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Resumen

La saturacion publicitaria en un mercado globali-
zado altamente competitivo, en el que las diferen-
cias funcionales entre los productos apenas exis-
ten, obliga a las marcas a innovar en la blsqueda
de nuevas estrategias comunicativas que generen
valor y engagement con el consumidor. En este
sentido, la inclusidn de referencias al arte visual
en la comunicaciéon comercial se propone como
un modelo valido, fundamentado empiricamente
en el “efecto de transfusion del arte”. El objetivo
de este articulo es la clasificacidn de la diversidad
de formas que puede adoptar esta estrategia, que
en base al modelo de Hjemslev, aplicado al estudio
del significante del lenguaje publicitario median-
te la dicotomia expresidén/contenido, define once
tipologias distintas, de las que se incluyen varios
ejemplos.
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Abstract

Advertising saturation in a highly competitive glo-
balized market, where functional differences among
products barely exist, forces brands to innovate in
the search of new communicative strategies that
generate value and consumer engagement. In this
respect, the inclusion of visual art references in com-
mercial communications is proposed as a valid mo-
del, empirically founded in the phenomenon of "art
infusion”. The classification of the diversity of forms
that this strategy can adopt is this article's objective,
that based on Hjemslev's model applied to the study
of the advertising language signifier through the ex-
pression/content dichotomy, defines eleven different
typologies, including several examples.
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1. Introduction

In a communication scene in transformation, influen-
ced by the impact of new technologies in society and
where globalization brings as many challenges as it
does opportunities, the importance of intangible as-
sets has been growing at an alarming rate. Among
them are the brand and its management, that today
are considered fundamental values in the business
world (Villafaiie, 2001). However, until just a couple of
decades ago, the leading business model was based
exclusively on the laws of supply and demand and in
the ability of the market to achieve a balance between
them (Mufoz, 2008). This approach is reflected in the
communication, dominated by strategies focused on
influencing the public with a massive, one-way mes-
sage, derived mainly from the mathematical theory of

information by Shannon and Weaver'.

This focus couldn’t be more different from current re-
ality, where there is a transformation taking place in
the relationship between the company and its publics
via innovative communication that allows for its diffe-
rentiation (Costa, 2012). The main reason lies in that
consumers today consider the quality and function of
products as understood, to the extent that they expect
more, “an added value for which the consumer is wi-
lling to pay” (Bocigas, 2011: 53). It is redefined as a
consumer market with a new protagonist, the prosu-
mer2, a more demanding individual, more informed
and more active, that demands excellence -not just
quality-, personalized treatment, variety, accessibility
and immediacy at a reasonable price. This new con-
sumer is also co-creator of the products in the sense
that these are designed based on his needs and desi-
res, and show himself to be more skeptical towards
the conventional advertising discourse (Ritzer and
Jurgenson, 2010). A multi-screen and multi-channel
consumer that requires a communication that is rele-
vant, useful, that entertains, excites and that promo-

tes engagement.

All this obligates brands to seek and identify oppor-
tunities of perceived value creation, which requires
them to constantly acquire new knowledge and abi-
lities to differentiate themselves from competitors,
transforming them into what is known as the “brand
experience”, defined by Alloza (2002) as “the sum of
positive experiences that the public has related to an

organization”.

As a result, in this highly competitive advertising con-
text, characterized by the overexposure of the public
to advertising in which the inclusion of references to
art in brand communication becomes a valid formula
to add value to the functional characteristics of pro-
ducts (Cavalli, 2007). A strategy that falls within the
growing trend that promotes for advertising that is
unleashed from the need to highlight the product’s
features, omitting the argumentative and the rational,
in order to adopt much freer ways and, to a certain
degree, closer to art than the old way of advertising
(Lépez, 2007).

2. Theoretical Discussion

2.1. The Relationship Between Art and Adverti-
sing

The fusion between art and advertising, which for
some seems quite innovative, is, in reality, not so.
Both disciplines began their relationship around 1900,
when vanguard artists saw in advertising, in the form
of a poster, a chance to participate in the creation of
a new urban space, one in which products were ex-
hibited, even invading the domestic space (Gonzélez,
1997). This is the point when art becomes involved in
the creation of the brand image of the incipient con-
sumer society. Although several decades would have
to pass in order for the inverse phenomenon to occur,
when advertising is introduced into art as an essen-
tial part of postmodern culture. It would not be until
the birth of Pop Art that images of products and lo-
gotypes became a reoccurring source of themes for
art (Diaz, 2010). Although, “depending on the nature
of the work, the iconographic content has oscillated
between cultural critique, irony and paying tribute”
(Reguera, 2014). Either way, where there is no doubt is
that the limit between art and advertising has gone di-
minishing itself throughout the 20th century. So much
that today both participate in the co-creation of the
iconographic universe of today’s consumer, one that
merges what formerly constituted high culture and
pop culture (Brea, 2009). A phenomenon that reveals
the dissolution of the artistic in the society of informa-
tion in order to give way to the “visual culture” (Alme-
la, 2004: 1), in which the iconosphere3, understood
as the sum of the images disseminated by the visual
culture of the masses, “Not only is it made up of the

physical objects carrying an iconic configuration, but



also the images that are reproduced and dissemina-
ted by mass media” (Brihuega, 2006: 399).

Furthermore, it can be said that today advertisers
look to the art world as a constant reference just like
they did in the past, when it was a common practice
in the advertising industry to commission recogni-
zed artists for the creation of pieces (Walzer, 2010).
Along the same lines, one must note the existence of
“atendency in some artistic movements to use resou-
rces coming from the advertising world” (Pérez, 1998:
184), thus showing that the influences between art

and advertising have gone in both directions®,

Image 1. Free reinterpretation of Las Meninas or The

Family of Phillip IV (Velazquez, 1656) in an advertising
campaign by El Corte Inglés in 2011 directed at the inter-
national tourist. In this case, cultural symbolic universe
of the Prado Museum was the insight to attract quali-
ty shopping tourism to the capital of Madrid. Source:
http://24. media.tumblr.com/tumblr_lbOmbnadrviqduv-
m4o1_500.jpg
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Image 2. Menina Black&White Scotch Whisky (Antonio de
Felipe, 1988-1991). This is a free reinterpretation of the
figure of Princess Margaret who appears in the middle of
Las Meninas by Velazquez (1656) using the visual identity
and iconography belonging to a brand of Scotch whisky,
Black & White. The artist portrays the princess in black
and white. She is accompanied by two dogs, one black
and the other white, emblems of the brand, thus sour-
cing the influence of advertising language in the crea-
tion of a piece of art. Source: https://es.pinterest.com/
pin/555490935263195596/?from_navigate=true

In regards to this, the majority of authors promote
an integrative vision in terms of the merging of art
and advertising (Gonzalez, 1997: 81; Alberdi, 2002:
90; Hetsroni and Tukachinsky, 2005: 94). They defend
the democratization of culture, understood as placing
cultural assets at the disposition of all individuals,
making possible a mutual communication between
art and popular culture (Eco, 2009: 27-28). In this way
they justify the confluence of “great art” and “popular
culture” as a result of the widening of the art object
field (Cruz, 2001: 167). This phenomenon proposes to
be the origin of a renewal of everyday visual langua-
ge that, of course, appears in advertising (GlUzner and
Fernandez, 1991: 62).

