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Haptic Perception in Fashion Film
- Drawing on the theory of Laura Marks -

Soo-Jin Chung and Eun-Hyuk Yim'
Dept. of Fashion Design, Sungkyunkwan University; Seoul, Korea

Abstract: Fashion brands have traditionally conveyed emotions through brand image and images such as fashion photos;
however, fashion films play an important role in conveying emotion to consumers due to changes that have resulted from
the development of digital technology. This study investigates haptic perceptions in fashion films based on Laura Marks’
theory. The study concurrently conducted literature and case studies. Haptic and is a condition of touching an object with-
out actually touching it. Marks describes haptic theory as an embodied perception of physical effects that occur as images
affect the body. Haptic perceptions that cause a sense of touching when looking at a fashion film can be understood as
a formality embodied in the body of the object and spectator created by the object and spectator’s clothing experience.
Our bodies and apparel can be seen as being perceived and imprinted in our bodies by constantly experiencing and main-
taining relationships in an inseparable relationship. Thus, when we look at fashion films, the haptic image invites feeling
embodied in our body and provide a haptic perception. As a result, factors for the haptic perception in fashion film are
ambiguity of images, fetish image, and non—-narrative. Fashion companies are expected to make active use of haptic ele-
ments as an era of artificial intelligence arrives and the size of the e-commerce market grows.
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Qe sl Fslarz) o] 82 s Bk A7}
HALES B3 ARIEAS Hasiainh Arrae glske] A
A, 2} go] A9l e BE FAAS T3l FE o)
Eoll tiste] gobrar, dstolxie] g aglef oisf #4813
ot =4, BAATE B9 #EX gslolre g 291e A
g3lo] AR Yehs 9 2908 Al £45 2
A e A E AE EPE & /U9 (Show studio)2t
57 T34 3F SAERN FRE A== H gxe Bl
To] g BAET & 2RFYed dR= | HHdE
2659, frREC 2= ® YA A=l HHEE 75U
Adsle] AAE ] eRd ER|7F 9l g RAE HFo
dFshs 20199 49 71 23] 5 103 oPde] HHAHE 8

% & 2R/t 29 Dynamic Blooms, Gareth Pugh for M.A.C.
7 fFHo| == ¥ Wild Days and Nights in Rome
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womenswear F/W 2015 advertising campaign(2,746,216),
Atrtists & Roses The Burberry Prorsum S/S 2014 campaign
(158,199 A3t 431G olF & 2/ SE A|E
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dEo] A ARUAIFY FHer EAZHoR SEET] A
2 201158 20199704 €] Al 2 A8kl
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A 3 o SR A vdel® e FH dolz
FHI 5HE 2R tRteld, 221 wiAX, AT Sl
o] Az 108 Hele] e s ot 3, 94
T+ Kim(2017a)2} Kwon and Yim(2016) 5<] <oA= 3
AL E9 AE S FARE T FFeE LS tiAl
ke Z]Alg o)A 9373 (Presentation film), Bl =2] F1o} &
BE gt ] FE(Campain film), F3L ZE(Advertising
film), efmlold oz A ofiu|o]d FE-(Animation film),
Hlso] AlF Ay 9 osids WiselR|e] AERE o
£ ol ZE(Making film) & EZHo 2 ¥dlsigict. wet
A 2 =M E o)t e AydTe e 24 A
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2.1. #&|(Haptic): &X|& Az}
e ojele 18]20e] ‘Haptooll4] fefE &oj2 Erp
2= AlZh(Visual) &l 78R ol “TEIt(Touching) &=

=712Q1 7157 ArlskE BAKE F249] 71%S 7RI A7
=3t (Park, 2015). 31E12] A48 243 (Tactile)hs 745
s Mdelnh. F2olzhe ofn7t vl FEF % 77t
olghd, e wix] WH 4= Ug A 22, WAL e AR
22 7o) Azbolth(Lee, 2015). Y oAl Rk 4= Q)
5 AR AR oA 7)Ao 7 3T} o]W]X
(Optical image)ell &3FAIRE, WH = A& Al o= 2Rl
she Zlo] ofd <eo& wirhEhe sidoltt. e, fE &
Ald B 23 v 717he] 7)so] e Zlo] ofd 2
3 E FEE Blulf‘&u}(mm 2017b).

