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ABSTRACT

This study aims to investigate the visual tactility of women's dresses in impressionist paintings
and in the mid-to-late 19th century. The research questions are: What is the relationship between
the visual and tactile senses, and what multiple visual sensations extend through the relationship?
How is haptic visuality defined and what are its characteristics in impressionist paintings? How is
visual tactility defined and presented in the women's dresses in impressionist paintings? What are
the characteristics of women's dress designs in impressionist paintings and in the mid-to-late 19th
century? What are the attributes of the visual tactility of women's dresses in impressionist paint-
ings and in the 19" century, and how do they compare? The research methods include a liter-
ature review and content analysis. In conclusion, the visual tactility of women's dresses in the
mid-to-late 19th century was that of the space created by structural variability of flexible
exaggeration. In addition, the general visual tactility (variability of form, illusion of color, and
surface reconstruction of materials) is inherent in the dress.

Key words: haptic visuality(Z£2}4 A1 Z}4), impressionism(17¢5=2]),
multiple visual sensations(¥-32 A|7H7}), visual tactility(A1 23] 5744),
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A2+ F7bo] A E YA BAAE T Al q'e] EAo] FryATTable 1). U< 33}
= T WAlES A" F74F 71dE TEAAA of vehd 7b4 A7l A WAl 5L W
Z7te] 77hg QAste B8 AR H Y A 7o) FzPd |k 1FFe] 3]st 19 9
Hoi(Table 1), 18261 Apzle] &2 HEH3E Al E FEA #Q gaFols HHA JAE 75
e 7H&EA7IEH, AR 19471 §7 AFSlollA ] TS AT, ole oA Ftol
dojt A Hstel] AT HAFH i} #F F T H F7HA4 Aol stEe W 19
X5 BXoM ds-w8 Abxd gFE vt < B3 TS AZEE By oluEl, JAA Al
(Gombrich, 1950). 3|3t= ARle] FFo = <l A7 2 FAA FokEd 7Y FAR 189X
b 7159 AS st #Avte] HdE Awd 2o FHde Bl P49 "HAFoY] A A
o] g FxzA Yoz WAt 1y 19 o 9= T F4A AAES FA 9
A7) 2 - Zukd] e WE &rte] FRoE ) Fol2 vl (Edouard Manet, 1832-1883)% 29
A g Q1o st FAET AT st AA A #FE w & sl LFE A
E2 T Bole 719 s EFe A ¢ AE Ad N dEeE AHEE Aol ozt
o Qo] sHES] AAAA 4GS LEA 534 SBAE A4l A 9 w2 o
gk F34 dHow i I AARET ohyzt v delss A9AA e ARE A
T 84 A A T3 gide] BEshe Hop B AHAR S 1A eA weda F
I obEtE T FEHETE TE wlopwl > ZetH(Gombrich, 1950). =3 nill= $-271 <
A4 "Das Kunstwerk im Zeitalter seiner techni- AsteE ddEES AE o8 #AEES Ad 2B
schen Reproduzierbarkeit(1936),& 3 HZ=E Al 7ve] Az7E T §3e] AyEolgty A9
ob¢-EtE & NEoR Hrieth wlopyl o} sttt ol FA2 g2 sutEdA #4E 4
SHE A AT Yty oA Al oW, o]F AT SItENA A mieEt
37k tiEd dEAY AFAEolgy FHEIH Wstale Ble] Q1 23 A9 AHAAM F&
(Benjamin, 2007). Wlofl gl of-ge 7% 3 4R AAZL e AU #7148 5
o] wekrlo] EAFo] Ao A A#ET Zo @7] Sjal ofelol M wE REHoE AMst
T JEAMT BEETgy Agdit ofghe d I AU AE HA 7]‘?3&@% 27 A3s
SAF Wi ol BE HE gidA EdEE tedl= vEd2e] 7IHE g8t WA ®
o, 53] AT st AA S @ A Sl YgAA E“’\Zoie FEs AT 18699
Ao Fdw Ho| wEojull o}t yEhdt) Jo 2 QHXAE E ol = (Plerre-Auguste Renoir,
1841-1919)+= <(Fig. 1> "La Grenouilleresoll A W}
2) A&FE st vehd F74 X744 2 A9s Fl Yol FY¥ 2@ 1E2F0]dE(La