On the contrary, there are authors that have a critical
view, calling it a sacrilege to have an artistic dimen-
sion in advertising. Defenders of this point of view de-
fine advertising as an integrated part of popular cultu-
re (Gonzalez, 1997: 81) that in modern times alludes to
entertainment, recreation and pleasures that can be

bought as part of consumer society (Spielvogel, 2010:



Artin Advertising. Types of Visual Art Usage in Commercial Communication/ Heredero, 0. y Chaves, M. 99

968), in such a way that advertising could not be cultu-
re, but rather an anti-culture. One stance that authors
like Asenjo share (1999) is that, although they ac-
cept the contribution advertising makes to spreading
knowledge about and recognition of art, they warn of
the deceiving effect of “aestheticizing the world” that
it produces, given that the works of art used in adver-
tising lose their initial symbolic value and are conver-

ted into mere subjects of mass consumption trends.

Between these two points of view are the authors
that argue that it is not about considering advertising
as art, but rather accepting that, although art is not
advertising, given that its function is aesthetic and,
advertising is not art, given that its function is com-
mercial, but what is true is that both languages feed
off each other (Diaz, 2010: 85). Given the mutual in-
fluences, it should be no surprise that the existence of
viewpoints even more audacious that propose that the
transformation of a product into a brand, gives it an
intangible quality that, to a certain degree, converts
it into an artistic icon (Caro, 2012: 148). At the same
time, the work of art becomes an object of consump-
tion in the art market. Thus, advertising loses any ne-
gative connotation derived from its commercial orien-
tation (Gonzalez, 2007). It is so much so, that authors
like Gonzalez-Solas (1999) sustain that art and adver-
tising could not be compared, but can be substituta-
ble, given that the best thing would be for advertisers
to commission art instead of advertising.

Along the same lines, a step further in the perceived
value creation via references to art in brand commu-
nication comes in the form of what is called branding
art, a specialized genre within a company’s strategic
marketing, that promotes the artistic focus of brand
management understood as “the way in which brands
use aspects belonging to the art system” (Reguera,
2012). A point of view in which Ind and Saracco (2009)
coincide is that upon proposing that the expression of
the brand should be permeable to new proposals in
order to be able to adapt to new scenarios. In this sen-
se, the concept of branding art would designate asso-
ciations with determined works/artists that generate
a direct transfer of their aesthetics and personal uni-
verses on culture, image and strategic vision of the
brand (Reguera, 2014).

However it may be, interest for the analysis of the rela-
tionship between art and advertising is solidly proven
by the multitude of initiatives that exist with said the-
me, from the creation of physical or virtual museums,
like Paris’s Musée de la Publicité or the Museo Virtual
de Arte Publicitario sponsored by the Cervantes Insti-
tute, to even the initiatives of the advertising sector to
promote recognition of artistic values in advertising,
like the Certamen Artistico de Creatividad Publi-
cidad: La publicidad en el Museo, created in 2006
by the International Advertising Association (IAA) in
collaboration with the Museo Nacional Centro de Arte
de Reina Sofia and the Asociacion de Productoras
Publicitarias Espafolas (APPE] and which originated
from a similar proposal in the MOMA in New York in
1995 (Hermoso, 2007: 6).

Not to mention, of course, the great number of exposi-
tions that focused on the evolution of the link between
artand advertising, including: Art et Pub dans le mon-
de (Museo de Artes Decorativas, Paris, 1955), El arte
del viaje (Madrid, 1991), Art & Pub (Centre Georges
Pompidou, Paris, 1991), High & Low: Modern Art and
Popular Culture (MOMA, New York, 1990-1991), Sig-
nos del siglo. 100 anos de disefio grafico en Espana
(Museo Nacional Centro de Arte Reina Sofia, Madrid,
2000), Maestros del Arte en el Cartel (Museo Valen-
ciano de llustracién y de Modernidad, Valencia, 2005),
Arte y Publicidad. El cartel publicitario: 1890-1960
(Casa Revilla, Valladolid, 2010), 1900. El origen del
arte publicitario (Sede Fundacion Bancaja, Valencia,
2012) o Graffiti Pop (Casa de Vacas, Madrid, 2015).

In the world of publications, whether they are of infor-
mative or scientific nature, there are also an abundant
number of works dedicated to said subject that come
in the form of articles, books, book chapters and doc-
toral theses. One must certainly note the interest of
the Spanish academic community in investigating the
influences between art and advertising, which trans-
lates into a constantly growing production of doctoral
theses, since 1998, in the Universidad Complutense
de Madrid, Pérez Gauli defended his research on the
representation of the human figure in art and adver-
tising. Although “this type of scientific production has
focused more on analyzing the transfer of art to the
advertising field, than advertising to that of art” (De
Vicente, 2011: 218).



2.2. The Use of Visual Art in Commercial Commu-
nication

Any proposal that reflects on the use of art as an ad-
vertising resource should start by defining each term.
To this end, from here on a perspective focused on the
consumer will be adopted, understanding art to be
that which spectators categorize as such, given that
previous studies have suggested that consumers have
a general preconception of art (Joy and Sherry, 2003).
In relation to the concept of advertising, a definition
will be used from the marketing perspective, which
considers it to be:

A transmission of information, impersonal and
paid for, carried out via a medium of communi-
cation, directed at a target audience, in which the
transmitter® is identified and it has a specific ob-
jective: whether immediate or not, attempts to sti-
mulate product demand or change the opinion or
behavior of the consumer” (Santesmanes, Merino,
Sanchez and Pintado, 2009: 238).