2o e PEO] 79S8 2047] AR gRolx Ela
(Alois Rigel, 1858- 1905)4 AFoA 2T Marks, 2002).
gl2o] A T57] Zrle] o 2], oM fiEojgks dolE
ARH ARESlL A A, AR HoPs ovjshs
‘Haptisch’2b= NS 24 A2l &2 Jtetstal ok
‘Hatisch’, ‘Haptique’= ‘XZAsITP, <ol grbE oujste 2
g2olE 7|2R 3l vREoX] wojolrt. SR 1Al &3t
9] AARD FAZE ot B3Rl Al thE Aldle]
7Fe7d & 2mIRt(Uin, 2018). 222 CJHEFE Zuje] o]2
= A v S F7H, Az olgke 7] &2
e} 3PAIE vre] ARSia gl A WA Al7]E 2 o]
HE digdM & F e F74-2A1H (Takisch-nashichting)
11, T WA AZle aels, 2ak A deds &

Z}& A ZH4 (Taktisch-optisch)?] A]7]o]w, Al WA
A7l Zrp 7] dgdi] B F e AZA-dAAA
(Optisch-fernsichtig)?l A17]¢]th(Kim & Kim, 2016). 2|52
w3 Eo] A% H Al MES 7P ™SIl oA oR
AT dles oJHES] AxH (Bas-relief) Hslel&ole} &t
Atk oFES] A= W W] 948 AU 9o,
Ol B BHE o] FHAE FHOEE 3 A=dElA

AR olggk ABEAES 5% 2o R vep, o
7]*1 WA & Zlolw §lal, 93 fle wEket Hd
oA o7 EAA 9450 $E wEt o] HiHE T
Aprise] w02 XA 48 dels uzith ol&st off
A BlFe o|FPES ded EFHom Z7MH oy, 717t
A HEE AZE Ao, Fo & TE Y Ao Foix
Aokl s th(Kim, 2017b). ©1XH 7M7bolA B A
Coiye 23 Aol S5 A7k S-elelA tidel |
53& Foh 22l oJshd @] uidEe] EA FYdel
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gk EHst X2 F7E oz A F Sl Aotk &,
7o) S42 JHAIE e 73A19] E7193/3 (Impenetrability)
of #st A ‘% %Eloﬂﬂl & °1°U1 o] 737-1]~°1 HhE o

o]F E_EJZ(Glnes Deleuze, 1925-1995)= 2|22 fsm A
BE R R Y NdS A FTHMarks, 2002). ES=
B 29 A t7izke] =2, (Deleuze, 1981/2008)014] Zgka
2= o] (Francis Bacon)®] 3]3l5 =38, 2] WHA|7] 7157
o FEgit) E32e wE2H w2 Wrd] MH oz st
3 &L R AdcEke WA, & Ee Al &l 5F3le
AL optaL itk HMEHoR T 84 715 S
= Aoy £9] 7|F5e TQH)\]'O Tx]= Zolgh, SR
A= e 7] on o] £ e 7

7)s¥he EEnL f&E}. EY=2E w9 SAE
© e 7%, & 729 715 fWHY v QY SAP
2 stk 23 2 989 A39 wolH, o] Y %AI
= v3H oulolre] AR A9 TFsAEE TR w5
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(Nomad art)ellX 318 7dS A3tk (Marks, 2002). EF=
= T N9 Ale] tig Bl ol T ] Fikell tiY A4S
AAHE & <dAZ] Al (Fernsicht) - 7 A]4 (Nahsich) %
= g AA 3 AlE F7H(Pescape optique) - E 37t
(’espace haptic)’©] ZA°]th(Kim, 2017b). == 8 S
ol st e 7, @ESH WA TtolA Setsie &

—

A o)5l=
b ole] A24209) Jlo] o2k B, el S22t @
5%, AxRe) olE dee AA2E A% nE A7} of
W SATIE 918 WA A8 S8 ol g 27
& ol HES Agkd Ao m. 9Y A 39 20
o Zol7} ohd 22194 mRAQl TN olHeR 7
5= Ao|thKim, 2017b).

