 

101 Sambandið marketing 

manager as an advantage of 

having distinctive brand assets. It 

is less relevant as the company is 

‘only in [their] second cycle of 

doing new material’. 

Furthermore, they do not 

currently advertise across many 

media platforms as the majority 

of their advertising is on 

Instagram (organic reach) and 

occasionally in newspapers and 

bus-stop displays 
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we do and nothing stands out 

oddly’ 

Communicating 

brand 

positioning 

and/or brand 

values 

One advantage of the brand 

colours that was mentioned was 

that ‘the colours are actually the 

same colours as [the Icelandic] 

flag’ and that this is ‘a comforting 

combination’ that is ‘widely used 

for… positive material.’ 

101 Samabandið’s brand assets 

were designed in order to be able 

to best communicate the brand as 

being part of the ‘utopian cultural 

society of the future.’ This was 

done by having many aspects of 

the brand identity reference 

products, brands, art, people and 

events which have gained a 

cultural significance which aligns 

with the brand’s positioning. As 

such, the hope is that the 

distinctive brand assets will serve 

as symbols which will evoke 

desired for reactions in the minds 

of the consumer. 

Increasing cut-

through rate 

Did not mention distinctive brand 

assets in the context of addressing 

the low levels of attention to ads. 

Instead the marketing manager 

mentioned flashing visuals and 

short, punchy ads as ways that the 

company were addressing low 

levels of attention. Also use a fast 

drum beat for certain ads which 

‘catches your attention quickly.’ 

She summarises tha the 

combination of ‘the song and the 

flash and the speed of [the ad] is 

definitely what would catch 

people’s attention.’ 

Did not mention distinctive brand 

assets as a tool to addressing low 

levels of attention to ads. They 

mentioned that they are 

experimenting with ways to 

capture people’s attention more 

effectively: ‘that’s just the stuff 

that we are figuring out as we are 

doing it.’ Marketing manager is 

nevertheless ‘fairly confident in 

our reach to our consumer… via 

original reach with out social 

media and the small community 

of Iceland.’ 
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Aiding brand 

recall 

Using distinctive brand assets as a 

tool to improve brand recall was 

not mentioned.  

Using distinctive brand assets as 

a tool to improve brand recall 

was not mentioned.  
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7. Study 3: Content Analysis 

 

In this chapter, a selection of advertisements from both Domino’s and Sambandið will be 

analysed. The execution of the distinctive brand assets will be examined and compared with 

both the findings from the literature review, as well as the results from Study 2. This pictorial 

illustration will give a more holistic understanding of the way that both of the brands use 

distinctive brand assets. 

 

Domino’s Pizza 

 

Below is a selection of Domino’s Pizza advertising material. The sample was collected from 

both the brand’s own social media channels, whilst others were display advertisements which 

appeared spontaneously whilst the author was browsing the internet. Figures 12 and 13 are 

examples of two advertisements for the ‘Tríó’ campaign which was discussed during the 

interview with the company’s marketing director. In Figure 13, the brand colours are used to 

great effect; almost entire advertisement is built entirely upon the brand colours. 

Interestingly, the Domino’s logo and the Domino’s brand name are absent from the 

advertisement. What this implies, therefore, is that the brand colours, alongside the images of 

the pizzas and the price, is considered enough to trigger the name of the brand in the 

Icelandic market. This is not an assumption that is supported by the result of this study. 

Indeed, the results show that the brand colour’s fame score was 31%. Having said that, 

it is important to note that the colours were tested in a vacuum, with no other triggers 

available. According to the memory researchers Tulving and Pearlstone (1966), ‘additional 

and more powerful retrieval cues would produce an even greater facilitation of recall.’ As 

such, it could be argued that the pizzas on the advertisement are strong enough cues to 

increase the likelihood of correct brand identification from 31%. Whilst there have been 

studies published which would attest to this, future research would be able to confirm this 

effect in the context of Domino’s in Iceland. 

 

Figure 12 is variation of the Tríó campaign. In this example the brand colours are not used in 

the same proportions as in Figure 13, and again, neither the brand name not the logo feature 

on the advertisement – the blue is hardly visible at all. This is surprising, given that in the 

IDI, the Domino’s marketing manager indicated that the brand colours were one of the 
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stricter brand assets, which would imply that the full colour palette had to be used in 

advertising material. In short, this advertisement is characterised by a lack of branding 

execution: what this suggests is that in this advertisement, the name of the campaign, Tríó, is 

being used as a distinctive brand asset, since this has become the primary mechanism by 

which consumers are expected to identify the brand.  

 

  

 

 

 

Figure 12: An example of an ad for 

Domino's 'Tríó' campaign. Source: 

Instagram/dominos_iceland.  

 

 

 

Figure 14 is an example of an advertisement was part of the ‘Domino’s Heim’ campaign, 

which was also mentioned during the interview. This was a campaign which was launched 

during the time when residents in Iceland were encouraged to stay indoors as much as 

possible due to the danger of Covid-19. As was explained in the interview, the idea behind 

this advertisement was to zoom in on the logo, and to represent the white lines as roads in 

order to signal home delivery. The decision was made to remove the dots to make it look less 

like the logo itself in order to respect the integrity of the logo. Like in Figure 13, the brand 

colours play a dominant role in this advertisement, and the brand name is clearly marked. A 

comparison of the Tríó campaign alongside this one gives credence to the marketing 

director’s assertion that campaign cohesion is important 

to them: whilst each of the campaigns are entirely 

different, their styles are aligned. As we have seen, this 

is a benefit of the use of distinctive brand asset and it is 

one which Domino’s have been able to benefit from. 

 

 

Figure 13: An example of Domino’s 

Tríó campaign. Source: dominos.is 
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Figure 14: Example of Domino's 'Domino's Heim' Campaign. Source: Instagram/dominos_iceland 

 

Figure 15 is an example advertisement from the brand’s ‘Tuesday Night’ campaign. This is a 

campaign which is done in partnership with comedic duo ‘Tvíhöfði’ which has been running 

for a decade. As such, is an integral part of Domino’s identity in Iceland. This campaign 

longevity and confidence in Tvíhöfði is reflected in the fact that the Domino’s logo is used 

without the brand name. Whilst the brand colours are not used to the same extent as in the 

previous examples, they are nevertheless markedly present. The lighting on the background is 

Domino’s shade of blue and red and the pictured duo are wearing red and blue clothing. What 

is notable about this example is that it illustrates the point that Jenni Romaniuk makes in her 

book (2018): that the focus on distinctive brand assets does not necessarily ‘kill creativity.’ 

This advertisement is an example of how advertising creativity and brand asset execution can 

co-exist and perform well together.  

 

 

 

 

Figure 15: Example of Domino's ‘Tuesday Night’ campaign. Source: Vísir.is 
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Sambandið 

 

Below is a sample of advertising content published by Sambandið. The sample was taken 

from the brand’s own social media page as well as in articles written about the brand. 

 

Figure 16 is an example of Sambandið’s outdoor media. It is a predominantly textual 

advertisement without a pictorial element. As we can see, the black and white brand colours 

are striking. The colour red is used, as was mentioned in the interview, to emphasize key 

information. The impact of having an advertisement which is predominantly black and white 

is notable in itself since it is a rather rare sight. This gives credence to the marketing 

manager’s comments that the brand’s choices are unique and have the potential to make them 

distinctive. The logo is clearly presented at the top of the advertisement; however, it is 

somewhat overshadowed by the promotional offer, and does not fully benefit from a co-

presentation opportunity since although the brand name is present, it is in the form of the 

brand homepage at the bottom of the add and surrounded by text. Following the interview 

with the marketing manager, the emphasis placed on the promotional product offering rather 

than the brand is not surprising. He explained that as a new brand with a low budget, the 

priority must be on acquiring new users. This perhaps sheds light on why the building of 

brand asset distinctiveness has become less of a focus. 

 

Figure 16: Example of Sambandið's outdoor media. Source: Instragram/101liveradio 
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The next selection of advertisements has a very 

different look and feel. These advertisements 

were found on various news websites. In Figure 

18i the brand name is visible. The black and white 

motif is reflected in the contrast between the black 

t-shirt and the white, futuristic surroundings. 

Visible are some of the brand characters that have 

come to represent the brand. They are in an 

embrace. Similarly, in Figure 17, four brand 

characters are seen holding hands. Again, the 

black and white brand colours are conveyed 

through the contrast between the T-shirts and the 

background, and the logo is visible on each of the 

t-shirts the four are wearing. The style of each of 

these advertisements has its roots in the cultural 

references and meanings that the marketing 

director wished to convey, as discussed in the 

interview. The embrace and the holding hands has 

come to symbolize ‘sambandið’ which translates to ‘connection’. 

 

These advertisements are perhaps what the marketing manager would point to as ‘being 

distinctive creatively.’  It is a different take on being distinctive which extends past simply 

presenting the logo, the brand colours and a slogan. In these advertisements, it is not the logo 

or the brand name that take precedence. It is the gestures and the stylistic features of the 

advertisements that give it a distinctive quality.  

 

 

 

 

  

Figure 18: Example of advertising content from Sambandið. 

Source: https://www.nutiminn.is/frettir/nytt-simafyrirtaeki-

ur-smidju-101-productions/ 

Figure 17: Example of advertising content from Sambandið. 

Source: https://stundin.is/grein/9539/ 
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8. Discussion 

In the following chapter, the results of each of the three studies will be analysed, both in 

context of each other and the literature review. The discussion will be divided into eight 

themes: the first three themes will relate to how companies distinctive brand asses, the 

following four will relate to why companies use distinctive brand asserts, and the last one will 

address what marketing practice and research can learn from each other. 