There is a need to go into detail on the knowledge of
the relationship between art and advertising, in this
case, from the point of view of brand management.
In this sense, you can summarize that there are three
fundamental causes for which advertising uses art:
for inspiration, to simplify the understanding of the
message and/or to differentiate itself giving added
value to the product (Cavalli, 2007). There is no dou-
bt that advertisers need to find images in order to
be inspired to create their adverts and, and therefo-
re, transfers of art into daily life via advertising are
constant (Asenjo, 1998: 53). On the other hand, upon
being inspired by the schemes of perception, themes
and universally recognized symbolism, advertising
becomes more easily interpreted by the public. As a
result, the effectiveness of its messages is reinforced
(Sarmiento, 2011: 138).

A different focus is proposed by the sociology of art
that sees the work of art like a transmitter of social
values, in such a way that art is useful to advertising
because it denotes richness and spirituality, and im-
plies that the proposed purchase is a luxury and has
cultural value’. It's about incorporating an added va-
lue to the product, making it seem next to something

that already has an established value, in this case the
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art, given that the proximity is perceived as similarity
(Alberdi, 2002: 90). For this reason, advertising draws
upon art in order for it to transmit its dignity to the
product (Fernandez, 1991: 201).

In fact, various studies in the field of social psycho-
logy have revealed that visual art positively influen-
ces perception and evaluation of products or brands
that use it in their communication. It has to do with
a contagious effect understood as a mechanism ac-
cording to which, direct or indirect contact between
two objects can produce a permanent transfer of the
properties of one object (art) to another (the product
advertised), and that Hagtvedt and Patrick (2008) have
named the art spillover effect. Their research proves
that art connotes excellence, luxury and refinement
and, that these connotations are transmitted to the
products that use art in their advertising, regardless
of the content of the artwork and the product. Thus it
refers to a generalizing effect that is always linked to
a favorable perception, upon associating art with high
culture, prestige and elitism (Hoffman, 2002: 6).

This is precisely what distinguishes visual art from
other sensorial phenomena, like smell (Spangen-
berg, Crowley and Henderson, 1996), music (Alpert
and Alpert, 1990] or including other visual stimuli like
non-art images. Several studies have been recently
expanded thanks to research done on the influence
of discrete emotions on consumer behavior, including
the emotion of disgust [Nowlis, Mandel and McCabe,
2004), which has shown to be involved in a spillover
effect similar to that of art, yet with negative conno-
tations.

Finally, it is necessary to at least mention other pos-
sible reasons for the inclusion of art in commercial
communication cited in specialized literature. It refers
to its use to justify the overpricing of certain products
(Equizébal, 1999: 33-34), to increase the notoriety of
the product or the brand (Almela, 2004) or to transfer
the sense of the artistic piece to the activity of the pro-
duct advertised (Jiménez, 2008: 160). It is worth men-
tioning that, on occasions, art is the one that draws
upon advertising, whether as a method of cultural cri-
tique or as an approximation guide to contemporary
society (Reguera, 2014}, without denying its use as a
means of dissemination of artistic styles, putting the

talent of recognized artists to work for advertisers.
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3. Methodology

This article presents a categorization proposal of
commercial strategies supported by visual art cu-
rrently used in commercial communication that is di-
vided into eleven types. After a first phase of explora-
tion that performs a bibliographic review of the most
current academic references on the relationship bet-
ween art and advertising, a collection of advertising
pieces was gathered that have allusions to visual art
for their later classification. The collection was gathe-
red July 1- 27, 2016 using Coloribus®, an online repo-
sitory with more than two million adverts from around

the world.

In order to compile a sample as large and represen-
tative as possible, generic searches were done, disre-
garding any restriction in terms of the pieces’ country
of origin or date of creation/publication. After entering

the descriptive words “art”, “visual art”, “painting”
and “museum”, in the Coloribus search engine, the
name was searched of each one of the 142 painters
that comprised the list of artists suggested by the
virtual art gallery Ciudad de la Pintura’. Given that
visual culture is temporary in nature and adapts to
each era, the selection of artists of this digital archive
has been one of the most used in the Spanish acade-
mic field as criteria chosen to detect the advertising
pieces with references to the most recognized works
throughout the history of paintings present in the co-

llective imagination.

Of the total results obtained, only the pieces belonging
to the categories of TV advertising, print advertising,
outdoor advertising, and product design and logoty-
pes10 were considered as part of the sample under
analysis. Despite the influence of art in advertising not
being limited to just graphic or audiovisual pieces, be-
cause it is also found in non-conventional advertising
techniques”, whether it be in street marketing (Llo-
rente and Garcia, 2016), ambient marketing (Torre-
blanca and Lorente, 2012: ) or “performance”, flash
mob-type advertising (Rodriguez-Pina, 2016}, among
other possibilities, the analysis has been intentionally
focused only on visual art. The motive for such lies in
that the presence of non-visual art as an advertising
resource, without music, is very rare and, in this case,

is used contingent upon the image (Vilasuso, 2013).

In order to define the classification criteria of adverti-
sing pieces we have resorted to transposition from the
field of linguistics from the proposal by Hjemslev12
for the study of the signifier based on the expression/
content dichotomy (Cifuentes, 2006: 6), that corres-
ponds to the signifier/signified binominal of the Saus-
sure School (Romero, 2014). According to Hjelmslev,
language and, by analogy, advertising language, is a
network of semiotic functions in each one of which
there are two related arguments -the form of expres-
sion and the form of content -, which when applied to
the object of analysis allows one to define the primary
classification criteria. Resulting from its application

are two primary categories:

a) according to the form of expression of the insertion
of art in advertising, that will be applied to the two
characteristic aspects of the convention advertising

pieces -the text and the image- and,

b) based on the form of the content, that is circum-
scribed to the type of relationship, from the brand ma-
nagement point of view, that is established between
the reference to art and the product/brand that uses it

in its communication.

The following are the variations of the classification
system accompanied by some advertising pieces as
examples that have been selected for truly represen-
ting the defining characteristics of each subcategory,
regardless of the date or country of origin. It must be
noted, nevertheless, that the casuistry is so abundant
and diverse, that it is impossible to address it in its
entirety, and that this is only an initial typological pro-
posal serving as a guide. In the future, it should be
expanded. Furthermore, it must be considered that
the categories are not exclusive. In fact, they are often
complementary. Thus, the classification criteria will
adjust to the type of advertising use of the art that do-
minates among all those present in each case.
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Image 3. Classification proposal of visual art usage in
commercial communication. Source: prepared by the
author.

