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Scent of Revolution:  

How God and Calvin Klein Transformed the Advertising World

“Marketing first, then fragrance.  It is usual these days for the bottle, the name, and the advertising campaign of a new scent to be developed well in advance of the fragrance itself […] Razzmatazz rules.  It is the siren-song of advertising that leads us to the counter” (Newman 115).

Razzmatazz, perhaps, is what we can call advertising today.  But it wasn’t always so flashy or so thrilling.  When modern advertising began in the 1920s, it was dull.  Dry product descriptions, no pictures.  Lots of text.  But suddenly, in the 1960s, ads became charming, appealing and fun.  Before that decade, experts in the field believed that “advertisers should follow simple formulas that were foolproof in manipulating customers” (Berger, 46).  It was not about complicated strategies, hidden messages, or wacky ideas.  Instead, “the advertising of old wasn’t trying to engage you so much as beat you into submission” (Berger, 46).  In the sixties, things changed drastically.  Advertisers realized that to get the attention of consumers in those wild years, they’d have to do something new and exciting.  Ads became stimulating and exhilarating, while focusing more on the consumer and less on the product.  Images started to symbolize ideas, and logic was thrown out with the trash.  “Beginning with the Creative Revolution that swept through advertising in the 1960s, many of the creators of ads have made a conscious effort to imbue their work with cleverness, humor, emotion and style” (Berger,19).  But that wasn’t the end of it.  In the last two decades, these changes have been pushed to the limits with ads that go beyond just being interesting.  The 1980s and 90s were years where advertising became puzzling, thought-provoking, and focused on lifestyle.  But it took a special product and a special company to get us to that point.

Perfume advertising has always been on the front lines of the visual advertising battle because it is impossible to describe the actual product—who can write a smell?  In the past, fragrance ads were especially one-sided, and had only a simple formula of luxury and sex.  But it was always an image that sold the product—never logical arguments.  “Visual images in advertising are absolutely critical in reinforcing product textuality” (Beasley and Danesi, 123).  In fact, perfumers realized this fact early on, and have been using pictures, photographs and paintings for much longer than other industries (Barille and Laroze, 191).  For this reason, we would expect a fragrance campaign to dominate the modern image-driven advertising revolution.  We do not have to look far.  “Calvin Klein can hear the grass growing,” admires one woman in the public relations industry (qtd. in Newman, 116).  Though Klein’s fashion campaigns have been credited with changing the world of the clothing advertisement, his marketing genius in the field of perfume has been largely overlooked.  The images in each of Calvin Klein’s scent campaigns have expanded and pushed to the limits an advertising revolution that began in the 1960s, by creating mesmerizing ads that have a serious impact on consumers’ thoughts and emotions.

Putting the Pieces Together:  Understanding the Puzzle

Calvin Klein’s first enormous contribution to the world of advertising was beginning a visual revolution where ad images were not just straightforward depictions of people and products, but were puzzles designed to engage the reader’s attention and activate new ideas.  Although sex and skin have always been used in advertising to catch the reader’s attention, the ads for Obsession in 1985 took this idea to a new level.  For example, the ad shown in figure one became famous for the aura of mystery that the writhing naked bodies evoked.

This ad uses classic perfume advertising techniques in a way that is inscrutable and exciting.  Calvin Klein did not abandon completely the proven strategies for fragrance ads—he just extended them.  The skin and the attractive naked bodies are there, but the ambiguity is something new.  The fact that the colors all blend in with each other, and that it is impossible to distinguish where one body ends and another begins, gives the reader cause for a second look.  The ad uses original techniques to create the impression of raw and unusual sex.  For example, in Images That Sell, Luc Dupont says: “In images of women, long hair can always be used for its provocative and erotic quality.  To increase the seductive power of your images, show women in the process of raising their hair” (65).  In this ad, Calvin Klein uses this advertising technique, but instead of in the traditional way designed to illustrate the femininity of the reader, this ad shows the process upside down.  Furthermore, the woman is not raising her hair, but grasping it tightly, giving off the impression that she is in pain or extreme pleasure.  


