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1. Introduction

ithin the current context of the attention economy (Guld, 2023), the brand has become

established as one of organisations' most valuable strategic assets, surpassing even the

importance of traditional tangible assets (Brujd, 2014; Mayorga-Escalada, 2024). In
environments characterised by communicative saturation, symbolic hypercompetition and
market convergence, a brand's ability to be recognised, remembered and differentiated becomes
a key factor in generating economic, reputational and relational value (Kapferer, 2012). In this
context, corporate visual identity emerges as a fundamental strategic device for articulating and
visually projecting brand identity in environments characterised by intense competition for
attention (Aaker, 2023).

Corporate visual identity can be defined as an organised system of graphic signs that enables
an organisation to be identified, differentiated and visually represented to its stakeholders (Costa,
2014; Gonzalez-Solas, 2004; Villafaiie, 2002). This system integrates plastic, iconic and linguistic
elements that operate in an interrelated manner to translate corporate identity into visual form
(Chaves, 2016; Oliveira & Raposo, 2016). From this perspective, visual identity is not merely an
aesthetic exercise, but a structural component of strategic branding, as it contributes to the
construction of meanings, associations and values that shape perceptions of the brand among its
audiences (Contreras & San Nicolas, 2001).

Within this system, the graphic brand occupies a central position, functioning as a visual
synthesis of corporate identity (Olins, 2009). Beyond its identifying function, it constitutes a
semiotic artefact capable of articulating recognition, differentiation and symbolic promise within
a relatively stable visual unit (Foroudi et al., 2017; Vieira, 2023). Various studies have shown that
the graphic brand not only facilitates identification, but also contributes to generating familiarity,
trust and emotional bonds with audiences (Salvador-Rivero & Montes-Vozmediano, 2016).

Figure 1. Definition and basic examples of graphic brand types.

LOGOTIPO ISOTIPO

La palabra con su tipografia,
se identifica por el texto.

Cettity <

El simbolo o dibujo de la marca.

IMAGOTIPO ISOLOGO
Fusiéon del simbolo o dibujo
Se combina el simbolo o dibujo con el texto dentro.
con el texto. No pueden dividirse.

@ Spotify

Source: Begoromero.com, based on (Chaves & Espinosa, 2022).

From a cognitive perspective, graphic brand design acquires particular relevance in contexts
characterised by rapid, fragmented and repeated exposure, such as digital environments and
social media platforms (Henderson et al., 2004; Zhao & Meyer, 2007). In these settings, the
effectiveness of the visual sign depends on its capacity to be processed quickly and easily, which
has driven the progressive simplification of dominant graphic languages (Gregersen & Johansen,
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2022; Slade-Brooking, 2016). Recent literature shows that simple, geometric, two-dimensional
graphic brands with restrained colour palettes tend to generate more positive evaluations, greater
recognition and better brand recall, particularly in contexts of low involvement or visual
saturation (Suarez-Carballo et al.,, 2018).

This trend is directly linked to the attention economy (Melo, 2022), understood as an
environment in which human attention becomes a scarce and highly contested resource (Wang,
2024). In this context, brands compete not only for market share, but also for visibility and
exposure time within a fragmented media ecosystem dominated by digital interfaces (Diaz-Mesa,
2025). Visual identity, and the graphic brand in particular, thus acts as a strategic instrument for
capturing and optimising audience attention, functioning as a cognitive shortcut that facilitates
the rapid identification of an organisation within saturated visual flows (Bernal-Torres, 2025).

Nevertheless, the consensus surrounding simplification as a means of achieving visual
effectiveness is not without debate. While some authors interpret it as a functional adaptation to
platform environments and the accelerated circulation of images, others warn that it may lead to
visual homogenisation and a loss of symbolic distinctiveness (Chaves, 2016; Gregersen &
Johansen, 2022). In this sense, simplification may improve legibility, but it may also reduce the
narrative density of the sign when it entails excessive neutralisation of its historical or cultural
references.

The digitalisation of communication has intensified these dynamics by multiplying the points
of contact between brands and users, requiring visual identities that are highly adaptable across
multiple media, sizes and formats (Sanz-Peralta et al., 2023). Websites, mobile applications and
social media have become central spaces for the construction and projection of brand identity, in
which visual coherence, legibility and flexibility have become fundamental principles of
contemporary design (Wheeler & Meyerson, 2024).

This debate is directly related to studies of communication and visual culture in digital
environments (Freedman, 2025; Thellefsen & Friedman, 2023). The graphic brand no longer
circulates solely as a stable corporate sign, but as an image subject to constant recoding across
screens, social media, mobile interfaces and contexts of accelerated visual consumption (Raposo
et al,, 2023). Within this framework, visual identity forms part of a broader digital visual culture
in which visibility, repetition, simplification and recognition intersect with processes of
standardisation and competition for attention (Denga et al., 2023).

Accordingly, the attention economy involves not only quantitative competition for visibility,
but also a qualitative regime that favours visual configurations that can be processed rapidly and
are scalable, legible and adaptable. The simplification of the graphic brand can therefore be
interpreted as a strategic response to contemporary conditions of visual circulation (Bernal-
Torres, 2025; Diaz-Mesa, 2025; Melo, 2022). However, this logic does not manifest itself uniformly
across all brand domains.

Alongside global corporate brands, which are oriented towards international markets and
characterised by substantial strategic investment in branding, there are other brands of
considerable economic and symbolic value that operate according to different communication
logics. Particularly prominent among these are elite professional football clubs, whose brands are
firmly embedded in the entertainment industry and the show business of professional sport
(Boyle & Haynes, 2014; Ginesta, 2017).