 

How do companies use distinctive brand assets? 

 

Distinctive brand asset creation 

Speaking to Sambandið, a company which is less than one year old, offered an enlightening 

insight into one of the ways that distinctive brand assets are born. When discussing how the 

founders decided upon using black and white as their brand colours, one reason that was 

given was that no other brand was working exclusively with black and white. Whilst he 

questioned whether there might be a good reason for this, the marketing manager 

nevertheless explained that, ‘we do think that it is quite distinctive, because no one else is 

working with black and white.’ Whilst it is true that no other telephone companies in Iceland 

are exclusively using black and white as their brand colours, the results of the quantitative 

experiment of this thesis showed Sambandið to have a Uniqueness score of 29%, which is 

relatively low. This means that their unique choice is not yet translating into a high 

uniqueness score as a measure of distinctiveness. 

 

There are a number of reasons why this could be. Firstly, as a company which is less than a 

year old, brand awareness for Sambandið can be expected to be low. Whilst there is not a 

direct correlation between brand awareness and brand asset distinctiveness, this will 

nevertheless be reflected in the uniqueness score of its brand colour. Secondly, the 

telecommunications market in Iceland is relatively small, with only 5 main players. It is 

highly likely, therefore, that there was an element of guesswork that played into the results. 

In other words, even if the respondents were not sure about who the black and white colours 

belonged too, they may have felt emboldened by their familiarity with the players in the 

market and responded with a competitors’ brand name. This of course reduces the uniqueness 

score of the brand asset.  
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However, there is another important reason which is likely to have played a significant role in 

this low uniqueness score. Whilst black and white are not the official brand colours of any 

other telephone company in Iceland, black and white are very commonly seen in advertising 

typography and negative space. For example, Fig.X demonstrates how Nova, one of 

Sambandið’s main competitors, uses both black and white liberally on their website. 

Furthermore, the Nova logo is often seen in black and white, as evidenced by Fig. X. This 

suggests that whilst 101 Sambandið might be the only brand to officially use black and white 

as their brand colours, it will be a challenge for 

them to ‘own’ the colours. An analysis of 

Sambandið’s distinctiveness score illustrates the 

negative consequence of this. Whilst testing 

Sambandið’s brand colours, Nova came to mind 

twice as often as Sambandið did. What this 

means in practice is that 101 Sambandið’s 

advertisements are at risk of being interpreted as 

Nova advertisements which is, of course, the 

most disadvantageous outcome of an advertising 

effort. 

 

The second insight gleaned was that the development of brand assets can be a highly 

conceptual process. In the case of Sambandið, the distinctive brand assets that exist today, 

(the logo, the brand colours, the typography, the slogan and the brand characters) are all 

inspired by existing brands, products or cultural events which embody image they wish to 

convey; the image of being part of ‘the utopian cultural society of the future’. To illustrate the 

concept behind the brand’s assets, the marketing director presented and talked through the 

‘creative pitch’ for the brand, which was a digital presentation which included all the visual 

and cultural references which were used during the creation of the brand’s visual identity. In 

short, Sambandið’s strategy in deciding on its distinctive brand assets was to aim to assume 

the meanings associated to certain look and feel by linking them to their brand by adopting 

key symbols in the form of the colour, logo etc. As we have seen in the literature review 

chapter, there are some researchers who criticise who would criticise such a conceptual take 

on building distinctive brand assets. For example, researchers such as Romaniuk and Sharp 

would challenge the idea that building distinctive brand assets be seen as a ‘design exercise’ 

aimed to inextricably link a brand’s identity with its positioning (Romaniuk, 2018, Sharp, 

Figure 19: Example of Nova's branding execution in BW. 

Source: Smáralind.is 
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2010). However, as there literature review illustrates, there are researchers who would 

suggest that such a view may be exaggerated (Tokutake, Kajiyama, & Ouchi, 2019; Ghaderi, 

Ruiz, & Agell, 2015). Since there does not seem to be a consensus on this issue, it would be 

interesting to re-evaluate Sambandið’s progress using the creative strategy they are currently 

adopting, with the aim of contributing to the research on this topic. 

 

By contrast, Domino’s Pizza is a well-established brand which has been in existence across 

the globe for decades. As such it was not possible to understand exactly how the Domino’s 

brand assets were conceived of. However, the marketing manager did detail a change that 

was made to an existing distinctive brand asset, which led to the birth of a new one. Recently, 

it was decided that the ‘Mega Man’ needed a change. The Mega Man is a brand character that 

is used in during the annual Mega Week campaign. The marketing director explained that the 

decision to change was a risky one since ‘everyone knows and loves the characters’ but 

ultimately, it was considered important to ‘mix it up and make it more exciting again.’ This 

acknowledgement of the risk of changing is well supported by the literature on the subject 

(Romaniuk, 2018). Having been the same for many years, the Mega Man had had the chance 

to build up its fame levels and become well known in the market. Furthermore, as we have 

seen with the research on the impact of the mere exposure effect in advertising, consumers 

are more likely to ‘love’ what they know. Nevertheless, the Mega Man was replaced by a 

new Mega Man and Mega Woman duo who are depicted as always being a team. This was 

described by the marketing manager as being a very ‘important step’ implying that there was 

a need to show commitment to the principles of gender equality. The graphic style of the 

characters was also modified in order to keep up to date with what is ‘trending’. Researchers 

writing about distinctive brand assets warn against changing distinctive brand assets in order 

to ‘mix it up.’ For example, Romaniuk warns marketing professionals against falling into the 

‘easy change targets’ when they wish to make (or at least signal) a change in one direction or 

another (Romaniuk, 2018).  Her analysis of the situation would suggest changing distinctive 

brand assets is an overstatement of their power to make fundamental changes, whilst 

simultaneously causing unnecessary damage to the brand identity by undermining the 

cumulative work that was dedicated to building up the brand asset in the first place 

(Romaniuk, 2018). However, this position does not take into consideration the social and 

political demands that companies face. In a period in which many companies are striving 

towards representing gender equality, having a single ‘Mega Man’ may appear to be out of 

touch with the values shared by many today. Indeed, this is a view which is held by the 
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Domino’s marketing manager herself, who explains that it is very important for Domino’s to 

be ‘part of the discussion… to be involved and listening to what’s happening. We really want 

to be a part of the community. So that’s why we need to look the part.’ What can be learned 

from this, and what has been largely omitted from the literature, is that for some marketing 

managers, the desire to be up-to-date and socially aware is more important than the benefits 

of having distinctive brand assets. 

 

Co-presentation 

As has previously been noted, co-presentation refers to displaying a brand asset at the same 

time as the brand name in order to forge and/or strengthen the associative link between them 

(Andersen & Bower, 1979; Romaniuk & Nenycz-Thiel, 2014). Co-presentation was 

mentioned by both of the marketing directors as one of the key ways in which distinctive 

brand assets are built. For example, the marketing manager at Domino’s gave a thorough 

explanation of how the Domino’s Pizza International office approaches their co-presentation 

strategy. For example, there are several ways in which the Domino’s logo can be presented. 

The Domino’s franchises which are new to the market are recommended to use the form of 

the logo which has ‘Domino’s Pizza’ written under. If they are moderately established in the 

market, they may omit the ‘Pizza’ and simply have ‘Domino’s’ written under the logo on the 

assumption that brand awareness is high enough that it is clear that Domino’s is a brand of 

pizza. If they are very confident of their position of the market, they may simply use the logo 

in the form of the domino icon without any text. Not only do guidelines such as these align 

with the theories that underpin how distinctive brand assets are built (consistent association 

over time) but they also demonstrate why they are built. The fact that franchises with strong 

positions in the market are able to omit the brand name is a demonstration of the ultimate 

goal of distinctive brand assets, namely that they can act as proxies for the brand to be used in 

their absence.  

 

However, not all of the brand assets must be presented at the same time; the Domino’s 

marketing director mentioned that there is some flexibility in that regard. When asked about 

whether it was essential for her to use all of the assets at every opportunity, she indicated 

there was a hierarchy of assets, and that it would not be too problematic if, for example, the 

jingle was not used at every opportunity. However, she did qualify this by saying that ‘we 

wouldn’t go far from it…it would be really confusing and off brand.’ The brand colour was 
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identified as one of the brand assets she would not consider omitting whilst presenting the 

brand. Whilst this stance sheds some light into how Domino’s have been able to build their 

brand colour fame score to second highest result in the ‘Food and Drink category’, it was 

interesting to observe in the content analysis of Fig 12, that a degree of flexibility in brand 

colour execution is nevertheless shown. 

 

The concept of co-presentation was also discussed by the Sambandið marketing director but 

in a slightly different way. Sambandið have celebrity brand characters which have been 

closely associated with both Sambandið and its parent brand 101 Productions since their 

creation. The marketing manager at Sambandið mentioned that there have been discussions 

regarding whether they should, to a certain degree, weaken the association between the brand 

characters and the brand. The reasoning behind this was that too much of an association 

might limit who the brand resonates with, since some people might not ‘like’ the celebrity 

characters. As such, Sambandið is currently thinking of ways of ‘presenting the brand 

without presenting them’ in order not to alienate certain consumers who are not fond of the 

celebrity characters. This illustrates the other side of the coin of co-presentation. In line with 

the theories of decay and interference mentioned in the chapter on memory (Brown, 1958) 

just as repeated association of two elements over time results in the strengthening of the 

associated links between them, failure to co-present results in memory decay. Within the 

context of this example, presenting Sambandið without presenting the brand characters 

reduces the likelihood that one will trigger the memory of the other. The disintegration of 

associative links between brand and brand element is most commonly presented as a negative 

outcome in the literature regarding distinctive brand assets. However, in this example, 

Sambandið demonstrate how it can also be used as a strategic tool. 