4. Types of Visual Art Usage in Com-
mercial Communication

4.1. Types of Advertising with Art According to
Form of Expression

Since the first analyses of advertising messages, the-
re have been doubts as to whether the text is subor-
dinate to the image or vice versa (Hernando, 1994).
What is certain is that the advertising pieces in which
the presence of the linguistic code is scarce are ex-
ceptional and, on most occasions, are reserved for
luxury products, in an attempt to emphasize its exclu-
sivity (Diaz-Soloaga, 2007), making the majority one
in which both codes coexist (Boscdn and Mendoza,
2004). Nevertheless, Roland Barthes (1977) proposed
almost a half century ago whether the text of the ad-
vertising pieces could be eliminated as superfluous,
given that, en his opinion, it is the image that per-

forms the persuasive function.

4.1.1. Presence of References to Art in Adverti-
sing Text

Strategies that include references to art serve as an
example of the ability of advertising text to create di-
fferential communication, whether by way of a naming
technique -incorporating the name of an artist in the
product in order to link his prestige and iconographic
universe to the brand-, or by inserting the term “art”
in the slogan to increase the perceived value. Then of
course there are the references to art in advertising
text that mostly come in the form of famous phrases

by recognized artists.

Among the cases of naming with references to art
is Renault Clio Graffiti, on the market from 1991 to
1998, and the Citroén Xsara Picasso, launched in
1999. However, using the name Picasso did not pre-
vent the competition from using the same artist to im-
plement a cultural sponsorship strategy communica-
ted via another campaign with references to art. This
is what Mazda did in 2006 as part of sponsorship of
the Picasso exposition at the National Gallery of Vic-
toria in Melbourne.
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Image 4. Citroén Xsara Picasso campaign created by DPZ
Sao Paulo in 2002 with the image of a Spanish bull built
using parts of the car situated on a base as if it were a
Source: https://www.coloribus.com/adsar-
chive/prints/citroen-xsara-picasso-bull-4457005/

sculpture.

Image 5. Campaign by the agency CHE for Mazda, as part
of the sponsorship of the Picasso exposition at the Na-
tional Gallery of Victoria in Melbourne in 2006. Source:
http://bunkerpop.mx/wp-content/uplo ads/2014/04/10_0
80414_1396971570_95.jpg

Whisky DYC, para gente sin complejos.

The same has happened to brands that have opted for
slogans with art, using the term artin them, including:
Air France that advertised themselves as “The Art of
Flying”, Mont Blanc as “The Art of Writing”, Nokia as
“The Art of Communicating”, Tiffany’s as “The Art of
Buying”, Louis Vuitton as “The Art of Travelling” and,
more recently, “The Art of Gifting” of Ferrero Golden
Gallery13. It is @ message that is so widely repeated

that it loses its differentiating quality.

On the other hand, you often see in the text of adver-
tising pieces the inclusion of references to art (textual
art). In the majority of cases they are phrases of fa-
mous artists, like in the campaign of de Whisky DYC in
1993, “For uncomplicated people”, in which Muelle”‘,
top exponent of Spanish urban art of that time, signed
the text.

Image 6. Text of urban artist Muelle use as advertising
resource. Source: https://artedemadrid.files. wordpress.
com/2009/02/muelle-anuncio.jpg

4.1.2. Presence of References to Art in the Advert
Image

This is undoubtedly the most numerous category bet-
ween the types art use in advertising. Whether it is
direct use of the artwork or a reinterpretation like a
free representation of the same, with more or less
likeness, examples of these are abundant. These
examples include both those referring to the use of a

part of the work, and the complete work itself.
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It is probably because it is the most effective way of
generating the effect of art transfusion, given that
the more mayor explicit its presence is, and the more
likeness it has to the original work, the higher the pro-
bability is that the positive connotations associated to

the art will transfer to the product. For this reason,

the best possible situation comes from the direct use
of the complete work of art. One paradigmatic exam-
ple is the inclusion Vermeer’s 1658 painting titled La
Lechera in the advertising communication of the com-

pany with the same name.

"laCaixa’

Image 8. Design by Joan Miré and Josep Royo whose star
detail used as the La Caixa logotype, today Caixabank,
created a trend in the 80’s when numerous logotypes
with the same “Miroian”-style emerged. Source: http://
www.onaccent.com/wp-content/ uploads/2014/04/miro-
la-caixa.jpg

ve, Mediterranean character. At one point, the new lo-
gotype caused a break from the image that until then

banking entities used, giving it an emotional content.

As the direct use of the artwork is substituted by a free
representation of it, whether it is a part of the work or
the entire work, the harder it is for the public to iden-
tify it and, as a result, perceive the value added to the

product or with the inclusion of the artistic reference.

Image 7. La Lechera graphic campaign based on the

Vermeer work of the same name. Source: http://www.
vamosapublicidad.  com/wp-content/uploads/2010/02/
cartel-la-lechera-pq.jpg

On other occasions, the point-by-point representation
is limited to a part of the work, like in the case of the
La Caixa logotype, today Caixabank, created in 1980
by Joan Miré by commission from the banking entity
via the prestigious American consulting firm Landor.
The artists was given as inspiration an asterisk with
two point so he could reinterpret it and include it as
an extra element in the creation of a design together
with artist Josep Royo. But both transformed into the

5-point star that today represents the bank’s innovati-
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Image 9. The more or less free representation of the
Self-portrait (1889) of Van Gogh has been one of the most
used by brands. From left to right and top to bottom:
Lego graphic campaign proposals (M. Sodano, Milan,
2012), Skenpoint graphic campaign (Newmoment, Ma-
cedonia, 2009), Nescafé graphic campaign (Prodigius,
Noruega, 2014), Alliance Francaise campaign (Garwich
BBDO, Quito, 2007) and KelOptic campaign (Y&R, Paris,
2012). Source: http:// www.coloribus.com/

Image 10. Using the slogan “If 14 pixels can tell you a
story, imagine what millions can” the company Suraj
Electronics commissioned in 2009 the agency JWT (New
Delhi, India) this advertising campaign as a free reinter-
pretation of the painting “The Last Supper” (Leonardo da
Vinci, 1495-1497). Source: http://catalogo.artium.org/ si-
tes/default/files/imagenesbody/10/2014/x_pixel.jpg

In the visual culture of the masses of current society,
in which the artistic and advertising languages mix,
putting artists and advertisers in common territory,
the references to emblematic artworks

4.2. Types of Advertising with Art According to the
Form of the Content

In the proposed classification system, uses of art as
commercial communication resources appear organi-
zed according to four types based on the relationship
established between the art and the product/ brand
that uses it in its communication, carrying out the
analysis from the brand management point of view.