Professional football constitutes one of the foremost contemporary global spectacles,
attracting audiences in the millions, generating substantial revenues and maintaining a strong
media and digital presence (Getnet et al., 2025; Giulianotti & Armstrong, 2013). In this context,
clubs function simultaneously as sporting organisations, entertainment companies and cultural
brands deeply rooted in territories and collective identities (Chadwick, 2022; Niemann et al.,
2024). This threefold nature shapes their visual identities, which must combine commercial
functions with the articulation of historical values, symbols of belonging and identity narratives
(Gémez-Bantel, 2016).

The expansion of social media and the mediatisation of football have intensified the tension
between tradition and digital adaptation in clubs' visual identities (Jagerskiold-Nilsson, 2023;
Macias-Carrillo, 2016). While clubs must preserve recognisable identity elements for their
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established communities, they also need to adapt their brands to digital environments governed
by the attention economy, where simplicity, legibility and visual versatility are essential (Suarez-
Carballo et al., 2018). This tension is reflected in recent redesigns of crests and graphic brands,
which have generated intense debate among supporters, designers and brand managers
(Michailidis, 2016; Oleas et al., 2024).

Despite the strategic relevance of these issues, the academic literature on corporate visual
identity has tended to analyse corporate and sports brands separately, without comparing their
graphic languages through systematic studies based on large samples (Suarez-Carballo, 2022).
Most studies focus on individual case analyses or qualitative examinations of rebranding
processes, thereby limiting the identification of dominant visual patterns and structural
divergences between different brand domains (Sanz-Peralta et al., 2023).

Within this context, a comparative analysis of the graphic brands of the world's most valuable
corporations and the clubs representing the elite of international football offers a particularly
relevant avenue for understanding the visual models that coexist within the contemporary
attention economy. From this perspective, the study of the graphic brand transcends its formal
dimension, providing a privileged means of accessing the cultural, symbolic and strategic logics
that structure branding in highly visible global corporate and sporting contexts.

2. Objectives

As noted above, this study is situated within research on corporate visual identity and graphic
brand design in the context of the attention economy and the mediatisation of contemporary
branding. It takes as its starting point an understanding of the graphic brand as a strategic device
for the symbolic translation of brand identity.

(GO). The general objective is to compare the visual models (graphic brands) currently adopted
by the world's most valuable corporate brands and football clubs.

In order to establish a sufficiently robust empirical basis for addressing the general objective,
a series of specific objectives are proposed:

(SO1). To examine the predominant types and formal characteristics of the graphic brands of
the world's most valuable corporate organisations and football clubs.

(SO2). To analyse the degree of iconic simplification or complexity of the graphic brands
examined.

(S0O3). To assess the use of colour and colour strategies in the graphic brands of the world's
most valuable corporate organisations and football clubs.

(SO4). To analyse the role of the linguistic sign in the configuration of the graphic brands of the
world's most valuable corporate organisations and football clubs.

These objectives make it possible to examine the configuration of graphic brands in both
contexts systematically and comparatively, facilitating an integrated interpretation of the results
and laying the foundations for a critical discussion of the evolution of visual branding within the
attention economy and in professional football as a global entertainment phenomenon.

3. Methodology

3.1. Research Design

The study adopts a quantitative, descriptive and comparative methodological design based on
systematic content analysis (Bardin, 2002; Liauw, 2022). This technique is well suited to the
analysis of complex visual objects such as graphic brands, as it enables the visual sign to be broken
down objectively into observable, classifiable and comparable units (Allen & Simmons, 2003;
Dopico-Castro et al.,, 2023; Foroudi et al,, 2017). It also facilitates the identification of visual
patterns, formal trends and symbolic strategies across large samples (Eytam et al., 2020;
Gamonal-Arroyo & Garcia-Garcia, 2015; Jang et al., 2018).

From an epistemological perspective, the study is situated within the fields of visual
communication and strategic branding, treating the graphic brand as a complex semiotic system
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whose configuration is shaped by functional, technological, cultural and historical factors (Chaves,
2016; Costa, 2014; Olins, 2009).

3.2. Sample and Scope of the Study

The object of study comprises the official graphic brands of the 100 most valuable brands
worldwide included in the Best Global Brands 2024 ranking (Interbrand), together with those of
the 20 most valuable professional football clubs listed in the Football Money League 2024
(Deloitte). The total sample comprises 120 cases, representing 100% of the population under
study. These rankings were selected on the basis of their international recognition and the
methodological robustness of their valuation criteria.

The unit of analysis is the official graphic brand used by each organisation at the time of the
study. The visual material was collected between October and November 2025. The organisations
were initially identified through the two rankings, after which their graphic brands were verified
on the respective official digital platforms to ensure the validity of the dataset.

3.3. Analysis Instrument

For data collection, an ad hoc analysis framework was developed based on the Logo Design
Analysis Protocol (LDAP) proposed by Badajoz-Davila et al. (2025), supplemented by
contributions from Chaves and Espinosa (2022), Mollerup (1999) and Romero-Rodriguez et al.
(2023). To align the instrument with the study objectives, the framework was structured around
three analytical dimensions, drawing on the tradition of image analysis developed by Groupe p
(1993) and Joly (1999): the plastic sign, referring to the formal visual properties of the image; the
iconic sign; and the linguistic sign.