1990 t] o] 5 e 7 wrjojofES] Gl BR2A
%5 7PASt whbe ST AR SEoln Qs 4
© 249 7EHATHeon, 2015). FES Ax} 2 ow]7} Sy
Hol HZelle AA 9 7P| delxe] BAl] et ek
Arsl= d 220]aL Slth(Jeon, 2009).

Za ghAE= 2129 o0& E_g]zo] o]Z& o]ojuto} e

o] HHITh. 2ol oJelH, € AlZk(Haptic visuality)>
43t A|ZH(Optical v1sua11ty)aJr fzHE 07, =2 4=
(Touch)® 25 7FZH(Kinesthetic)?] A2 th& 77t
sl AL oud. AP w7 & Aole] ofn

Z7}o

I A¥= g1 o Aol 7] a2fe] 71s9l &
27 2 o] 77k =itk o AY gL 3 &
dshe gEe NMER A 7R, B8l A

THEE A2 §39 Aldolst & ¢ Utk (Marks, 2002)-
P oA 244, 254, TFEEREA N1ER 14
Hed, ole Al 7oz I gHe] A3 *P% = <k
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& Al = A 22 Aotk g ol 3o
7P Fash 2 AR FA el AAlolth fEeNA =
o] &S 7 71#H 2L AEE A HH, ;9 Azke
AFE] digh 1218 7FsslAl gttt §iE Azl BRiRke] &

< By o o EHeH #st tE ke Fojditk
(Marks 2015)

2.2. AsjollM e 29l

g Y oWA e v el ojg Axl Yz i
AFAQ1 v omR|elA 71 & ok & Jlrkarl AHst
WA, dlE 7742 J3le] YA/ (Graininess), AZE EF X

(Soft focus), £l (Blur), F==% A¥(Close-up shorts)sol|A]
et sl tkMarks, 2015). 318 o|ux& AZolA 2
I FFE A ks HelA 3 ojwxH) Ax
o AefAolgta & 4 Uth(Marks, 2002).

e ofm|A| 7} E°ﬂ FFS PIXEA PSR A G
249 Y E AsE B2 (Embodied spectatorship) ©]

g 4dska s, YEAHE $A19] 9 sl Pk
@bl SAIE SO, S40) Shsiel S| 23] o
2 olulA5o] A9 Lol oledt olrlEE 1 3
748 Azl wkEo) ale] EMe wRitke =Ag F. of
Ae czEple] Fele H PO FAUA ke FHol

Twskd s}, &2 Y sk sk (Marks, 2000), 3

b dgle of 4T o

gg} e P
S ASE A ol WA e A BAel
221¢ olmAY) BB, T4 olmlA, = eEng A

>
o

22.1. oJu|A] ] B3 A

Y Jsh= shte] FAdste] Fdsh) MAE BAE B
Sol Al o, 1 S A7heH whEo] d3le] xHS
A WRveE Ué!—"— ﬁzﬂ OIEW ﬁ“a F3h= AMF el
AN FA] g

e o #AL ojopr] XWH(Narratlv S olod Fa A
£ Qo™ A 23] WIS AFopA] EslaL, oJuA| 9} ofv]
A7t sl vke] BAE A 5 glo] ¥ —’H AE g5t
o] FHoA WEDE o]2H dste] omA7t el onlE T

o}57171A] Al7ke] AT B9F A9 Fo Helx A7ke &)

rlO N F¥

(Marks, 2000). o]2]gt g€ o|mx|e] REFFO = QI3 Ho]
gz sdslsiAY Sdgdol BYslyn oju|x|e] FHe
Al WEAA Al A RS FEEAl B th(Marks,

2000). o] olm|R|2] REAL o] o|FH ATE FH3}
7] Aol wkgH e d=Ad 2

olald & e WA EY QARG 2FS NANFoR
A sk Zo=, A9 Al FFS A A iﬂﬁ‘ﬁ
7¥salA e Aolt). o] #golA mlEEsA

A ¢] A4 (Represent) A/doleb7|Hr; £24 HE(Present)
om], o] Hofx] A7} WAt on|R|e] 7] 5317} o] Fo
Ztk(Marks, 2000).