4.2.1. Products with Art

In numerous cases, you can see that the art becomes
part of the product -they are products with art-, but
without going beyond. It is a mere process of addition,
one which seeks to bring about a transfusion effect,
almost always via the inclusion of artwork in product
packaging, but without making reference to the ar-
tistic consideration of a product. There is a differen-
ce between the first step, which is the stamping of a
recognized work on the product packaging and, the
taking of the next step in advertising use of the artis-
tic value, commissioning an artist a new artwork for
the product. Being orthodox, in most of these cases
it is not advertising in its strictest sense, but rather
commercial communication, given that currently
packaging is considered a form a silent advertising

“whose primary objective is to attract the attention of



customers and be the main window of communication
towards the consumer” (Rodriguez, 2014). From the
standpoint of brand management, it could be limited
to a brand creation strategy prior to the marketing

communication itself.

One example of this can be found in the project En-
saimadArt that seeks to give traditional packaging of
pastries known as ensaimadas mallorquinas a new
visual content. The idea is the reformulate the image
of the product in order to give it a more contemporary
look via the inclusion of pieces from contemporary
artists and designers in the packaging. Nevertheless,
the characteristic octagonal package will remain in
order to create a new association with the traditional
image that the consumer has of the product.

It is the same strategy that Mouton Rothschild has
been using since 1945, when it began to commission
famous artists for the label design of each harvest.
Jean Cocteau (1947), George Braque (1955), Salvador
Dali (1958), Joan Mird (1969), Marc Chagall (1970),
Kandinsky (1971), Pablo Picasso (1973), Andy Warhol
(1975), Francis Bacon (1990), Antoni Tapies (1995) and
Miquel Barceld (2012) are just a few of the artists that
have contributed to creating an authentic museum on

wine bottles'

Image 11. Traditional packaging of ensaimada mallor-
quina (left) next to a EnsaimadArt packaging with a de-
sign by Javier Mariscal, internationally known for being
the designer of Cobi, the mascot of the 1992 Olympic Ga-
mes in Barcelona. Source: http://www.alacartaparados.
es/wp-content/ uploads/2012/10/javier_mariscal.jpg
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Image 12. Mouton Rothschild label designed by Miquel
Barceld for the 2012 harvest. Source: http:// www.thear-
tistlabels.com/mouton/labels/2012.jpg
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4.2.2. Artification

The next step in the integration of art with the pro-
duct/brand, that uses it like an advertising resource,
consists of artification strategies that present the
product likening it with being an artwork in itself. The
idea is to give it an artistic identity. At this point, you
can consider the existence of a management strate-
gy of the brand image via advertising communication.
For example, the company De Beers, has used art in
the promotion of its image, transmitting the idea that
diamonds, like paintings, are unique pieces of art.
Along the same lines, the campaign of Nescafé Dolce
Gusto “the modern art of coffee” —another slogan with
the word “art”-, emphasizes the innovative design of
the coffee maker, showing the TV commercial seve-
ral classic artworks conversing among themselves,
qualifying the coffee maker as a work of modern art
and confusing it with the new star piece of the collec-
tion16. Furthermore, the brand has launched various
limited editions on the market with coffee maker de-
signs inspired in the work of contemporary artists like
Roy Lichtenstein and Frida Kahlo, positioning it for the
consumer as an accessible way to bring “modern art”

into their homes.

EDICION ESPECIAL

Image 13. Frida Piccolo Model by Nescafé Dolce Gusto ins-
pired in the artwork of Frida Kahlo. Source :http:// mamae-
jecutiva.net/www/wp-content/uploads/2014/05/319.jpg

4.2.3. Publiart

The third category among the types based on the
form of advertising content correspond to publiart,
understood as a “new advertising genre because no
other better expression could be found to give these
new adverts that seem less and less like commercial

messages and more like artwork” (Gurrea, 1998: 169).

This is art created exclusively for promoting a product
so that the product stops being treated like a work of
art itself and starts being proposed as an object of ar-
tistic treatment. In this case, brand management bro-
adens and goes beyond advertising communication
itself. A paradigmatic example is the strategy used by
the brand Absolut when it commissioned Andy War-
hol, as first of a series of recognized artists in the in-
terpretation in the form of illustration of its popular
bottle. In 1986, the artist participated in the creation
of different graphic pieces for the brand, initiating the
movement named Absolut Art. As a consequence, it is
the advertising piece that is elevated to the category

k17

of artwor and not the product, which differentiates

this type of artification.

Image 14. Illustration by Andy Warhol for Absolut Vo-
dka (1986). Source: http://spritmuseum.se/wp-content/
uploads/2015/01/absolut-warhol-wb.gif



To this same category belong fashion films, short mo-
vies or digital videos by recognized directors that fea-
ture famous models and actors/actresses that name
brands in fashion began to use as viral marketing
strategy with the intention of generating content for
the brand (Ramos-Serrano and Pineda, 2009) and to
which more and more brands from other sectors are
using, like the cosmetics and car industries (Del Pino
and Castell, 2015). Their artistic quality makes them

deserving of consideration as publiart.

4.2.4. Branding Art

The last step is the implementation of an artistic fo-
cus of brand management via corporate art, branding
art. Once such example is the proposal MTNG Expe-
rience of the shoe brand Mustang that has transfor-
med its headquarters in Elche (Alicante), fusing the
workspace with an art gallery -Mustang Art Gallery
(MAG]- destined to the promotion and dissemination
of contemporary art. Along the same lines, the sani-
tation brand Roca has created five brand experience
spaces -Roca Barcelona Gallery, Roca Madrid Gallery,
Roca Lisbon Gallery, Roca Shanghai Gallery and Roca
London Gallery- in which brand products are exhibi-
ted like pieces of art. The brand aims to provide the
public with a visual and interactive experience so that
via vanguard exposition facilities they can put on dis-
play all those elements related to the bath world. It
is an innovative concept in which the same space is
a showroom that that serves as store window for all
of the brand’s most emblematic products, while at
the same time holding social, cultural, and exhibition
activities related to company values, like energy effi-
ciency, saving, sustainability, design and innovation.
The result is that art is implemented in the brand’s
strategic management, substituting what in traditio-
nal management is no more than the launching of a
point of sale, with the creation of a site of social and
cultural gathering for visitors whose activity focused
on the promotion of art and culture reverts into the

generation of brand value.
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Image 15. Inside the vanguard Roca London Gallery
where brand name products share exposition space with
pieces of art. Source: http://fancycribs. com/wp-content/
uploads/2011/10/Roca-London-Gallery-by-Zaha-Hadid-
Architects-9.jpg