Table 1. Content analysis framework for graphic brands
Dimensions of analysis Variables Coding categories

Plastic sign Type of graphic brand Logo only; logo with symbol;
logo-symbol; symbol only;
logo with background; logo
with accessory

Dimensional representation Two-dimensional; three-
dimensional

Predominant shapes Geometric; organic; mixed

Proportions of the graphic Horizontal; vertical;

brand square/circular; irregular

Compositional balance and Symmetry; asymmetry;

stability instability

Use and shape of the No container; circular;

container square/rectangular;

triangular or irregular

Heraldic features Presence of a heraldic
container; use of internal
divisions within the shield;
presence of external

ornamentation

Number of colours Two; three or more

Colours (colours)

Colour harmony Achromatic; monochromatic;
analogous; complementary;
other
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Iconic sign

Number of relevant iconic
elements

Level of iconicity

Nature of the elements

One; two; three or more

Typographic; figurative;
abstract

Corporate;

cultural/social /historical;
political/territorial; sporting;
other

Linguistic sign

Presence of a linguistic sign
Type of name used

Presence of year of foundation
Typeface family

Typeface weight

Typeface slant

Typeface width

Yes; no

Corporate; popular; acronym
Yes; no

Serif; sans serif; script

Light; regular; bold

Rounded; Italic/oblique

Condensed; regular; extended

Letter case High; low

Text position (horizontaland  Centred; not centred
vertical axis)
Source: Authors' own elaboration based on (Badajoz-Davila et al., 2025); (Chaves, 2015); (Chaves &

Espinosa, 2022); (Garcia, 2018); (Gavira-Tomas, 2021); (Mollerup, 1999); (Oleas et al., 2024); (Romero-
Rodriguez et al., 2023)

3.4. Coding Procedure and Data Analysis

The analysis was conducted in several stages. First, the graphic material relating to the selected
brands was collected and systematically organised using the rankings and official corporate
sources. Second, each case was coded using the analysis instrument, with the values
corresponding to each variable recorded. To ensure the reliability of the process, all variables and
categories were operationally defined in accordance with methodological recommendations for
visual content analysis (Krippendorff, 2018; Neuendorf, 2017). The instrument was also reviewed
beforehand to ensure internal consistency and avoid overlap between categories. Data recording
was carried out through a blind paired-coding process (Lillo, 2012) involving two researchers.
The procedure included independent coding, comparison of results, discussion of discrepancies
and recoding of cases where necessary until consensus was reached. Finally, the data were
cleaned, organised and analysed using SPSS statistical software, enabling the calculation of
frequencies and percentages, as well as the identification of visual patterns and general trends
across the sample.

4. Results

The study population comprises the 100 most valuable global brands included in Interbrand's
Best Global Brands 2024 ranking (83.3%) and the 20 most valuable professional football clubs
included in Deloitte's Football Money League 2024 (16.7%).

The global brands display considerable sectoral heterogeneity according to the Spanish
National Classification of Economic Activities (CNAE). The technology sector accounts for the
largest share (24%), followed by the consumer, fashion and aesthetics sectors (16% each), and
the automotive and financial sectors (10% each). Entertainment and distribution are less strongly
represented (8% each), followed by insurance (2%) and toys (1%).

Among the most valuable football clubs, there is a clear concentration across European leagues.
The Premier League (England) accounts for 45% of the clubs, followed by La Liga (Spain), Serie A
(Italy) and Ligue 1 (France), with 15% each, while the Bundesliga (Germany) accounts for 10%.
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With regard to year of foundation, the 120 brands as a whole show a concentration of
organisations established before the mid-twentieth century (58.3%), compared with 41.7%
founded subsequently. Nevertheless, differences emerge between the two groups. Among the Best
Global Brands, 52% were founded before 1950 and 48% thereafter. The historical character of the
football clubs is much more pronounced: 90% were founded before 1950 (60% in the late
nineteenth century and 30% in the first decades of the twentieth century), while only 10% were
founded later.

Figure 2. Distribution of the graphic brands analysed by year of foundation.

80%

70%

60%

50%

40%

30%

20%

10% .

0%
19th century 20th century 21st century
H Best Global Brands (Interbrand) H Football Money League (Deloitte)
Source: Authors' own elaboration.
4.1. Plastic Sign

Across the sample as a whole, the pure logotype is the most frequent type (30.8%), followed by
the logotype with symbol (19.2%), the logo-symbol (18.3%) and the standalone symbol (16.7%).
Graphic brands with a background (10%) and those with accessories (5%) are less common.
However, the comparative analysis reveals clearly differentiated patterns. Among the Best Global
Brands, the pure logotype clearly predominates (37%), followed by the logotype with symbol
(22%) and the standalone symbol (15%), while the logo-symbol accounts for only 12%. By
contrast, among the clubs included in the Football Money League, the logo-symbol (65%) and
standalone symbol (25%) clearly predominant, while the pure logotype is entirely absent.
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Figure 3. Typology of the graphic brands analysed.
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40%
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H Best Global Brands (Interbrand) H Football Money League (Deloitte)
Source: Authors' own elaboration.

Two-dimensionality is an almost universal feature of the brands analysed (96.7%). This
pattern is even more pronounced among the Best Global Brands (99%), whereas three-
dimensional solutions remain present in 15% of football club brands.

With regard to predominant forms, geometric forms predominate across the sample as a whole
(75%), compared with organic and mixed forms (12.5% each). This pattern is even more
pronounced among the global brands (83%), while football clubs display greater formal diversity,
with mixed forms predominating (45%), followed by geometric (35%) and organic forms (20%).

Figure 4. Predominant types of shapes in the graphic brands analysed.
90%

80%
70%
60%
50%
40%
30%
20%
ull
0% I

Geometric Organic Mixed

B Best Global Brands (Interbrand) B Football Money League (Deloitte)

Source: Authors' own elaboration.
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Horizontal proportions predominate across the sample as a whole (61.7%), particularly among
the Best Global Brands (74%). By contrast, football clubs predominantly display square or circular
proportions (55%) and vertical proportions (45%), with no horizontal proportions.