Another way that this ad is revolutionary is that it implies unclothed body parts without showing them.  “The female breast, being an important visual stimulus, transmits a sexual signal that appeals significantly to men” (Dupont, 94).  In this ad, no breast is shown, and no line of the breast appears.  Even in other Obsession ads, where the breasts are uncovered, only one is exposed to the public, while an arm covers the other.  This is not to say that Klein leaves everything up to the imagination.  But because some of the image is left unsaid, the consumer must put the pieces together to discover what exactly is going on.  “Surely the genius of sell is Calvin Klein,” says Cathy Newman.  “Consider the ads for Obsession: a tangle of bodies (two men, one woman…or was it the other way around?).  ‘Repulsive,’ says a competitor.  ‘But they stick with you.  We spent seven million dollars in advertising our product, and women in a focus group said they’d never heard of it.’” (115).  But the spirit of Obsession lies not only in this one ad, but in the series of ads that draw the reader more and more into a story of wanting something so badly that it creates an obsession.  The ad shown in figure 2 also follows the same pattern as the first.

This ad also makes you wonder—what is going on?  Because of the rough background and similar colors, you can only make out the situation from the textures of the objects and people.  The skin is especially sleek and muscular against the grainy environment.  There are arms everywhere, and again, it is impossible to tell where one body ends and another begins.  Gender is important—the large masculine arm contrasts with the soft feminine one to provide an intertwined figure that is a fusion of two sensual bodies.  This ad is another visual puzzle—the reader cannot simply look at it and understand what the image is trying to imply.  Instead, they must contemplate the picture in order to understand it.  “…fragrances have to have a story line, and you have to boil it down to a sentence,” says Sheila Hewett, the marketing VP at Calvin Klein.  “Obsession is the dark side of us all.  The fantasy that maybe you don’t want to talk about, but you know is there.”  (qtd in Newman, 116)  The key, is, however, that the sentence is only in the minds of the advertisers, and that they cannot verbalize their thoughts.  It is the images that create a puzzle that the reader must solve, and solve in a way that makes sense and sells the product.


Calvin Klein started it—but visual puzzles were a revolution that went beyond perfume.  In Advertising Today, Warren Berger devotes an entire chapter, “A New Visual Language Emerges,” to the changes that took place in the image-world of advertising during the 1980s.  “With advertising, as with other forms of communication, [people] don’t necessarily want everything spelled out for them; give them points A and B, but allow them to make the mental leap to C themselves” (84).  Obsession was the starting point for this belief—consumers had to use their imaginations to really figure out what was going on in the photographs above.  And now, engaging the reader visually is not a revolution anymore, but a standard that must be met by any competitive advertiser in the market.  “[Advertisers] would engage the audience in lively visual games and riddles that often required no words at all, and that played to emotion more than logic.  In recent years, this has evolved as a modern form of communication—a visual shorthand—that can now be found posted on walls or in pages of magazines around the world”  (Berger 87).  Berger attributes these new visual puzzles to other campaigns, but does not take note of the fact that the puzzling Obsession ads came first.  Furthermore, it is always ads for products like perfume, where the hype is more important than the actual good, which lead the advertising industry. 

Leaving the Adultery In and Out

There is no question that Calvin Klein is the creator of controversy advertising.  He has been criticized for glorifying everything from drugs to anorexia to child pornography.  Though he has had to pull ads for his underwear and clothing lines, his perfume advertisements are more successful because they create a scandal without leaving the magazines.  The images used in Calvin Klein scent ads suggest forbidden topics without actually naming or showing them.  Take Obsession, for example.  In the first image, discussed above, the ad suggests an orgy or sexual situation that is not quite the norm, without showing exactly what is occurring.  Because it is impossible to tell how many people are actually in the ad, the reader can’t pinpoint the controversial.  But there is definitely a forbidden story that we have in our head—impossible to really define.  

In the second Obsession image, there are strong hints that the male who is carrying the female might be doing it against her will.  She is slumped over with no life in her, and it is impossible to tell whether the man is fulfilling his own sexual fantasy of sorts.  Add to it the name Obsession, and we get a picture of a lunatic who has drugged an innocent woman, and is now carrying her away to rape her.  But this is only a possibility that has crossed our minds—nowhere does the ad say explicitly that what this man is doing is illegal or morally wrong.  So the connection is made in our imagination.