Artin Advertising. Types of Visual Art Usage in Commercial Communication/ Heredero, 0. y Chaves, M. 1 09

5. Conclusions

The highly competitive current market together with a
new type of consumer who is more demanding, more
informed, more active, multi-screen and more and
more skeptical of the discourse of conventional ad-
vertising to which he is overexposed, require brands
to look for differentiation via innovative management
strategies that increase value perceived by the consu-
mer, given the uniformity in the physical and functio-
nal features of products. In this context, it is neces-
sary to have a relevant communication that is useful
and emotional, with which the consumer can become
involved. Thus, the inclusion of references to art in
the commercial brand communication is proposed as
a valid way of creating a link with the consumer. The
relationship between art and advertising has lasted
throughout the years and grows closer and closer, so
that compared to the critical vision of those who deny
an artistic dimension of advertising, there are more
and more defenders of an integrative vision that sup-
ports the confluence of art and advertising in a shared

space in which both feed off each other.

Shown empirically the influence of visual art in the
favorable perception and evaluation of consumer pro-
ducts whose advertising includes it (art transfusion
effect), more and more brands turn to this strategy.
The different formulas used in the implementation
of visual art as an advertising resource can be clas-
sified in eleven different types based on the form of
expression of the art in the text and image, as well
as the form of content it has, understood as the type
of relationship, from the brand management point of
view, established between the reference to art and the

product/ brand that uses it in its communication.

The abundant casuistry that exists, as well as the
constant renovation of advertising strategies propo-
se challenges in terms of the taxonomy of the use
of art in commercial communication, that make this
a classification of elemental classification, yet valid,
because it opens new channels of research for future

development.

Notes

1. The model proposed by Shannon and Weaver (1948) attempts
to determine the cheapest, fastest and surest way to codify a
message, without the present of any noise to complicate its
transmission.

2. The term was coined by sociologist Alvin Toffler in 1980 in
his book The Third Wave to define the consumer of the future,
a person in which the roles of producer and consumer of infor-
mation converge.

3. Term coined by theorist Gilbert Cohen-Seat to call a pheno-
menon that defines, in essence, as urban and contemporary,
despite the term mass culture to which it is linked enjoys the
privilege of imprecision, of not defining what is “mass” or what
is “culture” (Eco, 2009: 27-28). Nevertheless, what we find in
this collection of images is the structure of “cultural existence”
that fit into three levels —High-Cult, Mild-Cult and Low-Cult for
authors like McDonald, Greenberg and Bell—, that coexist with
other intermediate strata and between those in which the conta-
mination is mutual (Brihuega, 2006: 402). “An interstice of a spa-
ce that has grown in the gaps, in the “in between” of disciplines
and practices” (Brea, 2009: 22).

4. The most iconic example in Spanish advertising history is that
of the Anis del Mono label. In 1897, Vicente Bosch organizes the
first poster contest for the brand of anise, in which some of the
best painters of the time participated. Ramon Casas won with
his poster Mona y mono. An incursion of art in advertising that
would end up doing the opposite, when Diego Rivera included
the bottle of anise in Naturaleza muerta con balalaika (1913). A
year later, Juan Gris used the Anis del Mono label as the main
theme of his work, La botella de anis (1914], just as Pablo Picas-
so did in Botella de Anis del Mono, vaso de anis y naipe (1915).

5. What is emphasized is western culture’s very trite distinction
between the untouchable areas of “art” culture and the despica-
ble areas of “advertising”. A proposal in according to which art
is part of high culture, an already outdated concept, that refe-
rences the artistic and literary world of the educated, governing,
and wealthy classes (Firat and Venkatesh, 1995; Vilasuso, 2013).

6. “Advertising can simulate what is art, but it can never hide
the fact that it is advertising, given that it belongs to a genre, the
self-affirmation is consubstantial to it. Not manifesting itself as
such is characteristic of propaganda, not of advertising” (Equi-
zabal, 1999: 32).

7. Since Republican Rome art has been given an accessory
function, that of satisfying a need of social recognition of cer-
tain social classes, especially that of the free (Gémez-Vila, 1996:
421).

8. Considered the largest advertising archive worldwide, it is
constantly being updated, adding new registers to its list daily.

9. With more than 120,000 pictorial works from throughout his-
tory classified by museum, author, style and them. Its website is
one of the noted didactic tools on painting in Spain. The comple-

te list of artists suggested can be seen at http://pintura.aut.org/
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10. Coloribus (http://es.coloribus.com/) classifies adverts inclu-
ded in its archives in the following advertising categories: TV,
print, outdoor, ambient, online, viral, direct marketing, promo-
tion, design and logotypes, radio.

11. The new formulas of what is called non-conventional adver-
tising or below the line advertising can be found at Sanchez, J.
and Pintado, T. (2010). Nuevas tendencias de la comunicacion,
Madrid: Editorial Esic.

12. If Saussure is the father of modern linguistics, then its theo-
retical-formal maturity is due to Louis Hjelmslev, who in Prole-
gomena to a Theory of Language (1943) proposes a theory that
resulted in the development of a new, more general linguistics
with a more epistemological focus.

13. On October 8, 2014, a new assortment of Ferrero specialties
was presented at the Museo Thyssen-Bornemisza de Madrid,
Ferrero Golden Gallery. For Philippe Steyaert, Ferrero’s Spanish
Director, “Ferrero Golden Gallery unites exclusive recipes ins-
pired in the world of art that bring together innovation, design
and elegance”.

14. Juan Carlos Argiello, known as Muelle, was the first Spa-
nish graffiti artist. Creator of a signature style called “estilo
flechero”, he began to paint in 1981 and influenced an entire
generation of pioneer Spanish graffiti artists (Reyes, 2012: 62).

15. The complete collection of Mouton Rothschild labels is
made up of a total of 67 labels. Whether or not due to the value
contributed by the art in the form of labels that accompany the
product, Chateau Mouton-Rothschild 1945 is one of the world's
most expensive wine bottles. Its price is listed around 23,000
dollars each.

16. The campaign was launched in 2013 and can be seen at:
https://www.youtube.com/watch?v=dlat-HdFpXE

17. From 1986 to 2004, Absolut Vodka has developed a collabo-
ration with artists around the world for the creation of various
graphic campaigns for the brand accumulating a total of 850
commissioned works of art considered part of Swedish cultu-
ral heritage and that are exhibited at the Spritmuseum in Stoc-
kholm.