Figure 5. Formal proportions of the graphic brands analysed.
80%

70%

60%

50%
40%
30%
20%
0% . —

Square (+circular) Vertical Horizontal Irregular

m Best Global Brands (Interbrand) ® Football Money League (Deloitte)
Source: Authors' own elaboration.

In terms of compositional balance, 77.5% of the brands feature symmetrical compositions, a
proportion that rises to 86% among the global brands. Among football clubs, the pattern is
reversed: asymmetrical compositions predominate (60%), compared with symmetrical
compositions (35%).

Figure 6. Compositional balance and stability of the graphic brands analysed.

100%
90%
80%
70%
60%
50%
40%
30%
20%
10%

Symmetry Asymmetry Instability

0%

H Best Global Brands (Interbrand) ® Football Money League (Deloitte)

Source: Authors' own elaboration.
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A container is used in 40.8% of the graphic brands analysed, although the two groups display
contrasting patterns. While 67% of the Best Global Brands do not use a container, 80% of the clubs
included in the Football Money League incorporate one. In both groups, the circular container is
the most common (16% and 40%, respectively). Among the global brands, the second most
frequent option is a square or rectangular container (11%), whereas football clubs primarily use
triangular containers (30%).

Figure 7. Use of the container in the graphic brands analysed.
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Source: Authors' own elaboration.

Heraldic features are present in 26.7% of the brands analysed, although there are marked
differences between the two groups. Only 16% of the global brands incorporate heraldic elements,
compared with 80% of football clubs. Among the latter, heraldic-style containers (80%), internal
shield divisions (50%) and external ornaments (20%) are common, whereas these features are
only marginally present among global brands.

Figure 8. Degree of heraldic elements in the graphic brand.
90%
80%
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60%
50%
40%
30%
20% l
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H Best Global Brands (Interbrand) ® Football Money League (Deloitte)

Source: Authors' own elaboration.
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With regard to colour, 68.3% of the brands use two colours. This tendency is even more
pronounced among the Best Global Brands (78%), whereas the pattern is reversed among football
clubs, 80% of which use three or more colours.

Figure 9. Number of colours used in the graphic brands analysed.
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H Best Global Brands (Interbrand) ® Football Money League (Deloitte)
Source: Authors' own elaboration.

Regarding the colours used, white (75.8%), black (40%), blue (33.3%) and red (28.3%)
predominate. A similar pattern is observed among the global brands, whereas blue and red are
particularly prominent among football clubs (55% each). Other colours, such as green, yellow,
purple and orange, are less common, with none exceeding 10%.

The most frequent colour harmonies across the sample as a whole are monochromatic (41.7%)
and achromatic (25%). Among the global brands, these approaches account for 76%, whereas
complementary harmonies and more complex colour combinations predominate among football
clubs (60%).

4.2. Iconic Sign

Regarding the number of iconic elements, 55.8% of the brands incorporate a single element,
26.7% include two, and 17.4% include three or more. Among the Best Global Brands, a single
element clearly predominates (66%), whereas 95% of the clubs included in the Football Money
League incorporate two or more elements, indicating greater symbolic density.
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Figure 10. Number of iconic elements present in the graphic brands analysed.
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Regarding the level of iconicity, typographic brands predominate across the sample as a whole
(40.8%), followed by figurative (39.2%) and abstract brands (20%). Among the Best Global
Brands, typographic brands predominate (48%), whereas abstract brands are most prevalent in
the Football Money League (50%), followed by figurative brands (45%), with typographic brands
accounting for only 5%.

Figure 11. Nature of the iconic elements of the graphic brands analysed.
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Regarding the nature of the iconic elements, corporate references are present in 96.6% of
cases. These are followed by cultural, social or historical elements (27.5%), political or territorial
elements (6.6%), sporting elements (5.8%) and other elements (0.8%). Football clubs display
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greater symbolic diversity, with a significant presence of cultural or historical elements (65%),
sporting elements (30%) and territorial elements (25%).

4.3. Linguistic Sign

The linguistic sign is present in 84.2% of the graphic brands analysed, with a higher incidence
among global brands (86%) than among football clubs (75%).

Among the brands that incorporate text, the corporate name predominates (78.2%), followed
by acronyms (12.9%) and popular names (12.9%). Among the Best Global Brands, the corporate
name is dominant (89.5%), whereas among the Football Money League clubs, popular names
(53.3%) and acronyms (33.3%) predominate.

Figure 12. Type of name used in the linguistic sign of the graphic brands.
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Source: Authors' own elaboration.

The year of foundation appears only infrequently (4%). Among global brands, its presence is
marginal (1.2%), whereas among football clubs it reaches 20%.

Regarding typeface family, sans serif typefaces predominate (67.3%), followed by serif
(24.8%) and script typefaces (7.9%). This pattern is maintained among the Best Global Brands
(68.6% sans serif), while football clubs use only sans serif (60%) and serif (40%) typefaces.

The most frequent typeface weight is bold (58.4%), followed by regular (39.6%) and, only
marginally, light (2%). Global brands make greater use of bold (62.8%), whereas football clubs
predominantly use regular (66.7%).
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Figure 13. Typeface weight of the linguistic sign in the graphic brands analysed.
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Source: Authors' own elaboration.

Typeface slant is predominantly roman (82.2%), compared with 17.8% in italic or oblique
styles, a trend that 1is particularly pronounced among football clubs (93.3%).
The most frequent typeface width is regular (48.5%), followed by condensed (32.7%) and
extended (18.8%). This pattern is observed in both the Best Global Brands (48.8%) and the
Football Money League (46.7%), where extended ranks second (33.3%).