 

Consistency 

Another commonality between the two brands was that both of them mentioned that they 

strive for consistency in their distinctive brand assets. In both cases, the primary way that this 

is achieved is through the use of brand guidelines. These guidelines define what the distinct 

brand assets are and the ways in which they may and may not be used. The marketing 

directors from both Sambandið and Domino’s described these guidelines as being strict, with 

the Domino’s marketing manager qualifying this by mentioning that ‘some rules are stricter 

than others.’ She went on to mentioned that whilst it may be tempting to upload an image on 
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Instagram with a ‘beachy filter’, it is simply not possible because ‘it’s not us. It’s not 

something we can do.’ She goes on to explain the rules that Domino’s marketing directors are 

expected to comply with, which include never changing the orientation, mirroring or 

changing the colour of the logo, adding that they are encouraged not to do anything with the 

brand elements that has not been done before. She describes this as being part of the brand’s 

‘style’ which is what consumers ‘know us for’ and therefore that departures from this would 

be ‘confusing’. According to the theories of memory presented in a previous chapter, this the 

confusion that is being referred to is likely to have its links in interference processes whereby 

previously encoded information is corrupted by new, competing information (Bjork & Bjork, 

1998). This is highlighted as a very likely reason for recall failure. As such, a key reason for 

the brand asset consistency demanded by Domino’s seems to be in order to prevent this type 

of interference. 

 

In the case of Sambandið, brand asset consistency is also strived for. Much like Domino’s, 

Sambandið work with a set of brand guidelines which are also described as strict. The 

Sambandið marketing director details the precision of the brand assets, explaining that they 

even use specific fonts for headline and subheading and main text. Despite this, what 

emerges from the conversation is that brand asset flexibility is accepted to a much greater 

extent than at Domino’s. For example, whereas Domino’s mentioned that they would never 

alter the logo, there have been instances where the Sambandið brand assets have been 

significantly modified as part of other marketing activities, such as during celebrity 

partnerships: during a collaboration with an Icelandic music artist, the marketing manager 

explains how the logo was made red, with the ‘0’ in ‘101’ being replaced with the devil 

emoji.  

 

Many of the reasons for this flexibility can be linked back to the challenges and demands that 

accompany successfully launching a brand. Firstly, Sambandið operate on a vastly different 

budget than their competitors. This is something that the Sambandið marketing director 

highlights on a number of occasions during the interview. He cites this as one of the reasons 

he is often forced to compromise on how he would like to approach his marketing strategy. 

According to him, the principal benefits of having distinct brand assets is unlocked in the 

context of ‘mass marketing’ or other paid advertising mediums. Whilst he understands the 

benefits of putting out well-branded and easily recognisable advertising content (‘people need 

to see a similar amount of marketing from you and the other companies in order to trust 
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you’), he explains that the company does not yet have the user base to make up a budget that 

would allow that. He goes on to explain that ‘there are a lot of things that I would want to do 

that I am not able to do because its maybe a budget issue, or a people issue, or maybe just a 

situational issue.’ It is faced with such budgetary constraints that flexibility becomes a 

requirement for such a small brand. To return to the previously mentioned example in which 

Sambandið changed their logo during a collaboration with a well-known musician, the 

benefits of this collaboration in terms of audience reach and endorsement outweighed the 

disadvantages of brand asset consistency.  

 

Furthermore, it is also worth acknowledging that, unlike Dominos, Sambandið’s visual 

identity is still in the process of being developed. Indeed, by sharing his computer screen 

during the call, the marketing manager at Sambandið outlined some of the logo variations 

that existed is various different shades of grey, mentioning that some were used more often 

than others. There was not a sense, during the conversation, that the brand assets were 

completely set in stone. He also mentioned that brand is discussing introducing the colour red 

to their identity, after having identified the need to have a colour for adding emphasis when 

required. It is clear, therefore, that much of the inconsistency seen by Sambandið is part of 

the natural process of developing brand assets that stand the test of time. Based on what the 

literature reveals about how memories are constructed, making brand asset modifications 

when the brand identity is young will be less disorientating for consumers since the 

association between the brand and brand element is less strong (Romaniuk, 2018; Anderson, 

1989). Therefore, consumers will be less sensitive to brand asset inconsistencies for a 

company they are still learning about like Sambandið than for a company which they already 

have strong associations with like Domino’s. 

 

Until this point, distinctiveness has been discussed within the context of distinctive brand 

assets – and whilst the Sambandið marketing manager acknowledged distinctive brand assets 

as pathways to distinctiveness, he also expressed his belief that this is not the principal way in 

which distinctiveness is built. This revealed that his understanding of distinctiveness differs 

to a certain extent to what has been defined in this paper. He explains that, ‘one thing that is a 

very central part of what we do… [is that] there is never an option to put out something that 

is not aesthetically pleasing.’ He continues that ‘being of high quality creatively is essentially 

what creates a distinction in people’s minds between your brand and some other brand.’ It is 

clear from this that Sambandið want to be known as a consistently creative brand, as they 
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believe that it is this level of creativeness which will ultimately define them and make them 

stand out from the market, and not simply the fame and uniqueness of their brand assets. In 

other words, they wish to take the intangible concept of ‘creativity’ and make it one of their 

brand assets.  As we have seen in the Content Analysis segment, this has been a guiding 

principle in their advertising content in which the ‘creative concept’ often takes precedent 

over the brand element execution.  

 

Why are distinctive brand assets used? 

 

Brand identification 

With regards to why distinctive assets are used, the theme of brand identification emerged 

from the interviews with the marketing directors from both Domino’s and Sambandið - 

however, the benefits of brand identification were viewed in slightly different ways by the 

two. The way that the Domino’s marketing director viewed the benefits of brand 

identification was linked with the concept of signalling brand ownership: for example, she 

explains that in advertising material ‘it is even enough for us only to have the cubes [and not 

the brand name] because people know our logo’. This increases the chances of advertising 

material being correctly attributed to Domino’s and therefore building mental availability for 

the brand by triggering the memory of it. Furthermore, the fact that distinctive brand assets 

can be used as brand identifiers gives more freedom and flexibility to the brand when it 

comes to creating advertising, since they are not required to exclusively use the brand name 

to signal brand ownership. A good example of this in practice was the example of Domino’s 

content for its ‘Tuesday Night’ campaign. This understanding aligns with the literature which 

also highlights brand identification as one of the key benefits of using distinctive brand 

assets. 

 

However, the benefit of brand identification is understood in a different way by marketing 

director of Sambandið. For him, the benefit of brand identification has less to do with 

claiming ownership for advertisements, and more to do with helping to grow the credibility 

of the brand. His is a view which is supported by John Kay, who assert that the main way that 

advertising works is by showing commitment to the market, thereby endowing he consumer 

with a sense of trust in the bran (Kay, 1994). He suggests that ‘because people need to see a 

similar amount of marketing from you and the other companies in order to trust you.’ This 
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lack of visibility and, by extension, credibility is identified as one of the key challenges 

Sambandið faces. To illustrate this, he explained that the target market for Sambandið’s 

products are often not the same as those who pay for it, since a significant proportion of 18-

25-year olds do not pay for their own phone bill. This represents an obstacle in their 

marketing campaign in so far as much of their marketing is done through social media, and 

whilst the brand is confident of their reach to 16-24 year olds, they are less effective at 

reaching their parents’ age group. This is problematic for the brand, and the marketing 

director explains that even if a young adult were to present all the advantages of switching to 

Sambandið (that they have the cheapest data plan in Iceland and that you can save up data, 

for example) if the parent is unfamiliar with the brand, a common response would simply be 

‘I’ve never heard of this, you’re staying with Nova,’. This challenge is reflected in the results 

of Study 1 which measured the distinctiveness of Sambandið’s brand colour across different 

age groups: whilst the 16-24 age category was the highest performing category in terms of 

correct brand identification, in their parents’ age categories, brand identification was at 0%. 

As mentioned by the brand’s marketing director, these low fame scores are indicative of the 

low brand awareness that may be the root of the brand’s current credibility challenges. Whilst 

addressing this lack of credibility is a process which will need to be addressed from many 

angles, building up and using distinctive brand assets is one way as it will increase the 

brand’s visibility as it increases the likelihood of the brand being recognized in its advertising 

material. 

 

The difference in perspective regarding why building brand identification through distinctive 

brand assets is valuable is very likely to be due to the fact that the two companies are at very 

different stages of development. In the Icelandic market, Domino’s Pizza are unlikely to be 

as concerned with ideas of credibility as Sambandið are. They already have a well-

established global brand and according to the most recent reports, enjoy a 21% market share 

in the fast food industry in Iceland. Furthermore, the Domino’s brand colour had the second 

highest fame score in the category, signaling that even out of context, the brand colours are 

already relatively well known by the public. On the other hand, Sambandið is a brand which 

is less than a year own and makes up less than 5% of the telecommunications market in 

Iceland. As such, conversations surrounding brand awareness and credibility are very 

relevant for the brand.  
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Cohesion between campaigns 

Another related benefit of having distinctive brand assets was their ability to offer a sense of 

cohesion between campaigns. This was a concept which was only raised by the Domino’s 

marketing director, which is unsurprising since at the time of the interview, Sambandið had 

was only in their second cycle of producing new content. By contrast, Domino’s run many 

campaigns per year and having some stylistic consistency allows campaigns to build upon 

themselves instead of standing alone. She explains, ‘we need to be able to look at every 

single campaign that we do and nothing stands out oddly. So even though it’s a completely 

different campaign, it does also mix nicely together…’ This is evidenced in the content 

analysis of the brand’s advertising content in which a sense of cohesion between the 

campaigns was clearly visible. This benefit is consistent with what Romaniuk has 

acknowledged as one of the key benefits of distinctive brand assets, which she terms the 

ability to ‘[bridge] activities with a common origin.’ (Romaniuk, 2018) Furthermore, 

according to the theory of interference outlined in the chapter on memory decay , having this 

consistency across campaigns and across time would reduce the risk of previously encoded 

brand memories and/or associations being corrupted by new, inconsistent information. 