1947] 3HEE Yol BEoE 7be) o Grenouillere) S5 IS AT A7k R
S 33tz mass FHN 1A APS AR o] £4& sFl "ohly] fAs) Mz oE Wi
saith ol Ale) okgEtg 4FH AME B T S HoAHE A4 Y enAel &
A3 Aottt FHIFES JfA A B HZpAE 9 e Zos weEh 2FotEs ARAM
2SS =AA0 T Hosth IHEE A= e AR vEIE B A4 S AA
33l 718 AARE ‘A olSaE s =8 Yoz wHsto] Azte] 9o wEol
HZun, guy 7o 2zb4's wd® Azt = A4 F0ge P 1877 vl
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A}E (Jacob-Abraham-Camille Pissarro, 1830-1903)
£ (Fig. 2) "Rye Fields at Pontoise, Cote des
Gratte-Cogssoll A vigtoll 3]s a9WS A
7F B2 AAE AR &2 B EIXE HARS)

o 4FH FRUHL Gopdrh F WA 54 B
98 Fe AZgeln Q4R AkES A9
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A7te) A4S B3 FYPE N4H F04E ¥
HR o) BAM AFES W 1 AR
ohigk AN RS B4 22 FPME
FAHOR AT 4F Sol Pohhv} thas
st stele) v ,

LH7} O]”d %‘9]01]/\1 X—Vé ”}ZFY?} s sF
Holdith, o5 VEASE 1947] AT
(Realism) 3Hg< AlssAR tds BEAbete 3
BolX AEH A4S dAAA AHEFAAEH
2 AL FENY AEE 18799 2 Ry
(Claude Monet, 1840-1926)¢) #Z (Fig. 3>
FCamille Monet on her Deathbed; = M2 =

of tigk Rule] A Fa7t st D"ﬁ?l")r
ZFol A vl E ARl X BRI EF FHell FoIdl

5 obEfe BES AAE BFL dEd, ol
o

|
1890 HIAIE ¥k 735 (Vincent van Gogh, 1853-
1890)¢] 2## <(Fig. 4> 'L'église d Auvers-sur-
Oises oM E 7HAstd T AF & FEARE o

{Fig. 2> "Rye Fields at
Pontoise, Cote des
Gratte-Coasa, 1877,

Camille Pissarro

(Walther, 1992, p. 164)

<Fig. 1> "La Grenouillere.,
1869, Pierre-Auguste Renoir
(Denvir, 2000, p. 55)

{Fig. 3> "Camille Monet on

(Walther, 1992, p. 184)
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dhe =94 AlZkztolt(Table 1), 2ol A] of-¢
g 7haAQ A A9lek dE, AE, A
S HEel 54 eBAl A7 WEY e ¥
o, 22, 559 £4& §¥et #5H 4
A aE AR e ZEAZItKTable 1. 1
dEE BAA yehte 7HA ok A%
Al 98 frEAoR EEHE 740 ElAl
os) ot Aoz e AdEolst sl
o S42 955 AA7IReR §n o F Ut
T He 7
o go} 319_111 fféEH.
AR, ARE T OEd 44 A F2Al
Atk 529 A#A Qv YA F44E
g AeHd FAY wEt frEHoE =
At W BAE QA skE B4 9] onA=
AE FHLE o|FoA e, ol 524 2184
AR A SR ohet HEAe] ok
7 EgAeE AAHEY 542 @] £24
shtel Ao s A4S = Y F474 7199