Figure 14. Typeface width in the graphic brands analysed.
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Among brands incorporating a linguistic sign, uppercase lettering predominates (59.4%),
compared with lowercase lettering (40.6%). Among global brands, the distribution is relatively

balanced (53.5% versus 46.5%), whereas uppercase lettering clearly predominates among
football clubs (93.3%).
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Finally, text positioning is predominantly centred (79.2%). This pattern is even more
pronounced among the Best Global Brands (84.3%), whereas football clubs show an even
distribution between centred and non-centred positions (50% each), with non-centred
positioning on the vertical axis being particularly prevalent (93.3%).

4.4. Discussion of Results

The results confirm that the graphic brands of the world's most valuable global corporations and
professional football clubs follow distinct visual logics directly linked to their strategic, cultural
and symbolic contexts (Macias-Carrillo, 2016). This divergence is particularly significant when
interpreted within the framework of the attention economy and through an understanding of the
graphic brand as a strategic device for the visual translation of brand identity (Costa, 2014; Guld,
2023; Olins, 2009; Wang, 2024).

In the case of the Best Global Brands ranking, the results show a clear alignment with the
principles of visual simplification, formal standardisation and perceptual efficiency described in
the literature on digital branding (Getnet et al, 2025; Gregersen & Johansen, 2022; Slade-
Brooking, 2016). The predominance of pure logotypes, geometric forms, two-dimensionality,
horizontal proportions and symmetrical compositions confirms a strategic orientation towards
legibility, cross-platform adaptability and rapid cognitive processing, all of which are especially
relevant in digital environments characterised by brief, repeated and fragmented exposure
(Henderson et al., 2004; Zhao & Meyer, 2007).

These findings reinforce the argument that visual simplification improves attentional and
mnemonic effectiveness in contexts of communicative saturation (Melo, 2022; Suarez-Carballo et
al, 2018). However, they may also be interpreted critically as evidence of a trend towards the
visual homogenisation of global brands, whereby the pursuit of neutrality, flexibility and
scalability may reduce some of the sign's symbolic density (Vieira, 2023). The visual effectiveness
of contemporary corporate branding thus appears to rest on a delicate balance between strategic
differentiation and formal standardisation (Bernal-Torres, 2025).

By contrast, the brands included in the Football Money League ranking display a clearly
different formal model. The predominance of logo-symbols and standalone symbols, the extensive
use of containers, the greater presence of asymmetry and the persistence of heraldic features
point to a conception of the visual sign that is less oriented towards standardisation and more
closely associated with symbolic expressiveness, identity narratives and historical tradition. This
finding is consistent with the literature defining football clubs as cultural and identity-based
brands deeply rooted in communities, territories and shared histories (Chadwick, 2022; Ginesta,
2017; Gobmez-Bantel, 2016).

From an iconic perspective, the contrast is equally clear. The Best Global Brands show a marked
preference for simple structures, with a predominance of a single iconic element and a notable
presence of typographic and abstract brands with low symbolic density. By contrast, football clubs
display greater iconic density, with two or more elements in most cases and a broader
combination of cultural, social, historical, sporting and territorial references. This confirms that,
in football, the graphic brand functions not only as a functional identifier but also as a narrative
device capable of conveying memory, belonging and continuity (Giulianotti & Armstrong, 2013;
Niemann et al., 2024).

With regard to colour, the contrast is again evident. The world's most valuable global
corporations predominantly use restrained palettes, two-colour solutions and monochromatic or
achromatic harmonies, in keeping with the principles of visual coherence, versatility and reduced
cognitive load advocated in the literature on visual identity in digital environments (Sanz-Peralta
et al,, 2023; Wheeler & Meyerson, 2024). By contrast, the world's most valuable football clubs
make far greater use of three or more colours and complex colour combinations, thereby
reinforcing their capacity for emotional differentiation and visual spectacle within the competitive
ecosystem of professional sport.

The linguistic sign also displays significant differences. In corporate brands, it performs a
primarily denominative and rational function, with a predominance of the corporate name, sans
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serif typefaces, centred compositions and a strong emphasis on legibility. In football clubs, by
contrast, the linguistic sign performs a more identity-based than purely nominative function:
popular names, acronyms, uppercase lettering and non-centred integration of text within the crest
are more prevalent. The text is thus embedded within a visual logic rooted in heraldic and
ceremonial traditions rather than one that is strictly functional (Michailidis, 2016; Jagerskiold-
Nilsson, 2023).

Overall, the comparison confirms that the two brand domains should not be understood as
better or worse versions of the same visual logic, but as distinct strategic responses to different
brand functions (Boyle & Haynes, 2009; Kapferer, 2012; Niemann et al., 2024). Global
corporations prioritise perceptual efficiency, standardisation and adaptability. Football clubs, by
contrast, prioritise symbolic density, historical continuity and the capacity for collective
representation. The graphic brand thus emerges as a particularly revealing indicator of the
tensions between simplification and memory, digital circulation and tradition, and visual
effectiveness and cultural depth.

5. Conclusions

This study has conducted a systematic comparative analysis of the graphic brands of the world's
most valuable global organisations (Best Global Brands 2024, Interbrand) and professional
football clubs (Football Money League, Deloitte). The analysis of the 120 cases comprising the
sample (equivalent to 100% of the population) provides a robust empirical basis for addressing
the stated objectives.