 

Increasing cut-through rate 

Whilst the literature has shown how some distinctive brand asset such as brand colour have 

the ability to improve cut-through rates in advertising, this benefit was not identified by either 

of the marketing. Regarding Domino’s, the only reference that was made to colour attracting 

attention was when she mentioned the ‘explosion of colour’ that accompanies the Mega 

Week campaign. It can be inferred that the ‘explosion of colour’ is a way of drawing 

attention to the fact that it is Mega Week. However, the emphasis here is on the supposed 

attention-grabbing qualities of colour generally rather than on the specific effects of using 

distinctive and/or familiar brand colours. This understanding of the relationship between 

colour and attention is reminiscent of the hypotheses that linked saliency and attention in 

advertising, which, as we have seen, the literature has cast significant doubt on (Wedel & 

Pieters, 2004; Lee & Ahn, 2012).  This suggests that despite the fact that marketing 

researchers have published evidence to disprove this link, the association is nevertheless 

made by some marketing professionals, drawing attention to a disjoint between the two 

sectors. Other attention-grabbling techniques included a new ‘Tríó’ jingle which ‘catches 

your attention quickly’ and ‘what you see [in the ad] is kind of flashing, it’s quite quick…’ 
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Again, this demonstrates the traction that belief that saliency drives attention continues to 

have in the marketing profession.  

 

Furthermore, during the interview with Sambandið, when asked specifically about how the 

brand aims to increase cut through rates with an indifferent market, he expressed that this is a 

question that they ‘are figuring out as [they] are doing it.’ This suggests that there is a lack of 

clarity around how marketers can effectively manage the attention typically paid to 

advertising. However, according to the interview, Sambandið are ‘fairly confident in [their] 

reach to the consumers’ since they have grown their audience organically on social media; 

the assumption is that those who follow or engage with the brand already have more than 

average interest in what the brand has to say. As such using the brand assets as a means of 

capturing attention is not the brand’s first priority.  

 

Memory triggers 

Much like with the subject of attention, the effect of distinctive brand assets on the memory 

was a subject that was left largely unaddressed by both of the marketing directors that were 

spoken to. In both of the interviews, triggering the name of the brand in an attempt to build 

mental availability was not discussed. With regards to Sambandið, this is not very surprising, 

since the focus has been more on launching the brand and creating brand awareness. As 

Romaniuk writes, this step precedes distinctive brand assets from acting as memory triggers 

(i.e. aiding the recall process). However, as we have seen, distinctive brand assets 

nevertheless have the potential to aid the process of memory encoding by increasing the 

cognitive complexity of interactions with the brand (Romaniuk, 2018; Kapur et. al, 1993). 

The fact that this benefit was not brought up during the interview would suggest that this 

benefit is not well known to the marketing practitioners in question. 

 

What marketing practice and marketing research can learn from each other 

 

The findings of this paper highlighted a number of learnings that marketing practioners and 

researchers can learn from each other. To begin with, some of the results from Study 1 

constitute evidence in support of what the literature highlights about the importance of 

measuring brand asset distinctiveness and avoiding relying on brand managers’ impressions 

or predictions based on market share (Romaniuk, 2018). Indeed, in both the ‘Food and Drink’ 
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category and the ‘Telecommunications’ category, it would not have been possible to 

accurately estimate brand colour fame score based on market share, as the correlation 

coefficients for the two industries were 0.51 and 0.58 respectively. This was particularly 

obvious in the KFC brand colour test, which resulted in a fame score of 6% and a uniqueness 

score of 11%. This is a very surprising result, given that in 2019, KFC had 10% market share 

in Iceland, making it the second biggest player in the fast food industry. Similarly, the market 

leading brand Domino’s, had only the second highest fame and distinctiveness scores behind 

Subway, who only have a 7% market share. What this illustrates that despite what a high 

performance in terms of market share might imply about brand awareness, this does not 

necessarily equate to high levels of brand asset distinctiveness. This is relevant for marketing 

professionals because the danger of using an underdeveloped brand asset, especially by itself, 

is that it will reduce the likelihood of correct brand identification. Similarly, in the interview 

with the Sambandið marketing director, he expressed that he was confident of the 

distinctiveness of Sambandið brand colours on the basis that they are the only brand to 

exclusively use black and white. However, this was not reflected in the brand’s 

distinctiveness scores.  As such, this confirms the importance of empirically measuring 

distinctive brand assets, particularly if a brand asset is to be used as a substitute for the brand, 

and this is something that marketing professionals could learn from the literature. 

 

In the same way that marketing professionals can learn from the insights offered by the 

literature, the practical experience shared by the marketing directors in the IDIs offered 

valuable nuances that are as yet unaddressed by the literature. For example, the interview 

with Sambandið revealed that the challenges and pressures of being a newly launched brand 

make it very difficult to consistently abide by the best practices of using distinctive brand 

assets as outlined by the literature. Indeed, the content analysis of Sambandið’s advertising, 

along with the insights shared by the marketing manager, demonstrated that the priority for 

the brand is to promote their product to increase their user base, as well as expressing their 

brand image, which is seen as one of their key differentiating aspects. As it is today, the 

literature on the use of distinctive brand assets does not address the specificities of small 

brands who are trying to grow. This demonstrates how a study of marketing practice has 

created an opportunity for the research on the topic to develop and improve. 
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9. Conclusion 

 

The objectives of this paper have been to examine how marketing professionals use 

distinctive brand assets, and what the reasons behind this are. The author also wished to 

highlight areas in which the marketing profession and marketing research could benefit and 

learn from each other, given the unique perspectives that they hold. With regards to how 

marketing professionals use distinctive brand assets, our findings reveled that for some, there 

is a difference between how they think distinctive brand assets should be used, and how they 

were actually used in practice. For example, the marketing directors’ understanding of how 

distinctive brand assets should be used was largely aligned with the recommendations made 

in the literature: the concepts of co-presentation and consistency, which are deemed as vital 

components of building distinctive brand assets by several researchers, were also mentioned 

by the marketing directors as goals in their advertising campaigns. However, the results of 

the content analysis and the IDIs showed that in certain circumstances, a certain degree of 

deviation from the best practices is required. Whilst some of the reasons for these deviations 

were because of budgetary restraints, others were due to the pressure to remain current, both 

stylistically and politically.  

 

With regards to the second part of the main research question – why do marketing 

professionals use distinctive brand assets? - we found partial alignment between the 

practitioners’ views and the literature. Whilst ‘brand identification’ and ‘campaign cohesions’ 

were cited as reasons for using distinctive brand assets, very little mention was made to their 

relationship to attention or to memory and recall, which, as the literature outlines, are 

significant ways in which distinctive brand assets function in the context of advertising. This 

suggests that whilst the volume of research on the impact of distinctive brand assets on 

attention and memory is growing, these developments are not always being incorporated into 

marketing practice.  

 

In response to this paper’s sub-research question, the findings of this paper did identify some 

potential learnings that marking practice and marketing research can gain from each other. 

One way in which marketing professionals could learn from the marketing research is by 

implementing the recommendation to statistically measure brand asset distinctiveness, since 

our results showed that it was not possible to estimate brand asset distinctiveness on the basis 
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of market share. However, our findings also illustrated ways in which marketing researcher 

could learn from the experience of marketing professionals. By exposing the differences that 

exist between marketing research and marketing practice regarding how and why distinctive 

brand assets should be used, we have identified some of the practical obstacles to 

implementing the recommended best practices that the research has so far overlooked. For 

example, the literature warns of the dangers of rebranding and modifying distinctive does not 

take into consideration the social pressures that brands are under to remain current. 

Furthermore, the fact that Sambandið’s marketing is predominantly done through social 

media reduced the priority of building distinctive brand assets in the mind of their marketing 

director. In the same way that Sambandið’s strategy may benefit to a certain extent from 

understanding what the literature defines as the full potential of distinctive brand assets, 

Sambandið’s experience should push researchers to explore how a brand asset strategy 

should be adapted to small brands advertising on social media (as opposed to with paid ads). 

 

 

9.1. Limitations and future research 

 

This study had several limitations. The results of Study 1 could be improved by both 

changing the type of sampling and increasing the sample size. Non-probability sampling was 

used for the sake of convenience and due to budgetary constraints, however the sample 

cannot be assumed to be representative of the population. Furthermore, the accuracy of the 

study would be improved by an increase in number of responses, as well as a more even 

distribution across ages and genders. 

 

Another limitation of the study was that fewer marketing professionals than expected were 

willing to take part in Study 2 by agreeing to be interviewed. Possible reasons for this may 

include uncertainty around holding in-person meetings due to Covid-19 and the fact that the 

study took place over the summer months, when many are away from work. Interviews with 

more marketing professionals would have resulted in higher quality findings. 

 

This paper has also highlighted a number of possible avenues for further research. With a 

view to creating a fuller data set for both Domino’s and Sambandið, future research might 

wish test the distinctiveness levels of the rest of the brand assets of the two companies. This 
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would provide valuable insights to the marketing directors of both brands as it would provide 

them with all the data they need to most effectively launch their brand asset strategies. 