k= olgigl olu]z|9] 7] &3} #g-S HA(Charles Sanders
Peirce, 1839-1914)¢] 7]13 3K(Semiotics)S HlEo® A3t}
T 2~o] o5t 71581 ol 19Jr AR Atole] Axe Alde] 2
A7 ot $52] AR, F5E onA= 719, 957l A,
TE ¢EAA E2 A, 1?41 23 Fowt €37 R 52
o} -ETHMarks, 2003).
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W8 sl 3lo] Bol AT E3E Bal w5 17
A4, F Azt A2E ] 24ekE 349 3‘5]—7]% 9o,
thKim, 2006). P24 ZEAEF}T
o Ejell i vhEal LskE Sa) wAle a*ra EE)
221e] A= mix] ARNTHE A S 719L A9
Azl 3 A1Z 4 AchDeleuze, 1964/1997). 41714 A
9] 3| Alzto] ohd T 717k iR Fitt. |zt $74,
EZtat 7+e Bol 7S 7zEe #hdo] obd Eo Agte 7]
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Zo] Y2t (Bong & Chung, 2007).
et Jz—ma ARE B WA S BT A

st & =] Aoy ¥ SAE ARdEHA . ol

)
12
ol
‘(‘r‘



TJHAZE] LfEFF FE (Haptic) X7 -Z2F B2(Laura Marks)S] ofZS- Hfge=Z- 383

A7} 7R Aol AEe 2o s dAEE Ao ofel A
7hE7te] g7k wWge) B AR e oA Waks)

A,
2o} e 24 olnAE B9 9sish 9] U
5] GEA FEgel AFIAA. oA T2 ol

o}~ 2} (Diaspora) ©|0| X2} HE]A](Fetish) ©]7]A]
7F At} WA, tlokisxze} ojuA]e ARe] H7tel| ARs olF
Wof| o5 MEojA tolaxe AYL 7R AlESe] YiE T
7N ool E3lz FAE ouX|E S=gth(Marks, 2000). E]O}
23] o3k AskE A e Fstollx] Aol HIA -,
A Akl i 7190 7hEn ATeae] A A AR
oM e St w3k 71els Hiee AVlE ek 7
7o) BS Fall Al Al w3z Hd tis 7199 €]
717} 7Fsd ZolthMarks, 2000). o8 g A4 ARy
2olxe] gt E3HE 7190l A WD Ee FAR
Foke A= Zoby] o g b tolixee] A2 &
ATE GAFI B Apelres AQstes gt

o g, 377 oAl EFA EA 9 W, & HE
Al oA = AAJET. ol= Y FstolN FETE AE

Jl‘}‘ o[ﬂ

st
= HWOH oJall 7Fsai Rt} FEAIL] tiado] HE AlE-oln]
A= AR gt AI7HS 8E8kaL TH(Marks, 2000). F2&
3 el o] m)x)¢] E73A 64_%;,]. sty 7228 gAS A3
SIS, Z7ke AR Y19 wWgall Bk Tk olg ¥
E] o] (Walter Benjamin, 1892-1940)2] €015 o <o}
a}(Aura)g vbIA 71Tk Ayt okSels Baixlele] HE

ouf 2 AN Wshke Edo] AN BT
HellA Zﬁ?ﬂoﬂ A = AN, AR Az ] S
o A7 FAPIE T ol2iR EAZ ofulx|e] A
A & 593} she slo] o} onixe] 2FH dES
ARG oAl 7B o} AlAle] AEE T &
81 (Marks, 2000), &2 A, Aol o] vIELIA A
233 QlomME FAldl XH%H\:} M AAE mH e
olsligh= &Eleh w2l 52 2L ATHKim, 2006). EHiE 7]
o2 UzEE= %%:@}ﬂ% o] ohet mxpEH o 2 el
7t A7IFAE ARG, IEAZEE AEA] oS Fal
A ] Azt 719 A2 93; %71*1715}
alhal Oﬂﬁ].oﬂ/e] ozj 7} o] ;(]k-‘__ jz%g]
Al oA E vERH, o] Zle AEAk
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fho] o} AT} Tt 7kl Adel oJst miZlE 875K

FE=THMarks, 2000). ©J7S T8 4 U
WEA ZHztolgtal & 4 Uth(Lee, 2015).