El lugar de lo propio y lo ajeno: los espacios reiterativos en el cine boliviano (EL Altiplano y la ciudad de La Paz). Morales-Escoffier, S. 1 1 1

6. Bibliographic References

Alberdi, M. J. (2002). “The New Era of Licensing: Art and Advertising. The influence
off “Pop Art” in Advertising”. Who influences who? Control: advertising since 1962,
41(484), 90-91.

Alloza, A. (2002). Strategic Management of the Brand. En Villafafe, J. (ed.), El estado de
la publicidad y el corporate en Espana y Latinoamérica, pp. 47-71. Madrid: Piramide.

Almela, R. (2004, marzo). “The Current Image in the Insertion of Art and Advertising.
School of Jurisprudence and Humanities”. Trabajo presentado en el Il Simposium
Arte y Publicidad en comunicacién, Puebla de Zaragoza. Recuperado de http://www.
criticarte.com/Page/file/ art2004/ArteyPublicidadPrint.html

Alpert, J. I. y Alpert, M. (1990). “Music Influences on Mood and Purchase Intentions”.
Psychology & Marketing, 7(2), 109-133.

Asenjo, I. (1998). Daily Consumption of Painting. Transfers of Vanguard Art to Daily Life.
Tesis Doctoral, Facultad de Bellas Artes, Universidad Complutense de Madrid, Madrid,
Espana. Recuperada de http://eprints.ucm.es/tesis/19972000/H/1/H1013401.pdf

Bocigas, M. 0. (2011). “An Incipient Brand Mode: the Premium Brand”. Revista ICADE

de las Facultades de Derecho y Ciencias Economicas y Empresariales, 83-84, 45-68.

Boscan, J. P, y Mendoza, M. I. (2004). “Semiotic Analysis Perfume Advertising”. Op-
cién, 20(45), 75-93.

Brea, J. L. (2009). "Aesthetics, History of Art, Visual Studies”. Estudios visuales, 3, 8-25.

Brihuega, J., Hernando, J., Ramirez, J. A. (2006). Art History. Vol.4, The Contemporary
World. Madrid: Alianza.

Caro, A. (2012). “Introduction: Art, Advertising and Daily Life in the Consumption Spa-
ce”. Pensar la Publicidad, 6, 147-150. doi:10.5209/rev_PEPU.2012.v6.40641

Cavalli, P. (2007). “The Colliding of Two Worlds. Brands Turn to Art to Differentiate
Themselves”. Revista Mercado. Recuperado el 27 de julio de 2016: http://patriciocava-

lLi. blogspot.com.es/2007/09/el-encuentro-de-dos-mundos.html
Cifuentes, J. L. (2006). The Linguistic Sign. Barcelona: Liceus, Servicios de Gestion.

Costa, J. (2012). “Construction and Strategic Management of the Brand: master-brand
model”. Revista Luciérnaga - Comunicacion, 4(8), 20-25.

Cruz, R. (2001). "How to Teach Through Media”. Comunicar, 17, 166-169.

De Vicente, A. M. (2011). “"Art and Advertising: Scientific Production in Spanish Univer-
sities (1998- 2010)". Revista Mediterranea de comunicacion, 2, 209-220.

Del Pino, C., y Castelld, A. (2015). “Advertising Communication Becomes Fashionable:
branded content and fashion films”. Revista Mediterranea de Comunicacion: Medite-

rranean Journal of Communication, 6(1), 105-128.



1 1 2 Comunicacién y Medios N°34 /2016/ www.comunicacionymedios.uchile.cl

Diaz, D. (2010). "Art-Advertising, A Possible Binomial”. DDisefio. Recuperado el 31 de
julio de 2016: http://www.arsfluentes.es/ddiseno/ddiseno-7/documento11.htm

Diaz-Soloaga, P. (2007). “Values and Feminine Stereotypes Created in Graphic Adver-
tising of Luxury Fashion Brands in Spain”. Analisi: quaderns de comunicacio i cultura,
35, 27-45.

Eco, U. (2009). Apocalyptical and integrated. Barcelona: Fabula Tusquets.

Eguizabal, R. (1999). “Art Minus Advertising: Reflections from the Sidelines. The Artis-
tic Dimension of Advertising”. Publifilia, 2, 31-36.

Fernandez, A. (1991). “The Image of Art in Advertising: the Appropriation of the “aura””.
Cuadernos de arte e iconografia, 4(8), 199-203.

Firat, A. F.y Venkatesh, A. (1995). “Liberatory Postmodernism and the Re-enchantment

of Consumption”. Journal of Consumer Research, 22(3), 239-267.
Gomez-Vila, J. (1996). “Symbolizing Advertising: Art in Printed Advertising”.

Actas del | Congreso de Innovacion educativa, Vol. |, pp. 419-430. Santiago de Com-
postela (A Corufia): Térculo Ediciones.

Gonzélez, R. (1997). “Art and Advertising: The Boundaries of an Irreverent, but Effective
Marriage”. Documentacion social, 107, 53-82.

Gonzalez, J. (1999). “Art and Advertising. The Substitution Strategy”. Area 5inco Revis-
ta de comunicacién audiovisual y publicitaria, 6, 87-116. Recuperado de http:// pen-
dientedemigracion.ucm.es/centros/cont/descargas/documento3045.pdf

Gonzalez, M. A. (2007). “Notes on Thinking about Advertising as an Aesthetic Pheno-
menon”. Recuperado el 27 de julio de 2016: http://www.magonzalezvalerio.com/arty-
pub.pdf

Gurrea, A. (1998). Introduction to Advertising. Bilbao: Servicio editorial de la Uni-ver-

sidad del Pais Vasco.

Guzner, S.y Fernandez, A. (1991). “Art and Advertising: That Odd Couple”. Lapiz: Revis-
ta internacional del arte, 77, 60-68.

Hagtvedt, H. y Patrick, V. M. (2008). “Art Infusion: The influence of visual art of the Per-
ception and Evaluation of consumer products”. Journal of Marketing Research, XLV,
379-389.

Hermoso, C. (2007). “Art and Advertising, Two Worlds that Intermingle”. lpmark: Infor-
macion de publicidad y marketing, 684, 6-7.

Hernando, L. A. (1994). “Semiotic Analysis of the Advertising Message”. Actas del V
Congreso internacional de la Asociacién Espanola de Semiética (A Coruia, 1992), Vol.
I, pp. 513-523.