(SO1) The results show that the most valuable global brands follow a visual model oriented
towards formal simplification and perceptual efficiency. The predominance of pure logotypes,
geometric forms, two-dimensionality, horizontal proportions and symmetrical compositions
demonstrates a clear alignment with the principles of contemporary digital branding, in which
legibility, scalability and visual coherence are key strategic factors. This model responds to the
need to operate effectively in saturated digital environments, where the graphic brand must
function as an immediate and stable identifier across multiple media. By contrast, professional
football club brands display a different formal pattern. The predominance of logo-symbols,
extensive use of containers, preference for compact or vertical proportions and greater presence
of asymmetrical compositions reflect a less standardised and more expressive visual model. In
this context, the graphic brand not only identifies the organisation, but also represents and
symbolises its historical trajectory and collective identity.

(S02) With regard to iconic complexity, the results confirm the coexistence of two symbolic
construction strategies. Brands in the Best Global Brands ranking tend to reduce the number of
iconic elements, with a predominance of typographic or abstract configurations of low semantic
density. This simplification facilitates rapid cognitive processing and reinforces the role of the
logotype as a perceptual shortcut within the attention economy. By contrast, the brands included
in the Football Money League display greater iconic density, commonly incorporating two or more
elements. This complexity fulfils a broader symbolic function: the graphic brand acts as a narrative
device capable of integrating history, values, territory and emotion, thereby reinforcing identity-
based ties with supporter communities.

(SO3) The analysis of colour shows that it constitutes another differentiating element between
the two brand domains. The most valuable global brands predominantly use restrained palettes,
with a prevalence of two colours, achromatic or monochromatic solutions and a strong presence
of white, black and blue. This strategy promotes visual coherence, versatility and adaptability to
digital interfaces, while reducing the audience's cognitive load. By contrast, football clubs display
greater chromatic richness, frequently using three or more colours and complex colour
combinations. This chromatic intensity reinforces expressiveness, emotional differentiation and
the spectacular nature of professional football as an entertainment industry.

(S04) Although the linguistic sign is present in most of the brands analysed, its function differs
between the two contexts. In global brands, a primarily denominative and rational function
predominates, based on the corporate name, sans serif typefaces, heavier typeface weights,
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centred compositions and a relatively balanced use of uppercase lettering. These choices reinforce
clarity, legibility and visual consistency. In football clubs, by contrast, the linguistic sign acquires
a more pronounced identity-based dimension. Popular names and acronyms predominate,
together with a near-universal use of uppercase lettering and greater diversity in text placement,
integrated within a graphic composition with a strong symbolic charge.

(GO) Overall, the results confirm that the graphic brands of the world's most valuable global
organisations and football clubs follow structurally distinct visual models. The global corporate
model is characterised by simplification, standardisation and perceptual efficiency, in keeping
with the demands of digital branding and the attention economy. The football identity-based
model, by contrast, is defined by symbolic complexity, narrative density and the preservation of
historical and cultural elements, with a strong presence of heraldic codes even in contexts of high
international media exposure. These two models should not be understood as opposites, but as
strategic responses that are coherent with different communication contexts, audiences and
brand functions. The graphic brand thus emerges as a direct reflection of the cultural and strategic
logics that structure contemporary branding.

The main limitations of the study include its cross-sectional nature, as it focuses on a specific
point in time and therefore does not allow analysis of how graphic brands evolve over time. In
addition, the analysis is based exclusively on formal and visual variables and does not incorporate
audience perceptions or measures of communicative or emotional effectiveness.

Future research could develop longitudinal studies examining rebranding processes, as well as
incorporate experimental or qualitative methodologies aimed at assessing the reception and
impact of different visual models. It would also be relevant to extend the analysis to other areas
of professional sport, cultural brands or hybrid organisations in order to deepen understanding
of the visual logics operating within the contemporary attention economy.

99



Street Art & Urban Creativity, 12(5), 2026, pp. 83-102

References

Aaker, D. (2023). Branding: too often overlooked in disruptive innovation and social purpose
arenas. Journal of Brand Management, 30(3), 185-189. https://doi.org/10.1057 /s41262-
023-00328-7

Allen, T. y Simmons, J. (2003). Visual and verbal identity. En R. Clifton y ]. Simmons (Coords.),
Brands and Branding, 113-127. Profile Books.

Badajoz-Davila, D., Balbuena, L., & Entenza-Rodriguez, A. 1. (2025). Logo Design Analysis Protocol
(LDAP): herramienta para el andlisis sistematizado de marcas visuales. Grafica, 1-12.
https://doi.org/10.5565 /rev/grafica.409

Bardin, L. (2002). Analisis de contenido [32 edicidn]. Ediciones Akal.

Bernal-Torres, M. (2025). El disefio para la identidad digital en la mercadotecnia. Transregiones,
(10), 77-92.
https://www.revistatransregiones.com/web/index.php /tr/article /view /144

Boyle, R., & Haynes, R. (2014). Sport, public relations and social media. In Routledge handbook of
sport and new media, 133-142. Routledge.

Brujé, G. (2014). LANMARQ. Editorial Almuzara.

Chadwick, S. (2022). From utilitarianism and neoclassical sport management to a new geopolitical
economy of sport. European Sport Management Quarterly, 22(5), 685-704.
https://doi.org/10.1080/16184742.2022.2032251

Chaves, N. (2015). La marca: sefial, nombre, identidad y blasén. Eme, 3, 40-49.
http://dx.doi.org/10.4995/eme.2015.3432

Chaves, N. (2016). La imagen corporativa: teoria y prdctica de la identificacién institucional.
Editorial GG.

Chaves, N., & Espinosa, A. (2022). Tipologias marcarias: pardmetros clasificatorios de logotipos,
simbolos y fondos grdficos. Experimenta Libros.

Contreras, F.,, & San Nicolas, C. (2001). Disefio grafico, creatividad y comunicacién. Blur Ediciones.