{Fig. 4> "L'église
d’Auvers-sur-Qises, 1890,
Vincent van Gogh
(Denvir, 2000, p. 209)

her Deathbed., 1879,
Claude Monet
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w9 1886d ZE (Fig. 7) Study of a Figure
Outdoorsgoll A/l E8HE AldlE AFHEWA, A7t
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o AE & B4 TEde AvAEE A4

S 7 A E Zbe] AdA IS T =4

S Ao R Qe E v E=9 1878 Ml

EE X Z(Berthe Pauline Morisot, 1841-1895)

o] 2% (Fig. 8) "Summers & 5242 W &
]

4 glol QuAle] vAbE de] BAZ FalA

{Fig. 7> TStudy of a Figure  <Fig. 8> "Summers, 1878,

Outdoors,, 1886, Claude Berthe Morisot
Monet (Denvir, 2000, p. 120)
(Rubin, 1999, p. 307)
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(Table 1> The Concept and Characteristics of the Haptic Visuality of Impressionist Painting and the Visual Tactility of

Dress in Impressionist Painting

The haptic visuality of impressionist painting:

the definite Aura

-The sense of space that constructed by the
planar solidity which created by techniques of
Impressionist painting.

+A tactility embedded in the visual.

-The multiple visual sensations embodied by the
definite Aura.

The visual tactility of dress in impressionist

painting: the variable Aura

+Objective object composed of form, color, material.

-The wvariable Aura created by wearer wearing
objective object.

-The multiple visual sensations that others recognized
again the variable Aura through subjective perspective.

\2
The tactility of planar space

The planar solidity constructed by surface texture.

The visuality of ideational space

The visual space constructed by light which
defined through the perception of artist.
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The flexible tactility
The flexible tactility which changed by wearer.

The multilateral visuality

The multilateral visuality perceived by artist.

(Table by researchers, 2018)
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{Fig. 10> "The Balconys,  <Fig. 11> Day Dress (bodice  <Fig. 12> Evening Dress,

{Fig. 9> TAlfred Sisley and

Lise Trehot in the Gardeny,

1868, Pierre-Auguste Renoir
(Rubin, 1999, p. 163)

(Denvir, 2000, p. 61)
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F9] 33t BAlE E=A] A B AdlA

1868-1869, Edouard Manet

and skirt), about 1862 .1866

(Johnston, Kite, & Persson, (Fukai, Suoh, lwagami, Koga,

2009, p. 122) & Nie, 2005, p. 234)
o2 4 gA ZANEY] Y BEHs Y
Atk A BAE FAF BAH A6 gE #HA
o B5S ¥ TA A A3 9 el
sttt ool AES 2AES s Folgd
gFo] Lolst Z2Mo|Z(Polonaise) ZEFYES
M3sHA "ok E2dl 2 2ede 18700 9
A9 I3t & o4 B3 AA o4 54 &
FollAl Yepdt) g o] AEde] AR 2
Eo] AL 2EF O 4o]=(Austrian Shade)
AL FHE Y FeoltKTable 2), (Fig. 13).
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ZAEE HEH dolZ FY= F AU ¥
& A e AHES MAIKFig. 14). 1870
dde] oA 542 Agigrs § 92 &8 FS
Z2Yo2 AFqoz FAHsEdxd HE(Bustle)
O~ =

B #=714 FEE ol F tKFig. 15).
< 7HE A

A =8 2 (Reception
al
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{Fig. 13> "The Parisiennes,
Pierre-Auguste Renoir, 1874
(Callen, 2000, p. 77)

<Fig. 14> TIn the
Conservatorys, Edouard
Manet, 1879
(Denvir, 2000, p. 114)

(m
o, of
1
J)% 1o
o
Xy
o
T
O
w2
&
o
o
T o
o
B(o
( l"‘O L
[kl
fu)
i) =
S
DA}

o

N
ol rE XL oy oo N oW T
O

oy B Bl Y FUR Alelnh
4A 44 B4 33t & B4ud g S

2o

o

3. 1880HLH: ol=™ AS0|1E FEEoH= HE

AEtY

1880 dtol = A2 olETES FTaE F
gz AnjFolel d7l3d 2 (Décadence) 7t &3S
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(Monthly Art, 1999). &