Hetsroni, A. y Tukachinsky, R. H. (2005]). “The Use of Fine Art in Advertising: A Survey
of Creatives and Content Analysis of Advertisements”. Journal of Current Issues and
Research in Advertising, 27 (1), 93-107.



Artin Advertising. Types of Visual Art Usage in Commercial Communication/ Heredero, 0. y Chaves, M. 1 1 3

Hoffman, B. (2002). The Fine Art of Advertising. New York: Stewart, Tabori and Chang.

Ind, N.y Saracco, C. (2009). “"Branding” y arte”. Harvard Deusto Marketing y Ventas,
90, 46-51.

Jiménez, G. (2008). Communication Strategies Based on Art Usage. Tesis Doctoral,
Facultad de Comunicacion, Universidad de Sevilla, Sevilla, Espana. Recuperada de:
http:// www.doctorado.us.es/tesis-doctoral/repositorio-tesis/details/2/1854

Joy, A.y Sherry, J. F. (2003). “Speaking of Art as Embodied Imagination: A Multisensory
Approach to Understanding Aesthetic Experience”. Journal of Consumer Research,
30, 259-282.

Lépez, J. C. (2007). “Emotional Advertising: Creative Strategies”. Comunicaciény hom-

bre: revista interdisciplinar de ciencias de la comunicacién y humanidades, 3, 143-146.

Llorente, C. y Garcia, M. L. (2016). “Street Marketing: the city as an interactive base
for brand communication”. Actas IV Congreso Internacional Ciudades Creativas, Tomo
I, pp. 6-22. Recuperado el 20 de noviembre de 2016: https://www.researchgate.net/
profile/Jose_Luis_Rubio-Tamayo/publication/299996130_ciudades_creativas_2016_
tomo2/ links/5707c81e08ae2eb9421bd89f.pdf#page=6

Mufioz, P. A. (2008). “The Growing Weight of the Brand: the Spanish directors are more
and more involved in their management”. Dinero: inteligencia empresarial, 975, 46-47.

Nowlis, S. M., Mandel, N. y Brown McCabe, D. (2004). “The Effect of a Delay Between
Choice and Consumption on Consumption Enjoyment”. Journal of Consumer Re-
search, 31, 502-510.

Pérez, J.C. (1998). “Advertising as Art and Art as Advertising”. Arte Individuo y Socie-
dad, 10, 181-191.

Ramos-Serrano, M.y Pineda, A. (2009). “The Advertainment and the Transitions of the
Formats in the Advertising World: the case of fashion films". Tripodos, (2], 729-737.

Reguera, J. M. (2012]). "Branding-Art or the Integration of the Brands in the Art Sys-
tem”. Recuperado el 28 de julio de 2016: http://www.puromarketing.com/3/12030/

branding-integracion-marcas-sistema-arte.html

Reguera, J. M. (2014). "Branding Art. The Brand Identity and the System of Art”. Recu-
pe-rado el 28 de julio de 2016: http://javierreguera.es/branding-art-pdf/

Reyes, F. (2012). “Graffiti. ;Arte o vandalismo?”. Pensar la Publicidad, 6, 53-70.

Ritzer, G. y Jurgeson, N. (2010). "Production, Consumption, Prosumption The nature
of capitalism in the age of the digital ‘prosumer’”. Journal of consumer culture, 10(1),
13-36.

Rodriguez, E. (2014). “Advantages of Packaging”. Recuperado el 29 de julio de
2016:http://www.emprendedores.es/gestion/la-publicidad-silenciosa/ventajas-del-
packaging

Rodriguez-Pina, G. (2016). “Flash Mob": What Group Street Actions Are Like". El Pais.
Recuperado el 20 de noviembre de 2016: http://verne.elpais.com/verne/2016/08/03/
arti-culo/1470215484_628222.html



1 1 4 Comunicacién y Medios N°34 /2016/ www.comunicacionymedios.uchile.cl

Romero, C. A. (2014). “Linguistic Lesson. Considerations Concerning Ferdinand De
Saussure: Foundation of Current Linguistics”. Cuadernos de Linglistica Hispanica, 24,
13-24.

Santesmanes, M., Merino, M. J., Sanchez, J. y Pintado, T. (2009). Marketing Fundamen-

tals. Madrid: Ediciones Pirdmide.

Sarmiento, F. (2011). “Art as the Muse of Advertising: the Advertising World and its
Direct Relationship with Art”. Etapes: disefio y cultura visual, 13, 136-139.

Spangenberg, E. A., Crowley, A. E. y Henderson, P. W. [1996]. “Improving the Store Envi-
ronment: Do Olfactory Cues Affect Evaluations and Behaviors?”. Journal of Marketing,
60, 67-80. doi: 10.2307/1251931

Spielvogel, J. J. (2010). World History. Western Civilization, Vol 2. México: Cengage

learning.

Torreblanca, F., y Lorente, P. (2012). “Guerrilla Marketing. The Non-Conventional

Triumph”. Empresa: investigacion y pensamiento critico, 1(9), 2.

Vilasuso, R. (2013). Audiovisual Advertising: A Form of Postmodern Art. México: Edi-

torial Lamm.

Villafafe, J. (2001). Direction of Company and Institutional Communication. Barcelona:
Gestion 2000.

Walzer, A. (2010). “Art and Advertising. Aspects for Debate”. Aisthesis: Revista chilena
de investigaciones estéticas, 47, 296-306.



Artin Advertising. Types of Visual Art Usage in Commercial Communication/ Heredero, 0. y Chaves, M. 1 1 5

About the authors:

Olga Heredero Diaz

Graduated with a degree in Advertising and PR., staff researcher in training of Grupo de
Investigacion UCM Consolidado “Arte, Arquitectura y Comunicacion en la ciudad contempordnea”
and Technical Coordinator at Arte y Ciudad. Revista de Investigacion.

Miguel Angel Chaves Martin

Doctor in Art History, Associate Professor for the Department of Audiovisual Communication and
Advertising I (UCM), Director of the Grupo de Investigacion UCM Consolidado “Arte, Arquitectura
y Comunicacién en la ciudad contempordnea”, Vice President of the Asociacién Espanola de
Criticos de Arte (AECA) and Director of Arte y Ciudad. Revista de Investigacion.

How to cite:

Heredero, O. and Chaves, M. (2016). “Art in Advertising. Types of Visual Art Usage in Commercial
Communication”. Comunicacién y Medios, 25 (34), 96 - 113.



