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STRATEGIES FOR FORMING MULTIPLATFORM IDENTITY

SHTAINER Tetiana,
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In the contemporary cultural field of the pop industry, design is
undergoing a transformation from a supporting tool into a strategic
mechanism for constructing meanings, identities, and models of audience
interaction. In this context, the visual component increasingly transcends its
decorative function and acquires the status of an autonomous
communicative system that structures the perception of cultural products.

At the same time, a particularly illustrative example of such
transformations can be observed in global pop culture, especially the K-pop
industry, which is widely regarded as a complex socio-cultural
phenomenon [10; 11]. It demonstrates a high level of integration of graphic
design, fashion, media, and digital technologies into a unified branding
system.

A particularly illustrative example of these processes can be
observed in the visual strategies of K-pop groups such as BTS,
BLACKPINK, and ASTRO. Their identity systems are constructed through
the integration of multiple visual layers, including graphic elements (album
design, logos, and visual branding), stylistic components (fashion, stage
aesthetics, and performance image), and digital environments (music
videos, promotional content, and social media narratives).

Across all three cases, each comeback or release functions as a
structured reconfiguration of the group’s visual code, introducing new
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aesthetic concepts while maintaining a stable level of brand recognizability.
BTS demonstrates a narrative-driven approach that often incorporates
symbolic and conceptual frameworks; BLACKPINK emphasizes strong
brand consistency combined with high-impact visual minimalism; while
ASTRO illustrates a more fluid transition between soft romantic aesthetics
and more mature visual storytelling.

The comparative characteristics of these visual strategies are
summarized in Table 1.

Table 1
Comparative visual identity strategies of K-pop groups
Group Visual Strategy Key Characteristics

Narrative-driven symbolic storytelling, conceptual
BTS . . .

identity frameworks, myth-based visuals
BLACKPINK Br.ar.ld-c?nsmtent hlgh-lmpact éestht?tlcs, 1u.x.ury branding,

minimalism strong visual identity stability
ASTRO Aesthetic soft romantic to mature visual

transition model storytelling, flexible identity system

This comparative perspective highlights how different strategies of
visual identity construction operate within the K-pop industry. Despite
stylistic differences, all three groups rely on principles of multiplatform
identity and transmedia storytelling, where visual communication extends
across music videos, fashion, album design, and digital media ecosystems.

Against this background, the relevance of the study is determined
by the need to conceptualize transmedia storytelling as a mechanism for
constructing a coherent and adaptive visual language across fragmented
media environments [1]. Within the framework of convergence culture, the
visual code functions as an integrative element that connects multiple
communication channels into a unified semiotic system.

This integrative function can be illustrated through a model of
multiplatform identity (Fig. 1).
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Fig. 1. Model of multiplatform identity in the pop industry
(developed by the author with the use of Al tools)

Furthermore, in conditions of information overload, the visual
dimension acts as a primary cognitive and emotional filter of perception,
shaping the audience’s engagement and affective response [2]. Thus,
design should be understood not only as a representational tool but also as a
mechanism of emotional and behavioral experience engineering.
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Recent studies further indicate that pop culture operates as a global
communicative space where local and transnational identities intersect and
interact [4; 10]. However, these processes are not homogeneous, as
audiences differ in their interpretative frameworks depending on their
cultural, social, and media backgrounds.

This, in turn, foregrounds the issue of positionality in reception,
emphasizing the importance of considering the socio-cultural context of the
audience as a key factor in interpreting visual systems.

From a methodological perspective, the study is grounded in an
interdisciplinary approach combining semiotics, emotional design theory,
media studies, and cultural analysis. This framework allows the visual code
to be interpreted not as a static structure but as a dynamic system of
meaning production.

Within this context, the concept of participatory culture is
particularly relevant, as it marks the transition from passive consumption to
active co-creation of content [1; 4]. Consequently, identity systems in the
pop industry become open, flexible, and continuously evolving.

Moreover, globalization processes and the spread of the Korean
Wave (Hallyu) contribute to the intensification of cultural exchange and the
emergence of new models of visual communication [11]. This allows the
pop industry to be viewed as a catalyst for innovation in contemporary
design practices.

Furthermore, transnational fan communities represent complex
socio-cultural systems operating beyond geographical and cultural
boundaries. They combine a cosmopolitan sense of belonging with internal
differentiation based on race, gender, and cultural experience [10].

Proceeding to a structural level of analysis, the visual code can be
conceptualized as a multidimensional system operating at the intersection
of graphic, stylistic, interactive, and digital levels.

The structure of the visual code can be represented schematically

(Fig. 2).
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Fig. 2. Multidimensional structure of the visual code in the pop
industry (developed by the author with the use of Al tools)

Primarily, the graphic level constitutes a foundational layer of
visual meaning production, establishing a semiotic framework of
perception. Within pop-cultural practices, it is expressed through cyclical
branding strategies, where visual identities are continuously adapted
according to narrative development, corresponding to principles of
emotional design [2].

In addition, the stylistic level extends the visual code into the
domains of corporeality, fashion, and material culture. In this regard,
integration into the global fashion discourse is achieved through brand
collaborations and the adaptation of runway aesthetics into mass culture
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[3]. Thus, clothing operates not merely as an aesthetic object but as a
carrier of cultural meaning and a marker of identity.

On a broader cultural level, pop culture functions as a system of
symbolic transmission influencing local cultural practices and interpretative
frameworks. In the Ukrainian cultural context, for instance, it contributes to
the reconfiguration of artistic forms and communicative strategies [12].

Furthermore, the interactive level reflects a fundamental shift
toward co-creation. User-generated content practices demonstrate the
transition from centralized design systems to decentralized participatory
platforms, where users become co-authors of visual meaning [4].

Finally, the digital level expands the functionality of the visual
code through the implementation of virtual reality, augmented reality, and
metaverse environments [5]. In this context, visual identity becomes an
adaptive system capable of real-time transformation and contextual
responsiveness.

In conclusion, the visual code of the pop industry emerges as a
complex synthesis of graphic design, fashion, digital technologies, and
interactive practices. It operates as a multilayered semiotic system that
ensures the integrity of multiplatform identity and functions as a key
instrument of contemporary cultural meaning-making.

The visualizations presented in this study (Fig. 1-2) were generated
using Al-based tools and refined by the author.
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