Furthermore, the interview with Sambandið raised an interesting question about the extent to 

which creativity can be a distinctive feature. Future research might explore the extent to 

which an intangible element can serve as a distinctive brand asset.  
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11.3. Appendix C – Interview with Domino’s Pizza Marketing Director 

 

First of all could you tell me a little bit about your role in the company, and what kind 

of stuff you do on a day to day basis? 

 

Yeah, so Im the marketing manager right now but it’s been only a few weeks. So, I started as 

a marketing representative just over a year ago and the marketing manager she went on 

maternity leave, I took her place – I’ve been in her shoes for over a year, so, yeah I went 

completely into the deep end of the pool and it’s been quite interesting being here in the 

marketing department. We don’t have a big marketing department at all, it’s just me, and then 

we are in the process of hiring new marketing representatives right now. So we don’t have a 

huge marketing department at the office, but we do have our ad agency, Brandenburg, which 

we work very closely with. As well, we have our digital agency and an agency which handles 

our website and out app so… These are all different parties and people who are actually 

behind everything. But what I do on a day-to-day basis is a lot of project management also, 

and seeing all the projects through and making decisions about if the outcome that we are 

getting from our partners is one that we want to put out. Then we have a lot of different co-

operations with different parties like charities, student unions and sports teams, so those take 

up so much time, just to manage them. And really just to make sure that we have our ads up 

to date, our signs up to date. And then it is in our hands also to make sure our stores are up to 

date and neat and the signs are OK and yeah. Basically just everything related to the image 

and the ads that our customers see, really. Its overseen by us and we co-operate with a lot of 

talented people to make everything happen. 

 

You said you work with some agencies to get the campaigns together. Could you 

describe what it means to put together a campaign from beginning to end. What is the 

process, to what extent do you work with the companies and agencies you mentioned? 

 

So we have quite a lot of campaigns that have been going on for some period of time already. 

So for example, our biggest campaign each year is Mega week, which has been happening 

since way before I started. So, over 10 years it’s been going on. And we chaged the look on 

all the Megaweek last year, just before I started actually. So, if I should describe something 

that I have been a part of from the start to the end,  I might just mention our newest Tuesday 
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offer, which is because of the 10 year anniversary of our Tuesday offer we decided to partner 

up with Tvíhöfði which is a comedy duo, very well known here in Iceland. And because they 

have this song, Tuesday Nights, about how actually Tuesday nights are the best nights of the 

week. And this song was written many years ago, its an old song, and it is not related to our 

brand at all when it was written, but then it was an idea from our ad agency that we could 

contact them and see whether they would be interesting in cooperating with us for this 10 

year anniversary. We had told the ad agency that we wanted to do something special for the 

anniversary. SO, they were up for it and then, yeah, then everything just kind of starts rolling: 

the ad agency lays out the plan that they have in mind, we tell them our thoughts. In this 

particular project we were quite happy with what they came up with so it wasn’t a lot of 

changes made from their ideas. By then it goes into what they should produce. And there we 

have to out the outline for what we want exactly because that is also a budget matter. So we 

need social media stuff, we need billboard stuff, we need bus-stop ads, we need TV ads we 

need radio ads, we need print ads, so. Yeah, its decided what is supposed to be made, they 

make up a deadline about when this is supposed to be made, then actually release the 

campaign. After they have finished everything, I always have to approve everything before it 

actually gets sent out. It sometimes happens that I have some pointers when something needs 

to be more clear, maybe we want to focus more on the price in a specific offer, maybe we 

want to focus more on the image. So its, yeah. It can be everything really. But it’s really a lot 

of cooperation between the designers and the creative staff at the ad agency. And then us. So 

sometimes the ideas come directly from us and they work with it, and sometimes the ideas 

come from them. So its just, its really just a good cooperation, good communications, the 

working relationship isn’t strict when we are trying to come up with some good ideas, it has 

to be in our voice and.. yeah, so. 

 

I was really interested about what you said with your Megaweek. It changed look, did 

you say? What was the reason behind this change of look? 

 

It was before my time so I don’t have the exact answer. Anna who recently left, who was 

marketing manager for 6 years actually, she had thought that, ok the Mega Week ads have 

been up and have been the same for so long. So it might be a good idea to mix it up a little bit 

and make it more exciting again. So, everyone knows mega week. It is definitely our biggest 

campaign, so it was maybe a little bit of a risky move because everyone already knows and 

loves our characters. SO we use these superhero characters, and, and in the beginning it was 
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only the mega man – a superhero character that was the main focus of all the Mega Week 

ads. After a few years, they decided to decide a Mega Woman, which was very… important 

step, a really smart thing to do. So when this new look was released, it was very much 

focused on both. They are always a team, they are always teamed up and it was changed from 

being this kind of… yeah you can look it up, but yeah the old Mega man and the new, its 

completely different. The new is more cartoonish and more graphic work, but the old one is 

more, maybe looks more animated as you see in kids movies these days. So, it is a little bit 

more retro, you can feel a little but more of a 90s vibe in it which has also been trending. 

 

And did you get any feedback from the change in image? Like you said it can sometimes 

be risky because people know and love what they know and love. Did you get any 

feedback in terms of how people reacted to the change? 

 

From what I have heard, it’s a little bit difficult to process the feedback to these changes. Of 

course the people around the people who are behind the ads tend to be very positive towards 

what you’ve been doing. SO I know we only received positive feedback and a lot of it. So, 

we haven’t noticed anyone who dislikes these characters. I’ve seen a few comments on 

facebook every once in a while, like, ‘where’s the old man’, but that’s always going to 

happen, someone’s always going to be like that. But overall people do notice it and do notice 

the change. Myself, I did really notice it when the change happened. So, I think it was a 

really smart move to do it and a big step in it also was that we created a mega week box. A 

pizza book that’s in the same look. SO we have a completely different – and this has never 

been done before here and not in the dominos markets around us. So when it’s megaweek, 

everyone gets a megaweek box, and it’s really colourful. It’s in our colours, red and blue, and 

has the characters and has the explosion that people see when mega week happens. SO yea, 

that was a big change and we actually did have focus groups when we were thinking about 

the pizza box to ask them how… because we have had a few different versions of the pizza 

box… and asked them that they preferred, and we actually went for the look that they had 

chosen, which had the brown paper colour in the background, while the original idea was to 

have it all coloured. 

 

I guess the brown is also quite distinctive, I suppose it is not one of your colours but it is 

a distinctive feel, people are used to it. 
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Yeah! 

 

Domininos is a big brand in lots of countries, but how much creative flexibility do you 

have for your ad campaigns. 

 

Yeah, we are definitely a part of Dominos international and the Dominos brand. Each country 

and each market behaves a little bit differently. That is just because each market is very 

different. For example here we are in quite a strong position, whilst in other countries they 

really do have to fight for their share of the market. And also just the product is different in 

each country. It really depends on who you are compatrin yourself to how related your 

marketing material is. But I would say its free, but we have to follow specific guidelines in 

specifically when it comes to the logo. So there are really strict rules about the logo, but its 

not that, its pretty common sense, really. 

 

What are some of the rules about the logo? I was going to ask later about the guidelines, 

it would be good to know what are the guidelines and do you know how they were 

constructed and for what reasons? 

 

Yeah so the original domonos logo has changed or, the current logo has changed since the 

original logo so its quite similar, it’s the domino cubes. So originally the three dots they 

represented the three stores that they had. And the idea would be that they would add dots for 

each store, sso, that would be quite tricky, so it worked out for the best the way it was. So, 

yeah the original one you can look it up, its just red cubes with the white dots and then under 

its blue with Dominos pizza it says. But then it was changed about 7 or 6 yearss ago to the 

cubes being one cube red and one cube blue and the frame is white and then we just have 

Dominos next to it. So it depends on where you stand in the market what logo type you can 

use or should use. SO for example here we don’t talk about ourselves as Dominos pizza, we 

talk about ourselves as Dominos becase everyone knows us and its even enough for us to 

only have the cubes, because people know our logo. SO when you are quite new in the 

market, the international office they advise that you use the full logo which is the cubes, and 

then down below it says Dominos pizza. So then you know its pizza. Then if it’s a market 

that’s like quitee established and people know it quit well then you only use dominos, and 

then if you are really confident that your market knows your logo, then you are allowed to 

use just the logo and not the letters. SO we do both, we do se both logo and Dominos or just 
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the logo. But we don’t need to have Pizza. And other guidelines from the logo are you are 

never supposed to change the orientation of it, it can’t be mirrored, or in different colours, or 

in black and white except if everything else is in black and white. It can’t be directly on top 

of the pizza, because then you are taking the product and logo and slamming it together 

which we don’t want… then it’s just…you can’t like cut it in half… the things that you 

would think that most markets would already know. But some rules are more strict than 

others and… yeah you’re not really supposed to play around with the brand in any way that 

hasn’t been done before. So we try our best to follow this. But as I say we are quite a strong 

market here and so we have a little more freedom when it comes to marketing here and we do 

have more of a… if we compare ourselves to some of the markets around us like Denmark, 

wee tend to do much more fresh and new material, whilst other market may use the same 

material over and over again and it just works. So, that’s also just the market, The market 

here in Iceland is just really fast, really quick, you need to be a part of the discussion, you 

need to be involved and listening to everything that’s happening. We really want to be a part 

of the community so. That’s why we need to also look the part. 

 

Definitely. And are there any occasions when its difficult for you to follow the guidelines 

or is it pretty straight forward? 