FslllA UHEE 2= Bdo4 &5 B4, T4 52
A& YALE Fate] AdsiH, dheeh ek e1e) Axtke]
AEEE T olopE Bolrle ERS HEITH(Lee, 2014).
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o] ohd 4]

Aol g S WA S w HlEAQ) = e
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W = EE PxeaE Bl ol dHe ade] Al
Jo] guto 7 #AlLe osle] 2B

P} A& ol e
Sl oS Z=t ol A EYS Weallske M E &
olo] & 4= Uth(Lee, 2014).

oA A EGR], = HeEEe 2EFd [FsA &
= HIIFH e FA] A AES AA0] olopy] x}xﬂcﬂl
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A gt 2 5 g
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oM REAZES Aske Aol ofsf B
T AT E Fste] AskE A QRle oW|H| BT
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e
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Table 1. Haptic perception of cinema and fashion film

Haptic perception

Embodied

spectatorship

Ambiguity of images

Synesthesia images

Non—narrative

Cinema
Diaspora image Fetish image
v { , v v
Fashion Ambiguity of i b Non—narrative
film mbiguity of images Fetish image

ofel & ¥We F5 FHew, fEl7F 9 HE 9
3l $Ele AAE A5 Erk(Swindels & Almond, 2016).
TS g2 gl Astd &5 S Al BE =dF
225 ZpIskalJenss, 2015), AA|S] FelE FdaiH, A4
= T S VIRt 7iQ1e] AAlelA ofw g B T
&el HEe] & °1Ur HES S AN, =, 719,

3 u]-;q =

ARG obpEm 17ke B AR S0} 1H(Coelho &
Correia, 2012).
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Fig. 1. Dynamic blooms. Captured by
author from Knight & Tell No One(2011).
https.//www.showstudio.com
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EAELR dbdste] AF dEg I =TH(Yim, 2013). A
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e S & 7hedl A717F obd FHolut & Aot A
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o1ddE ke ofoldlold vehdthd, 3E Fsllre &

Fig. 2. Gareth Pugh for M.A.C. Captured
by author from Hogben(2011).
https.//www.showstudio.com

Fig. 3. Wild days and Nights in Rome.
Captured by author from Luchford(2016).
1:00> https://wwwyoutube.com
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Fig. 4. Prada presents: A therapy. Captured by author from Polanski
(2012). 3:30’ https.//www.youtube.com
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Fig. 5. Girl’s Secret: a Fendi film. Captured by author from Zlotowski(2017). 2:00°

https://www.youtube.com

Alag]l= Holx]=(Sigrid Bouaziz)’} F9& T2 2 IEL2
ylg)e] YolE o|ZE Z7|e dthFel nle] GFop|ES)

*gw FANH O BARITHFig. 5). G4 Sol4 A5l
o] Bo go|ES] T&alE SiA AHE 2 gus) &
o AES A= Zue AT 7)) o
e Am &

w7 wg I YRS APsh it

TEltls A AR TolRF olETIHE]Q] oY & 9l
(Autumn de Wilde)’} &g 22 F 57H-4 Al Z81 The
whEsiin) & -‘H"*é & AR Fe
o) 2% thAl HWAIQl The Laundromatol| =

Postman DreamsE

RECERSEL

Zd vlg- A Ao]n|<=(Ellen Jamieson)®| 5FSH}H(Fig. 6).
Al Ao|mEe wefollA ARle] Zetr} Yus =YiAE

ARl B 55 & 2ole HEA, dlold AHoR =g
ZeiAY, FEER 1] 9us =Y, 9 HEE U
of 71 Zolom, M-S BAY & F7|% sk, wrt
o 718 Zvdnh 2 e g Eel sHeke 52 T
Hohe A=A slo|g, e FER 2Ale] 99s =i
oF ¥ mEeet 22 HEA ololRle Tl ARA A =S
ZolAY kehe A Be o] AAIE
N7 HQ1e] Aske F2be W eEA st A}
7Pt gt & o o

" ‘
FoEe 4

o
=

o
=

Fig. 6. The Laundromat Prada: The
Postman Dreams. Captured by author from
Wilde(2015). 1:56°
https.://www.youtube.com
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Fig. 7. Prada womenswear F/W 2015 advertising campaign. Captured by author from DJA & Lin(2015). 1:06° https://www.youtube.com
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