You might remember that there was a controversy surrounding the Obsession ads.  Many parents and conservative groups protested some of the ads that showed breasts, buttocks, or implied complete nakedness.  However, the protest was limited, and mostly had to do with the fact that the models were showing too much skin—not about the fact that the ads were implying unorthodox sexual situations.  In fact, these suggestions cannot be taken to court—whether a real jury-room or to trial in the media—because there is no proof that Calvin Klein is endorsing unconventional behavior.   

Along these same lines, Calvin Klein ads for Escape are genius at forcing us to make the unmentionable connection in our minds.  In fact this fragrance might be Calvin Klein at its best, for no one has complained about the connotations of the ad, for they are hard to prove.   Though Sheila Hewett, the marketing VP for Calvin Klein, Inc., says “Escape is wanting to get away from it all,” (qtd. in Newman, 116) she doesn’t admit the real suggestion that the ads make.  Escape, rather, is wanting someone you can’t have.  It is, simply put, about adultery.  Come on now, you might say, be realistic.  It doesn’t say anywhere in the ad that the lovers aren’t married and just having a moment in the hallway of their house.  But the proof lies in the images.

Our first clue is the corridor.  A hallway is a secretive place—not in any one room, but between them.  Though this moment seems romantic, the lovers are bent and the knees in a way that wouldn’t be comfortable for a long period of time—they are not going to stay in this position for long.  There is an urgency in the positions that cannot be denied—the two are not leisurely in their embrace.  The way that she is grasping him tightly at the neck, and he is pushing her into him suggests that there is not much time.  The next thing we can see is the clothes that the two are wearing.  She is elegant, sophisticated, tall.  It is attractive, but even more, we get the impression that she is on her way or at an event of the rich and famous.  He, on the other hand, is dressed in all black, a muscle tee, nothing fancy.  He might be the hired help—a waiter, a bodyguard, a man who works with his hands.  This is not the man who is her husband—she is either already married to someone else, or will be soon engaged to a man who is her equal in class—not the muscular, yet penniless servant.  This is a passion that is illicit and impossible—an escape from the commitment to someone you are forced to be with.

Figure four, depicting the same characters as the previous ad, gives even more evidence that Escape is about illicit sex.  The woman is turned away from the man—she tries to get away but unsuccessfully because her heart is not in it.  The man has pulled her back, unable to let her go, but the anguish on her face is real as she contemplates her guilt in the situation.  Her arms are bent diagonally against the walls to remind us that at any second, someone may discover the forbidden relationship, for the hall is narrow and and confining.  These characters, however, are not the only adulterers in our group.


Though this ad might not be as clearly adulterous as the first two we have looked at, we can see that the woman is passionate yet torn in her lovemaking.  In Images That Sell, Luc Dupont argues that the gaze is an important tool in conveying emotion and expressing feelings (72).  This woman is sexy and secure in her body, and clearly seductive to her lover.  However, she is comfortable with her situation, and the eyes and jawline (turned away from her lover’s face) indicate that she is contemplating something other than the matter at hand.  This ad works on another level, however, because it draws the reader into the picture.  In fact, a gaze that faces directly out of the page draws the consumer strongly into the picture (Dupont, 74).  This implies an intruder in the bedroom—someone disapproving of the sexual act between a married woman and her lover.


Ads glorifying adultery would be a definite no-no if they were clearly about being unfaithful.  But Calvin Klein knows how to push buttons and how to imply the unmentionable.  Although he was replying to a question about globalization and the incestuous relations between perfume companies, the chairman of fragrance company Compar said it best: “ ‘You have to pretend to be virtuous while being promiscuous.’” (qtd. in Newman, 128).  And that is exactly what Calvin Klein has been doing. 


Other companies have recognized the value of controversy advertising, and have tried to use similar approaches.  For example, Dior’s Addict campaigns have gone beyond hinting that addiction is attractive, but have glorified it in ads that are far from subtle.  In a world that is increasingly politically correct, companies like Dior must go back to Calvin Klein’s Escape ads and discover how to be clever and discreet about their controversies.  Dior’s Addict campaign got pulled for making drug addiction seem fashionable.  For a company to be successful in the world of hullabaloo advertising today, they must recognize how to imply without offending and suggest without being taken off the magazine racks.