 

It is pretty straight forward. Sometimes we see the ad agency, although thehy are familiar 

with the guidelyines, they sometimes come up with ideas that might be in the grey area, but if 

it’s nice enough, if we like it a lot, we let it slide. If there are consequences then we need to 

deal with that. But we are never doing anything disrespectful to the log, we would never do 

that so. There was this one campaign that we did doing covid which was Domino’s Heim or 

Domino’s Home which had like a really huge zoom into the logo and the white border was 

actually used as a street. They put a car on the white border so it looked like we had a car 

driving around the logo. I actually asked them to take out the dots because they had the dots, 

just so it didn’t seem too much like the logo, yeah it definitely still looks really nice and 

Dominos. But at the same time its not like breaking any rules. 

 

Okay, so it was like inspired from the logo instead of like using the logo directly. And, 

Ok. So Dominos has an established brand already, would you associate any advantages 

or disadvantages with having the colours? The fact of having the blue, white and red… 

Obviously there are advantages of being noticed and saying that you are Dominos… are 
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there any more advantages that we haven’t talked about, and are there any 

disadvantages?  

 

I would say that one advantage is that the colours are actually the same colours as our flag. 

So, so it does look Icelandic. I think that people relate to those colours, white blue and red, as 

comforting colour combination. Because it’s our flag and its widely used for positive, um, 

yeah positive material. You just relate to it as such. Disadvantages, not really. Of course 

sometimes you would like to use some colours, but its not really a disadvantage. They’re 

lovely colours. And you can really work with them quite easily. And what we do in our 

materials and everything tthat we do we try to make the colours pop. Even if its just the 

pizza. And there I am not talking specifically about the red white and blue, jusr generall the 

colours. People know us for bright colours. Of couse some times it would be tempting to put 

something on Instagram which has some kind of a beachy filter or something, but its not us. 

So its not something that we can do. But its not something I would count as a disadvantage. 

 

Research has shown that when people are shown an ad, only 40% people who are 

shown an ad on average remember having seen the ad, and only 40% of those can 

remember which was the brand that was advertising. So its like low levels of attention 

and low levels of recall. Would you say that Dominos does anything, or do you have any 

strategies or ways that you try and combat this, in any way? 

 

Well, we do. In our most recent ads, we tend to try to have them as short as possible. 

 

Are you talking about the TV ads? 

 

Also social media that we have video ads for. In this particular example, I would use out trio 

ads as the example. Because we did that completely from scratch when I was here. And when 

Anna was on maternity leave, so I had the lead on that. And, Trio is three different pizzas 

each month. They are different every single month an t quite a low price art 1790kr if you 

order online, pay online and pick up. So, its, its new, its supposed to be fun, quick, so the ads 

really had to be priced focused but product focused at the same time without being boring 

and plain. So, the look for Trio is very much in our style, but still a completely different look 

that any of our other campaigns. 
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What do you mean by in our style? 

 

So, it has the white border, it has the red an blue background, it has the pizza it has our font, 

its still something we haven’t done before, It really, if you look at it, it is very much our stule 

and, and its easy to, work from this base that the designers created for this look, and always 

doing al ittle bit, you know, adding something to it so that people don’t get bord of these 

things. 

 

So keeping like a framework and then adding… 

 

Yeah because we are always having different pizzas, so we have to keep updating some of 

the ads each month. And, then these ads, because we have our song, we have jingle, which is 

specifically Icelandic for Dominos, [sings the jingle], and we use that in almost every thing 

but then we have different songs , we hav a different tune for Megaweek and we have a 

different tune for Trio, its like a drum beat, so its fast, it catches your attention quickly, and 

what you see is kind of flashing, its quite quick,. 

 

So the flash is to catch peoples attention? 

 

Yeah the song and the flash and the speed of it is definitely what would catch people’s 

attention. Comparing to our more tratitiona ads which would have our song, our traditional 

jungle, and take a bit more time to explain whatts happeneing. 

 

So how many jingles do you have? 

 

Well we just have one really. 

 

So there is the main Dominoes jingle, and is that the same as the international brand? 

 

No. 

 

So just Iceland has this jingle? 
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Yeah. And its by an Icelandic composer. That has been used for 8 years? I think. And we use 

that in most of our ads. If we don’t use it under the ad itself, then we use it at the end. SO 

when the logo pops in, it plays at the end. Our ads agency’s really clever with mixing it up. 

So if we are doing a little bit… Because we have the Dominos league in basketball, and that’s 

a completely different brand. The Dominos league has a specific logom, it has specific 

colours, itt has a completely different brand, and there we made a new, a huge ad last year. A 

TV ad with all of the main players from the Dominos league. And it had to be cool and raw 

and sports related and a little bit more harsh than [sings the traditional jingle]. So, in all of 

those other tunes that we have used, usually our main jingle is used as a base, and then they 

have been layering it differently, like, maybe just using the bass line, for example. SO the 

baseline is used as the undertone of the ad, so they do connect it all together, even though you 

might not hear it if you are not paying attention about it. Soo its definitely not something that 

you just hear but its there, and it ties it all together. So I think it’s a really smart move from 

our ad agency. 

 

It’s interesting because jingles was also an option for me, I was going to look into 

jingles, because I find that, even if I don’t know the name of the brand, I know the 

jingle. So I think they’re really powerful. Sounds, and the way… 

 

We did test it last year on the radiom, to only play the jingle and nothing else. 

 

And how did that go? 

 

That was quite funny actually because people were contacting us saying ‘I think there is 

something wrong with your ad, I heard it before on RÁS 2, no one was reading over it, 

something probably went wrong and something happened.’ And we were like no no its on 

purpose. But that’s really what we wanted to do. SO they were like what, ah okay. That’s 

weird. 

 

And when you did that was that just to test the jingle, or was it part of a campaign to 

keep awareness levels high or? 
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It was really just to tet the jingle and really because we thought it was fun. And we wanted to 

see people’s reaction to it so, it’s hard to measure radio really. But we got a lot of those 

comments, so people noticed. 

 

Are there any other brand assets that we haven’t talked about? We talked about the 

colours, the logo, the jingle, is there anything else that you use as a substitute for the 

brand? 

 

Not really. 

 

And do you try to use all of them in every ad? Do you have some sort of objective like 

that? 

 

Yes, we do try to use all of them. Of course we need to use the logo in all of our material, the 

jingle, like I say, that’s only for a certain type of advertising, like radio, tv, social media. So, 

yeah. 

 

And if you use all of them do you find that its because it looks better that way, or do you 

like have to… How does it work? Is it a problem if you don’t use one...? 

 

Of course the logo, that’s the main one. It would be problematic if ew didn’t use the logo, it 

wouldn’t make sense. But no, I mean, no I wouldn’t consider it as a problem if we didn’t use 

the jingle, but then again we couldn’t go far from it… it would be really confusing and off-

brand. So, I think the colours of course are something that we keep in mind for everything. It 

really depends on the campaign. What is the campaign for? So MegaWeek is probably our 

most branded campaign because its red and blue and white only. There are no other colorus. 

But then for the RTuesday offers, we have actually people. We have the content of two guys 

in green jackets, so its different like totally different content. And then for the charity Pizzas 

that we do each October, we have one of the biggest celebrity chfs here in Iceland she 

cooperates with us to create a pizza that every single krona that comes in from that pizza goes 

to that specific charity that we have chosen each year. And that’s a completely different 

campaign. Because it is focusing more on the image and its more serious and its, we are not 

focusin on being a lot of fun and all smiles, it is more, we are part of the community with our 

campaign. 
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So the focus isn’t on the brand necessarily. 

 

Not really, its on the charity and on the chef mainly. So for example last year for the charity 

pizza we had just the black chalk board background, but that does connect to a look that we 

did a few years back. 

 

So they are never random… 

 

Yeah so our designers really do think about that we need to be able to look at every single 

campign that we do and nothin stands out oddly. So even though it’s a completely different 

campign, it does also mix nicely together, it is cohesive. 

 

That is everything that I wanted to ask, but is there anything that we haven’t talked 

about that you would add to this conversation? 

 

Not really, no. Not if you don’t have anything more! I think we have covered it mostly when 

it comes to colours. 

 

Thank you so much for your time. 
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11.4. Appendix D – Interview with Sambandið marketing director 

 

Interview with Sambandið 

 

Could you start by telling me a little bit about your role in the company – what are your 

main responsibilities on a day-to-day basis? 

 

My role in the company – I’ve been with the company for three years now, since we founded 

the companies, I am one of the founders and I have a part ownership of the company. And I 

am the marketing director at 101 Productions. Then we have, its kind of two or even three 

brands kind of together in one: Sambandið the telephone company, 101 live radio – útvarp 

101 and then we have 101 Productions which is probably responsible for the majority of our 

income these days, our production company where we do stuff for TV etc. But our biggest 

brand that we are managing is definitely Sambandið. 

 

Okay, and what are your daily responsibilities? What does a day look like for you? 

 

Mmm.. right now a day for me would be.. uhm.. its not the most normal of times right now 

because I am also producing a TV series right now, but if I wasn’t doing that and it was just a 

normal day, then we would be going about our usual sambandið errands… we have, we are 

kind of, it would just be meetings and just some work in the field. We don’t have that many 

employees so if we were doing an action, or something with some school or with some sports 

brand, a store, then it would just be me and the guys that work here. But the responsibilities 

are – we set a course for our marketing for the year on a meeting in June, for the latter part of 

the year. And I’m just trying to… how do you say…trying to follow that course and trying to 

steer that ship in the direction that we choose. A lot of it is just trying to make this happen 

with a lot of other people who work with a lot of other things as well. Because we have a lot 

of programming and it has to do with a lot of computer stuff as well. A lot of it takes a lot of 

time and someone has to try to keep everyone on their toes. What’s different about my role as 

a marketing director in this particular company is that in the spring we had one of our guys 

laid off because of the corona virus. He was kind of like a project manager and we haven’t 

had a replacement so for now I am kind of a project manager as well. I would like to be able 

to dwell on the marketing side a little more but some of it is just hard work. 
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Yeah. Just keeping things going after covid kind of thing. 