Costa, J. (2014). Disenio de Comunicacién Visual: el nuevo paradigma. Grafica, 2(4), 89-107.
https://doi.org/10.5565/rev/grafica.23

Denga, E., Vajjhala, N., & Asortse, S. (2023). Digital branding in the digital era. In The role of brands
in an era of over-information (pp. 171-197). 1GI Global Scientific Publishing.

Diaz-Mesa, H. (2025). Principios de buen disefio: una guia para el desarrollo de identidades
visuales. Ardin. Arte, Diserio e Ingenieria, (14), 142-180.
https://doi.org/10.20868/ardin.2025.14.5429

Dopico-Castro, M., Vazquez-Gémez, J. y Rico-Lépez, C. (2023). La construccién de la identidad
grafica de las instituciones publicas de Galicia en la posmodernidad (1979-1999): la
reinterpretacidn de los simbolos propios a partir de los mitos-de-lugar. Inmaterial. Diserio,
Arte y Sociedad, 8 (16), 13-41. http://doi.org/10.46516/inmaterial.v8.187

Eytam, E.; Lowengart, O. y Tractinsky, N. (2020). Effects of visual simplicity in product design and
individual differences in preference of interactive products. Review of Managerial Science,
15,1347-1389. https://doi.org/10.1007/s11846-020-00391-3

Foroudi, P.; Melewar, T. y Gupta, S. (2017). Corporate logo: history, definition, and components.
International  Studies of Management and Organization, 47(2), 176-196.
http://doi.org/10.1080/00208825.2017.1256166

Freedman, K. (2025). Teaching visual culture: Curriculum, aesthetics, and the social life of art.
Teachers College Press.

Gamonal-Arroyo, R. y Garcia-Garcia, F. (2015). La capacidad discursiva del disefio grafico. Arte,
Individuo y Sociedad, 27 (1), 9-24. http://doi.org/10.5209/rev_ARIS.2015.v27.n1.43009

Garcia, M. (12 de febrero de 2018). La influencia de la heraldica en los logos actuales. Brandemia.
https://brandemia.org/la-influencia-de-la-heraldica-en-los-logos-actuales-0

Gavira-Tomas, I. (13 de febrero de 2021). Breve introduccién a la Heraldica. Herdldica hispdnica.
https://www.heraldicahispanica.com/introduccion-heraldica

Getnet, D., Melkamu, Z., & Mengistu, S. (2025). Exploring the dynamics of financing, fan influence,
and leadership and governance in soccer club performance. Retos: nuevas tendencias en

100



Analysis of the Most Valuable Graphic Brands

educacion fisica, deporte y recreacion, (63), 610-621.
https://dialnet.unirioja.es/descarga/articulo/9927657.pdf

Ginesta, X. (2017). The business of stadia: Maximizing the use of Spanish football venues. Tourism
and Hospitality Research, 17(4), 411-423. https://doi.org/10.1177/1467358416646608

Giulianotti, R,, & Armstrong, G. (2013). The sport for development and peace sector: A critical
sociological analysis. In Global sport-for-development: Critical perspectives, 15-32. Palgrave
Macmillan.

Gomez-Bantel, A. (2016). Football clubs as symbols of regional identities. Soccer & Society, 17(5),
692-702. http://doi.org/10.1080/14660970.2015.1100430

Gonzalez-Solas, ]. (2004). La identidad visual. Area  abierta, 8(1), 1-9.
https://revistas.ucm.es/index.php/ARAB/article/download/ARAB0404230001A/4209/
5136

Gregersen, M. K,, & Johansen, T. S. (2022). Organizational-level visual identity: An integrative
literature review. Corporate Communications: An International Journal, 27(3), 441-456.
https://doi.org/10.1108/CCI]-06-2021-0068

Groupe, p (1993). Tratado del signo visual. Catedra.

Guld, A. (2023). Influencer agencies: The institutionalization of the digital attention economy. Acta
Universitatis Sapientiae, Social Analysis, (13), 142-157. https://doi.org/10.2478/aussoc-
2023-0010

Henderson, P. W.; Cote, . A;; Leong, S. M. y Schmitt, B. (2004). Building Strong Brands in Asia:
Selecting the Visual Components of Image to Maximize Brand Strength. International
Journal of Research in Marketing, 20 (4), 297-313.
https://doi.org/10.1016/].ijresmar.2003.03.001

Jagerskiold-Nilsson, L. (2023). La herdldica del fiitbol. Disefio, significado y simbolismo de los
escudos de los clubs mds famosos del mundo. Editorial Base.

Jang, ]. Y.; Baek, E.; Yoon, S.-Y.y Choo, H. Y. (2018). Store Design: Visual Complexity and Consumer
Responses. International Journal of Design, 12 (2).
https://www.ijdesign.org/index.php/I]Design/article/view /2934

Joly, M. (1999). La imagen fija. La marca editora.

Kapferer, ]. N. (2012). The new strategic brand management: Advanced insights and strategic
thinking. Kogan page publishers.

Krippendorff, K. (2018). Content analysis: An introduction to its methodology. Sage publications.

Liauw, T.T. (2022). Content analysis and its application with dynamic online content: a case study.
Jurnal Teknik Industri: Jurnal Keilmuan dan Aplikasi Teknik Industri, 24(2), 105-116.
https://jurnalindustri.petra.ac.id/index.php/ind/article /view/25121 /20773

Macias Carrillo, E. (2014). Fuatbol: Generador de Identidades. Alofonia, 1, 23-30.
https://lc.cx/gpDnpS

Mayorga Escalada, S. (2024). Uso de la identidad visual corporativa en la comunicacién de marca
de las universidades privadas espafiolas a través de sus perfiles de Instagram. Questiones
Publicitarias, 7(34), 51-65. https://doi.org/10.5565/rev/qp.396

Melo, E. (2022). Marketing y Branding: El arte de desarrollar y gestionar marcas. Seleto Editorial.