A Slice of Life


In the last few decades, Calvin Klein has also been at the forefront of a new advertising wave, where products represent ideal lifestyle rather than ideal wealth.  The tangible has been replaced by the intangible, as customers are assured they will achieve the perfect family life, happiness, or love.  Calvin Klein’s Eternity was one of the first perfume ads taking this form, and this trend has followed in other advertisements as well.  “Until the 1960s, publicity photographs portrayed perfume in all its splendor in the rigorous perfection of a still life, or the impeccable glamour of women in studied poses.  They offered no social code except one of luxury…”  (Barille and Laroze, 194)   In fact, scent ads have long featured a picture of a perfume bottle alone and divine, in order to make it look like a sacred and especially costly object, in order to increase the impression of wealth (Barille and Laroze, 194).  Later on, however, perfume “was an attitude, a choice of lifestyle.  In the 1970s and 1980s, a style of advertising, based on the concept of representing a ‘slice of life’ became generally accepted.  It presented a variety of images of men and women based on a few stereotypes, such as the sporty type, the insolent woman, the romantic, the adventurer, the seducer, etc” (Barille and Laroze, 195)  Although some attribute this new change to other perfumers, (e.g. Barille and Laroze, 195), Calvin Klein perfected the campaign like no other—using images that created a story of a family that was happy, passionate, and comfortable.  In the 1990s, “perfume went beyond outward appearance to delve deep into the female subconscious, portraying a somewhat idealistic vision of femininity which reconciles mistress and mother and tender and passionate love.”  (Barille and Laroze, 195)


“Eternity is about a relationship or family or commitment,” says Sheila Hewett.  (qtd. in Newman, 116).  The images support the ideal of bonding with others forever.  Take figure 7, for example. 


This image is one that gives off an aura of the ideal family bond between father and child.  In the ideal family, everyone is attractive—the son has flawless skin, that is shown off by his sleeveless shirt—he is the perfect child.  The father, too is handsome, with just a tiny bit of facial hair to show that he has more time for his family then for shaving.  “Twenty years ago, fathers hardly appeared at all in advertising.  But since then, things have changed considerably.  Nowadays, society admires fathers who are intensely involved in the lives of their children […] Dad […] will be totally capable of expressing his feelings…”  (Dupont, 125).  This ad is an embodiment of the latest ideal lifestyle—one where the father is able to join in the care for his son with pride.  

The next images are a series of photographs that seem like they are taken out of where a close up of Fido, the dog, should be.  This campaign is not any more realistic than the perfume ad campaigns of the past that implied that a specific perfume will bring you wealth and luxury—no family is as happy, attractive, and simple in their day-to-day lives on which these photographs are based.  The difference is that these campaigns imply comfort, happiness and joy—the ideals are about lifestyle rather than anything material.  The theme is carried out even with images that contain just one person, as in figure nine.  This woman’s gaze is all-knowing and content—as you are drawn to notice the wedding ring on her finger, you realize that she is a wife and maybe even a mother.  (Of course in this campaign, there is only one female and one male model used in order to really emphasize the commitment of the two to each other and their family.)


This phenomenon—where advertisements represent the ideal lifestyle rather than the ideal luxury, is one that can be traced through ads for other products as well.  For example, in one advertising book published in the early part of the 1990s, the author explains that a product in most ads can be “integrated into an atmosphere of he materialistic dream—apparently the only ideal that exists in advertising—…all energy, desire, and ambition are channeled into wealth.” (Haineault 52)  However, since the publication of this book, Eternity has changed how advertising works.  Now, according to advertising books published recently, we live in an “era of persuasion” that focuses on bettering the lifestyle of most people, where advertisements serve the role that religion used to—in the promise of a comfort, health, and happiness.  (Beasley and Danesi, 15)

“ ‘That is the reason for Calvin Klein’s success,’” says Patrick Choel, the President of Christian Dior Parfums.  “ ‘He sells the American lifestyle.’” (qtd. in Newman, 128).  And it is true that he has perfected the art of creating ads that really represent that.  Calvin Klein’s strongest trait is, however, his ability to read the times through a cultural lens, and use his advertising to play upon political, economic, and social trends.  He has combined his puzzling images, controversy, and lifestyle advertising in a way that keeps up with the shifting world.