 

Yeah, kind of. 

 

So you mentioned that in June you put together a marketing plan, don’t you? What are 

some of your objectives in marketing right now? 

 

We have some key objectives that are related to the biggest and most reliable marketing – 

how do you say- I wanna be on the correct terms here – there is this- its like a survey which is 

done once a year which is called the brand meter or something. 

 

Brand tracking? 

 

Yeah. But it’s like one like centralized brand tracking that a company called Gallup does. We 

have some key objectives in terms of how we want to land there in terms of consideration and 

brand knowledge and brand image and stuff like that. For a small telephone company which 

is just getting into the market, we are judging most of our actions on how many users we 

acquire. So the goals and objectives are, I because as a marketer you would like to consider 

more like how the message is being received, if the message is getting traction. For now we 

will only be judged on how many users we acquire. We can maybe think about being more 

theoretical in a few years when we have more users and stuff like that. 

 

You mean thinking about how people perceive you and your brand? 

 

Nah I just mean when you are measuring the success of a marketing action, you could say 

this effort was really successful but we had a number of bumps in the road for the user which 

made it impossible for him to consume our product. But he did like our marketing effort. But 

for now we don’t have the luxury of considering if the marketing effort was OK even if it 

wasn’t really the marketing efforts fault that the user didn’t come into business with us. 

 

How would you describe the brand identity of your company right now? If you had to 

put it into words.  
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We want to come across as futuristic and simple and clean. Without – we want to come 

across as empathetic and without arrogance. And yeah I think, this is like butchering the 

creative pitch that we initially put together with out friend Siggi who is the genius but. But 

yea, some mix of those. Tasteful. We want to be fashion forward as you can see from our 

branding it is all very simple, and its all very in tune with that with did with útvarp 101. As 

for the product we have some key things that we want to portray but the general essence of it 

is that we are the cheapest telephone brand in Iceland. But we are not really leaning on that in 

the branding, we want to come across as the first pick for young users. And, I think we are 

starting to become into play there. But yeah, I hope I got an answer out of some of this. 

 

Definitely! And, so in what ways would you say that your marketing effort puts that 

forward, the brand identity that you just described. 

 

I mean everything that we put forward is in tune with what I just said. We have yet to be able 

to complete some of the actions that we really want to put forward. We have for example a 

project that we have been working on for a few months which is going to launch after the big 

“verslunamannahelgi” or whatever you call it. Which is very on brand, very futuristic and 

very well put together. That’s definitely an action which supports our whole thing. 

 

What is that project? 

 

It’s kind of a secret! But yeah – in short and in secrecy we are opening up a store which is 

gonna be like a normal store. Yeah. It’s gonna be something else. It is kind of exciting but it 

is also really stressful for me because we are spending a lot of money on it. Then we have – 

one thing that we have that I have been trying to balance is that obviously when you are a 

small brand, you don’t get to spend the same kind of money that the big brands  get to , and 

my fight has been, this is kind of complicated, but because we are doing this company in 

coalition with a company called Vodafone, which you probably know, it’s a mix where we 

work together, but we run the company, and we just have some budget things going back and 

forth. My kind of fight is to get more money to do more stuff, because people need to see a 

similar amount of marketing from you and the other companies in order to trust you. 

Obviously we don’t have the user base to account for all that budget. And I once saw an 

interesting analysis by a guy called Mark Ritson, I don’t know if you know him… that guy… 
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He’s a clever guy. 

 

Yeah, he’s not really hesitant of his own intelligence, but his analysis was something like you 

would have to spend 20% over what your real status in the market is in order to gain 5% in 

one year. So you would have to overspend by 15% basically. But, we are, as going for young 

people we are doing a lot of work that only young people would see: we do a lot of work in 

schools, we do a lot of work with musicians and artists, we are not really concerned on 

putting full-page ads in Fréttablaðið or stuff like that. But we do have this partnership going 

on with Vodafone and they have Visir.is and Stoð 2 and some of the big mediums so we do 

publish a lot of stuff on there just for like brand awareness thing. But as for now, it is kind of 

funny we are doing this interview now because we have like four projects that we have been 

working kind of all year to get on track which are probably all going to go on track this 

September and October so hopefully you will see a lot more of us from now. 

 

That’s great, and what role does brand colour and your brand assets play in that. So 

when you are constructing these projects, and your marketing campaigns generally, 

what emphasis do you put on your brand assets, if any. 

 

We have very strict rules in terms of the usage of colours and fonts and everything, even with 

like going down to headlines and body texts and stuff like that, so which is which, and I mean 

the guideline is really simple, it is just black and white. We do think tha it is distinctive 

because no one is just using black and white. Maybe there is a good reason why people are 

not using black and white? We kind of, have been looking at maybe adding another colour to 

the mix, but to answer that specific question, the usage of the brand identity, we have the 

branding, the black and white, and all the fonts and stuff. And then obviously we have the 

guys, my co-founders, who are celebrities that we definitely use as the brand characters for 

his brand, which is something that most people connect the brand to. Then we are working on 

some new stuff where we can kind of, I’m not saying distance them from the brand, but also 

present the brand without presenting them, some people might not like Logi, or someone, but 

just in case we should be able to present the brand without presenting the guys. 

 

Okay. So you must have been there at the beginning when you were deciding on your 

brand look and feel. What was some of the thought behind choosing the black and 

white? And why are you now thinking of adding another colour? 
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I mean the only reason that we are thinking of adding another colour is just because, I mean 

we already have another colour, that’s the colour red, and it has always been supposed o be 

used for emphasis and stuff like that. Maybe the reason why we won’t dwell on red too much 

in the telecom thing is because Vodafone is red, and is the reddest company on earth. I don’t 

know if I can share my screen with you… wait… [tries to find the file] 

 

Did you find it? 

 

Not really, but I have the one for Útvarp 101. Okay you can see what I’m seeing now. 

[Shows his computer screen] Okay. This is like, this is actually a very cool thing, this is 

actually the research and thesis form that our friend Siggi uses when he is creating a brand. In 

terms of creating brands in Iceland I think he is definitely the best. Here’s some research 

questions about Útvarp 101. Here are some things that beam into the brand of sambandið. I 

don’t know if you know soylent. This is like a utopian drink where you get everything you 

need and the perfect nutrition so you just drink two of these a day and then you’re good. 

 

So these are references for you, the kind of things you were looking at when you were 

building your brand. 

 

Yep. This is the marketing for Soylend, everyone is in space.  

 

I’ve seen some marketing material from you guys which is similar to this one.  

 

Yeah kind of. This is another one which is kind of good because we were looking at 

subscription products. This is Lot. Lot has now been turned into a marketing company. But it 

was a lifestyle brand that you could be in subscription of. And you subscribe to these things 

and then once a month you get sent a T-shirt of a fragrance or if you had been there for a long 

time you would be able to get like a motorcycle. This is the marketing for that. This is a letter 

company, a typography company. The UN played a part here. And then the hope of the space 

race which was, which has a really distinctive look. And here you are starting to see pictures 

which really were samples for sambandid and útvarp 101. I really like this one. Nasa, 

startrek, the big idea is the utopian society of the future. The utopian cultural society of the 

future. It may seem a bit strange, but that is kind of what we are shooting for. Ads for útvarp 
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101 – I mean útvarp 101 doesn’t generate enough profit to run an ad for it, but we did one, 

but when we are doing ads for sambandid, it is all happening in this universe we are creating 

where we project that everyone is happy, really culturally intelligent and relevant and kind of 

living in harmony. We do not say this a lot, this is way too complicated for a normal kid who 

is trying to figure out where he should have his telephone contract. But at least in the creative 

pitch this is what we are going for. 

 

It sounds like you have a really solid base of where you are coming from. And to what 

extent do you try and communicate this in your marketing material, in the stuff that 

you send out. I know we have seen a lot of pictures that are inspired by this, but on a 

daily basis when you are advertising your products and services, to what extent do you 

use this brand foundation? 

 

We have this tagline for Sambandid which is ‘Sambandið símafelagið framtíðarinnar’ which 

is ‘Sambandid telephone company of the future’. All our radio ads for example have this. We 

do have, really I would like to make, because we are really doing projects which are forward 

pushing. I don’t know – I hope this project is something that you will be working on for a 

while so that I don’t spoil my surprise with what I am about to say here, but I fully trust you 

in doing this. We are doing, we are opening a store in Kringlan but there is no employee in 

the sore. It is a VR store where you can go into the telephone company of the future and 

experience a few different experiences in four or five rooms.  

 

That’s huge! 

 

In the rooms you are also able to collect – Siggi is doing it, what we think is the visual 

representation of a gigabyte. Because that has never been done before, I have never seen a 

gigabyte icon. It’s just gonna be some icon. In the VR experience you can go into at 

Kringlan, there is going to be loads of gigabytes lying around and you can collect them for 

yourself. And then you can check out and then you can keep them as real gigabytes in the 

company. 

 

Wow. 
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Yeah, you can only say you are futuristic so much, you have to kind of do some stuff that is 

futuristic as well. 