Michailidis, I., Vambakidou, I., Kyridis, A. y Christodoulou, A. (2016). The logotypes of football
clubs as expressions of collective identities: a socio-semiotic approach. Soccer & Society,
17(4), 464-479. http://doi.org/10.1080/14660970.2014.919272

Mollerup, P. (1999). Marks of Excellence: The History and Taxonomy of Trademarks. Phaidon Press.

Neuendorf, K. A. (2017). The content analysis guidebook. Sage.

Niemann, A, Brand, A., & Weber, R. (2024). Football Fandom Research. In Football Fandom and
Identity in the 21st Century: Europe on Their Minds, 63-86. Springer.

Oleas, ]., Cabezas Ramos, R. y Orozco Molina, G. (2024). Identidad corporativa, heraldica y fatbol.
Valoracion de los disefios de escudos de los clubes ecuatorianos de fttbol. Zincografia,
8(16). http://zincografia.cuaad.udg.mx/index.php /ZC/article /view/2

Olins, W. (2009). El libro de las marcas. Océano.

Oliveira, F., & Raposo, D. (2016). Metamorfosis. Dindmicas de comportamiento grafico en las
marcas contemporaneas. En: Fernandez Ifiurritegui, L. y Herrera Fernandez, E. (Eds.),

101



Street Art & Urban Creativity, 12(5), 2026, pp. 83-102

Primer Congreso de Disefio Grdfico. Marcas grdficas de identidad corporativa. Libro de actas,
161-168. Universidad del Pais Vasco.

Raposo, D., Correia, R. A. L., Ribeiro, R., & Neves, ]. V. (2023). Brand Marks' performance in digital
media. In AHFE (2023) International Conference (Vol. 81, No. 1, pp. 40-48). AHFE
International.

Romero-Rodriguez, L. M., Castillo-Abul, B., y Sdnchez-Holgado, P. (2023). Iconographic-sym bolic
analysis model of Corporate Visual Identity (CVI): Application test on pharmaceutical
companies in Spain. Grdfica, 11(22), 145-157. https://doi.org/10.5565/rev/grafica.259

Salvador-Rivero, A., & Montes-Vozmediano, M. (2016). La identidad visual del lujo en Espaia.
Prisma Social: revista de investigacién social, 17, 1-23.
https://revistaprismasocial.es/article /view/1273

Sanz-Peralta, A.; Ortiz-Ramos, M. y Romero-Rodriguez, L. M. (2023). Identidad visual corporativa
de las entidades financieras en Espafia: andlisis de contenido iconografico-simbélico en
web. Doxa Comunicacion. Revista Interdisciplinar de Estudios de Comunicacion y Ciencias
Sociales, 37, 141-165. https://doi.org/10.31921/doxacom.n37a1754

Slade-Brooking, C. (2016). Creando Brand Identity. Guia para disefiadores. Parramén Arts & Design.

Suarez-Carballo, F. (2022). Futbol e Instagram: el diseno grafico en las estrategias de
comunicacion visual de los clubes mas populares de la premier league. En de Vicente
Dominguez, A. M. & Bonales Daimiel, G. (Coords.), Estrategias de comunicacién publicitaria
en redes sociales: diseiio, gestién e impacto, 635-654. McGraw-Hill.

Suarez-Carballo, F.; Galindo-Rubio, F. y Martin-Sanroman, J. R. (2018). La simplicidad en el disefio
de marcas graficas: analisis de la preferencia. Arte, Individuo y Sociedad, 30(2), 275-293.
https://doi.org/10.5209/ARIS.56791

Thellefsen, M., y Friedman, A. (2023). Icons and metaphors in visual communication: The
relevance of Peirce’s theory of iconicity for the analysis of visual communication. Public
Journal of Semiotics, 10(2), 1-15. https://doi.org/10.37693 /pjos.2023.10.24762

Vieira, A. (2023). Principios para o design de marcas grdficas [Trabajo de Fin de Master en Disefio
de Comunicaciéon. Facultad de  Arquitectura. Universidad de Lisboa].
https://repositorio.ulisboa.pt/entities/publication /ac8025d0-48fd-4b4b-8a51-
3a2257d227108

Villafaiie, ]. (2002). Imagen positiva. Gestion estratégica de la imagen de las empresas. Piramide.

Wang, X. (2024). Visual Communication and Branding: The Role of Graphic Design in Building
Brand Image and Recognition. Highlights in Art and Design, 8(2), 19-22.
https://doi.org/10.54097 /qwy32g44

Wheeler, A., & Meyerson, R. (2024). Designing brand identity: A comprehensive guide to the world
of brands and branding. John Wiley & Sons.

Zhao, S. y Meyer, R.]. (2007). Biases in predicting preferences for the whole visual patterns from
product fragments. Journal of Consumer  Psychology, 17(4), 292-304.
https://doi.org/10.1016/S1057-7408(07)70039-6

102



	Analysis of the Most Valuable Graphic Brands
	A Comparison of Leading Global Corporations and Elite Professional Football Clubs
	Santiago Mayorga-Escalada (santiago.mayorgaescalada@unir.net)1, Isabel Delgado-Laguna, (isabel.delgado@ua.es)2, Fernando Olivares-Delgado (f.olivares@ua.es)2
	Universidad Internacional de La Rioja (UNIR), Spain
	Universidad de Alicante (UA), Spain