Changing Times: Reading the Cultural Climate


Advertisers, and especially perfumers, have long realized that they must change the image of their product as the decades go by, even if their product name is one that will last into “eternity.”  But most of the changes they have made have to do with which models they use and the clothes they are wearing.  For example, the 1961 book, Visual Persuasion, by Stephen Baker, discusses, in a chapter called, “The Changing face of Models,” how “modern girls are not what their grandmas used to be,” (2:3) and so advertisers must be careful to use a “girl next door” type model, rather than one who is aristocratic and evasive.  Clearly, ads have been changing in response to the changing times for decades.  However, the changes that have been made are only on the surface.  Before Calvin Klein, ads did not reflect the social, political and economic times, but just the fashion trends.  Perfume wasn’t about a deeply penetrating society, but only about changing in response to pop culture.


Take, for example, Chanel No 5.  Though this scent has been wildly successful for decades, the advertising genius behind their company must now be prepared to change or die.  Chanel No 5’s ad campaigns are the perfect example of campaigns that have changed their faces without really creating a revolution.  “Why has Chanel No. 5 survived?” through the years, asks Cathy Newman.  “‘Advertising,’ replies design director Jacques Helleu.  That’s the key.  Creativity in advertising… Chanel is the first company to do TV in the fragrance industry, and one of the first to use a personality like Catherine Deneuve or Carole Bouquet to promote itself.”   But Chanel’s changes are superficial—their strategy in advertising remains the same.  They change the icon, but not the formula.  A sexy woman, a famous model who can drum up associations of wealth and glamour according to the current context.  (Williamson, 25).  Chanel has a different woman for every decade (Barille and Laroze, 194).   But does this mean that the company is really aware of the changes in society?  Not at all.


Will Chanel No. 5 survive through the revolutions of Calvin Klein?  Klein is not just about changing ads to fit the new version of an ideal woman or purse.  Instead, he is about looking at the economy, current events, social rebellion and creating his perfume personalities accordingly.  Sheila Hewett comments, “ ‘How do you get [the customer’s] attention?  You scream loud.  You read trends.  You look at what’s happening in the world.’” (qtd. in Newman, 115).  Other perfumes have followed in Klein’s footsteps, and have tried to use the political, economic, and social climates to format their fragrances.  Calvin Klein tackles the tricky issue of social revolution—of changing relationships between races, gender, and people.  For example, Calvin Klein “knows when the time is right for a unisex fragrance like cK One.”  (116)  In fact cK One  and cK Be, the two Calvin Klein non-gendered scents came out within a few years of each other.  “The target group—20 to 32-year-olds—grew up in a world of changing relationships, ethnic diversity, and gender blurring.  This is a group looking to define itself.  ‘They’re wearing a fragrance to be part of a group,’ says Hewett.  ‘They’re from divorced families, so friends become more important…’” (qtd. in Newman, 116).  The ads for the two fragrances reflect this need of the consumers to define themselves individually and socially.

The fragrances were not just unisex—the advertisements were about diversity and being part of a group of young adults coming into the world.  “ ‘cK One is about sharing,’ says Hewett. (qtd. in Newman, 116).  The images used in ads for this scent are modeled according to the events and cultural changes of the 90s.  These ads take into account the problems that youth are experiencing in their family life and how they are drawing more on their peers for moral support.  For example, in figure 11, the people are all different races, genders, heights, and body types, but they all have the connection that they are young adults who are searching for who they are in the world.  They are standing close together to show their commitment to their groups of friends, but because they are looking in different directions, the ads show that there is a complexity to their relationships.


But the ads for cK One go beyond just addressing the changing friendships between groups.  Take for example figure 12.