 

That’s so true. You guys are clearly very creatively driven. Do you think that people 

respond to that? How much do you think people understand of your creative 

background? How much do you think they understand and how much do you think it 

plays a role in them choosing you? 

 

 I think that there’s two sides to this. Of course there are a lot of people that we personally 

know here in Reykjavik who should be able to understand that we are doing something that is 

very creatively driven and they should be lured into business with us because of that. WE 

definitely saw in the first few days when we launched the company and we hadn’t told 

anyone about anything and we got a couple hundred people coming to us that was obviously 

just friends of ours who knew us before. The other side of this is that everything that we do 

here – and I’m very happy with this – ever since I started working here and since Logi 

brought me on, that was in the music part of things that was five years ago, when I was… I 

know nothing now, but I definitely knew nothing then. And, one thing that has always been a 

very central part of what we do is that we do everything with taste, we don’t want to put out 

anything that is lacking in look or feel or anything. When we are doing music videos or 

album covers or promotional stuff, there is never an option to put out something that is not 

aesthetically pleasing. And it is really hard to maintain that when you have something like 

sambandið when you have a lot of material going out. And sometimes I see that I could be 

posting more stuff, maybe if you check out our facebook you won’t see a lot of posts because 

it is all going in in some dystopian dark web facebook ad generator thing, but I could be 

posting more but I am being delayed because I am going over another sketch from our 

graphic designer, I might have a designer that ive hired for this particular project and he’s not 

getting the brand guidelines and he’s fucking up some of the font butt – I do believe that in 

the long run – and I’ve seen enough research to back that up – but in the long run, creative 

and just the creative side of things in general and being distinctive creatively, and being of 

high quality creatively is essentially what creates a distinction in people’s minds between 

your brand and some other brand. And I do feel that we are far away from the creative world 

of Nova which is our main competitor and I am really happy that we are far away. Maybe its 

situational but I have grown a hatred towards their brand identity. I think that being 

consistent in what we present is going to make us distinctive in the long run. 
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I think that that is really interesting because then you are moving away from just 

having distinctive brand assets and having a distinctive brand identity.  

 

Are you still watching my screen? I’m going to show you something cool here. This is 

obviously not the telephone one this is útvarp 101 but there are some references here to 

broadcast and radio identities throughout the years. This is old Rúv logo for Rás 1. These are 

some old radio postcards before the internet. Then you have the old Ruv logo in Radio 

Moscow. Here is the apple podcast logo. Here are some concentric ideas. Here’s opal. 

You’ve probably had an opal before. Opal was a rip-off of Oxydol. Here you have the 

Olympic games in 68 in Mexico. The idea was to do something with radio waves. Here are 

some waves going through the atmosphere. And here’s our logo. I always liked this 

transition. And then you have all these sorts of applications. Here you have the brand colours 

from the beginning which is black and white, black and grey, different shades and tones of 

grey and black and white. 

 

And do you use all of those variations? 

 

I would say that we use the grey the least. I feel its kind of depressing. And here you can see 

the original idea. Because at this point Siggi did not know that we were going to do a 

telephone company. I was under NDA and I couldn’t tell him. And we just wanted to open up 

a universe we wanted to create a brand which could transcribe to whatever industry we were 

in at the moment. Here is the úvarp 101, 101 radio, sjónvarp 101, which would be the TV 

department. We aren’t using the brand exactly like this but if we had a TV station it would be 

sjonvarp 101. 101 fréttir, so a news department. No, I mean. Actually yeah we did a show on 

facebook on fréttir which ran for almost a year and which had this logo. Which was like a 

onece a week news leter, something like gossip kind of suff. Not my proudest work. 101 

radio, 101 media, 101 broadcast, 101 group…. What I am trying to get at is that the natural 

continuation of this [brings up new page] which is 101 Sambandið. You have seen our logo, 

which is basically the same thing. But since you are doing a thesis on colour I am going to 

show you a few thing bfore I stop sharing my screen here. Yeah then you got the typography 

and some of the usage of that. We also run a website so the type had to be really constricted. 

Then you have some graphic elements. Which we have used through our video stuff. This is 

101 in morse. And this is the Ruv logo with a twist. And Ruv actually sent us a cease and 
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desist for this. And the original graphic designer is not working there anymore and doesn’t 

care and we just said that this is the radio Moscow logo so stop bothering us. But here are 

some – then we do a lot with these concentric shapes. And here we have the whole spectrum. 

 

Okay. So there you have red for emphasis. And do you use the red? 

 

We do use it more in the radio part of things. You know Floni our friend, we did a special 

with him and we put a devil emoji in the 0 and it was all red. That was the only time I 

remember it red. But we are kind of, we have a lot of options on doing different things with 

this very simple branding in essence. Like we just put on his colors and put it on our stuff and 

it was fine. And then we have some applications here. But we haven’t really done any of 

these mic protectors…. We could do products. Siggi is all about products. I don’t know 

maybe Logi has told you. One thing that we did with Siggi and for a band we had that I was 

managing and Logi was in, we did this concept of a water. I’ll show you. It was the design 

march which was just the other day. We were participating and we did this [shows picture of 

the water bottle design]. It is just a concept of a water bottle.  

 

Was this part of the brand or was it a new idea? 

 

It was just an art project that we did. I don’t know. We did a photoshoot and it was like cut 

outs of all the photos and then the water bottle was then just the center piece. But obviously 

we couldn’t produce the water bottle. Its actually really expensive to produce a water bottle. 

So it was just a concept. 

 

Very cool. I have just a few more questions. And by the way thank you for showing me 

all of that, its really useful to me. There is research to suggest that only 16% of people 

who are shown an ad both remember the ad and remember the name of the brand who 

was advertising. Do you have any strategies or any tactics to address that, or to get your 

ads across.  

 

I would say that, that’s just the stuff that we are figuring out as we are doing it. We have seen 

a lot of different responses to many of our ads. WE haven’t run many, we are only inour 

second cycle of doing new material. But I do think that, and I am fairly confident in our reach 

to our consumer. I think just via our original reach with our social media and the small 
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community of Iceland, I think we already reach a lot of our consumers. But the mass 

marketing stuff becomes more just a credibility think.  

 

Interesting. Just to show you are active in the market? 

 

Just to show the kids that we are a real company. We are not just like the guys you know on 

Instagram doing stuff on Instagram. We have this billboard here which is obviously like a 

real company. I’m not saying that’s the whole idea but that is definitely part of it. 

 

So do I have his right, when you do mass marketing strategies, it is not necessarily o 

build brand awareness generally across the population, its to show and to give authority 

to what you are saying since you are a new brand. 

 

I would say that it goes well together. Obviously brand awareness is important for us as well 

because we don’t want a kind coming from Aron’s Instagram telling his mother that we are 

the cheapest, that he saves us data each month, and maybe he’s getting a whole spiel from 

some of our social media marketing. The you don’t want his mother to combat him with ‘Ive 

never heard of this, you’re staying with Nova.’ That’s kind of the idea. And one thing that 

was really surprising to me, and I don’t know how it was so surprising for me, because I 

thought I had on the other side of the table enough experts in the telephone market to be able 

to tell me this beforehand, that a lot of our proposed market, that is 18-25 year olds, a really 

big chunk of 18-25 year olds do not pay for their telephone bill themselves. And we have a 

lot of people who have said I would join you if I was paying my telephone bill myself, but 

my dad is paying so I’m not gonna… So now one of our actions is, we have a specific action 

which targets 18 year olds (I hope you’re not going to leak everything to nova after this)… 

but its just an action which is directed at young people, but their parents. 

 

Of course, because your clients and the people who are actually paying are the parents. 

 

They are the ones who are making the decision. And what Nova did and what they were able 

to do when they came ino the market was they created such a big splash, even though for one 

or two years they were treading water, kind of alike to what I am doing now. And they  

managed to get the kids to star begging their parents to switch for them. Which would be 

ideal for me. 
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And the parents need to be receptive to that also. 

 

Yeah and they need to know what’s happening as well. 

 

This is a very exciting time for you guys, I think. 

 

Right! 

 

That was all of my questions. If there is anything that I missed that you would like to 

add, please feel free. 

 

No I don’t think so. I hope I said something of value here. 

 

You definitely did, it was very useful for me. 

 

I think one of the things I would most be able to concentrate more on is the actual studying of 

marketing.  I do feel that, in a way, because I have been working in marketing for four or five 

years, and I have read a lot and I am interested in a lot, and I have actually been able to 

market test a lot of the stuff I wanted to do. But as you get closer to what I would call the big 

leagues of marketing you would want to have an education in marketing. Just that I put that 

forward. Because I am in no way, when I am describing the market here in Iceland, I am not 

saying that I know all the answers, I am just trying to figure them ou as we go. But I do know 

what course of action we want to take and what we want our brand to signal to new users. 

And as long as we are on that line I think we are good. 

 

Yeah and that is exactly why I wanted to speak to someone who is working in marketing 

because I come from an academic perspective and so I am reading all the time and 

reading best practices and I want to see how it works on the field. Because I imagine 

there are challenges that come up that make it difficult to implement what you read in a 

text book and what you read in an article. So.. 

 

Yeah, I mean you just have to compromise a lot. Because there are a lot of things that I would 

want to do that I am not able to do because its maybe a budget issue, or a people issue, or 
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maybe it’s just a situational issue. But even then, I think it would be better to know all the 

best practices and some of them I am learning about in school and some of them I have 

written or read about on various occasions. But although nothing comes before trying to so 

something in actuality, I’ve started to become more academically swayed by each week 

passing. 

 

Thank you so much for your time to day this has been a huge help.  
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