This ad is about intimate relationships between people of the same gender, and the possible problems that go along with being a gay couple.  Though the two are not in an obvious sexual pose, the subtle use of suggestive images makes this ad about a lesbian couple that is searching for their place in a world of heterosexuals.  The young woman on the right is holding on to her partner by the belt loops of her skirt, and pulling her close.  However, her arms are tightened into a straight position, and she is looking at the other woman dead on with a worried, or perhaps inquisitive gaze.  She seems to be questioning herself and the other woman about what they are about to do—it is clear that there is a tension within her.  The woman who is wearing only a bra and skirt seems to have a similar problem—her knee is suggestively moving in towards the other girl, but her body is leaning back.  Her look is also indicative of worry or confusion.  This ad reflects the growing number of openly homosexual people in the U.S. during the 90s, and their confusion regarding their newfound choices.  Furthermore, the ads for cK One and cK Be are all in black and white, with no happy colors, hinting at the darker side of the decade.  AIDS, one of the biggest social problems of recent years, especially among gay men, is one of the problems that Klein addresses in ads similar to the one above.  Though there is no mention of the disease, the average reader who is aware of this social problem will immediately recall problems like AIDS in ads that contain gay men, and evoke an aura of sorrow and strife.


The cK Be ads also address the confusion of the average young adult in the 90s.  But instead of focusing on the conflicts that the target group has in terms of relationships with others, the ads focus on the internal struggles of the young adults of the 90s.  Each ad portrays only one person, surrounded by a box, indicating that the ad is about the model as an individual.  Again, in these ads, the person is looking straight out at the consumer, drawing them into the ad and into the internal struggle.  Who am I? the average reader might be asking himself. Where is my place in the world?  The ad responds to these widespread dilemmas by telling the reader to “just be” content with themselves, like the model in the ad.

Though advertisers have long known that it is crucial to understand trends in the world, Klein has tapped into the social climate of the past few decades like no other.  He has taken the world of advertising beyond just selling the product, but really delving into our culture in order to create a personality for his scents that really reflect the times.  And he does it all with careful attention to every part of every image that goes out to the magazines. “God and Calvin Klein are in the details,” says Cathy Newman, and she is right.  He knows how to pay attention to the little things in order to make the big ones work.  It is this intuition that is his genius, and this awareness that is what makes Calvin Klein the world’s foremost contributor to the advertising revolution of the past two decades.  

Calvin Klein really can hear the grass growing, and not just that, he can make it grow.  By luring our noses and wallets with sensational, surprising and spectacular images, he has created a marketing world where sex and money are simply not enough to sell a product anymore.  Today, there has to be a catch.  It might be a puzzle, a scandal, the promise of a lifestyle—but there has to be something.  It is not just perfume ads that have been affected by this revolution—the face of advertising has been completely altered.  The ads of the modern era have changed because of Calvin Klein, and we will never go back to a world where ads describe the product without engaging the consumer and addressing their wants, needs and environment.  Modern ads are simply and amazingly human—they appeal to our gut emotions and our complex brains.  Because of Calvin Klein, advertisers today must aim for a higher standard—campaigns that will leave us with touched both in our minds and in our hearts.
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Figure 1: Obsession ad showing intricate visual puzzles.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>





Figure 2: Obsession advertisement illustrating the use of visual puzzles.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>





Figure 3: Escape advertisement which implies adultery. Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 4: Escape advertisement in the same series as figure 3—illustrating subtle controversy advertising. Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 5: Escape ad showing the power of a gaze in portraying guilt.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 6: Dior Addict ad is not subtle about glorifying drug addiction.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 7: Eternity ad showing the ideal father figure.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 8:  Eternity advertisement made to look like a family photograph album to comfort the consumer.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 9: Eternity ad of woman with wedding ring.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 10:  Two Chanel No. 5 advertisements from different eras showing how the brand changes its models but uses very similar techniques to sell products.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 11: cK One ad showing race/gender diversity.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 12: cK One ad that focuses on heterosexuality and difficulties facing youth today.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>








Figure 13:  cK Be ad uses a box and direct gaze to focus the consumers on themselves.  Source: Images Des Parfums.  1 June 2003 <http://www.imagesdesparfums.fr.st/>