QTS 7
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Z2F v 2 43 (Georges Pierre Seurat, 1859-
1891) &) HE (Pointillism) ©] 5783 ETH Gombrich,
1950). BAl HEAAAE H7bgAe] HgA A
F7F vebEE ol Zle] W&ot A A
o] olgthgS Adst HA IS olFaA
S d7tg o] AMFE HE ZSERLOA A9 <l

{Fig. 15> Turner, 1870s {Fig. 16> Dress, about 1873

(Fukai et al., 2005, p. 285) (Johnston et al., 2009, p. 125)
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= T w T
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(Fig. 17). 7124 =i 2Es We § W (Hip
Back) 22 AA g AAESH 7gFE AR o]
FolA glow, dHo] Ty A ojHY Al

el ztol= AA fivh ZEe B3} sholE 1

23 AN g ofoldritt L= wigaste] tiH]
£ olEtKFig. 18). HH Y% EdioRE 7t
A AR e FHAE Walste & 2ol
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{Fig. 17> "Sunday Afternoon <Fig. 18> "The Umbrellas., {Fig. 19> Walking Dress, {Fig. 20> Woman'’s Riding

on the Island of La Grande ¢.1881 and c¢.1885, c.1884 Jacket, 1885-1886

Jattes, 1886, Georges Seurat Pierre-Auguste Renoir (Fukai et al., 2005, p. 245) (Johnston et al., 2009, p. 17)
(Denvir, 2000, p. 152) (Rubin, 1999, p. 303)
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{Fig. 21> "Portrait of Mrs H. <Fig. 22> "Berthe Morisot  <Fig. 23> Day Dress, ¢.1892  <Fig. 24> Day Dress, 1895
P. Havemeyers, 1896, Mary and her Daughter, Julie (Fukai et al., 2005, p. 292) (Johnston et al., 2009, p. 241)
Cassatt Manets, 1894, Pierre-Auguste
(Denvir, 2000, p. 233) Renoir
(Denvir, 2000, p. 199)
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{Table 2> The Time-variant Characteristics of Woman’s Dress in Impressionism Painting

The time-variant characteristics of woman's dress in impressionism painting: analysing haptic visuality and visual tactility

The
characteristics
of impressionism
painting

1860s__The birth of impressionism: The transition period be-
tween realism and impressionism

- Expansion of the empirical observation

trend based on natural science in the

fields of art and literature.

- The art world led by a realistic style.

- The advent of early Impressionism, fo-

{Fig. 25) cused on natural observation, which suc-
"Le Déjeuner sur  ceeded Realism.
I'nerbes, 1863, - The birth of early Impressionism, fo-

Edouard Manet
(Denvir, 2000, p.
27)

cused on natural observation, centered on
realism in 1863 with Edouard Manet's "Le
Déjeuner sur I'herbey.

1870s__The age of impressionism:
Exploring the light

- The characteristics of Impressionism are es-
tablished as the study of light based on natural
science becomes important in painting.

- The discovery of the fact that light positively
represents nature when it encounters the object
of painting.

- The term 'Impressionism’ first appears in "La

. <F|g' 30> . Charivari, by the critic Louis Leroy .
Impression-Sunrises - The appearance of Claude Monet's T
, 1872, Claude Impression-Sunrisey in "The Exhibition of the
Monet Impressionists, in 1874 establishes the character-
(Rubin, 1999, pp. istics of the Impressionist style.
10-12) - When I encountered objects of painting, I

found that light represents nature positively.

- Monet's "Impression-Sunrise; was announced
in the "Nameless Artist Exhibition, in 1874,
and the characteristics of the Impressionist style
were established.

1880s__The age of neo-impressionism: A scientific approach

| ..*’: ~ - In impressionist painting, optical theory and

- color theory were scientifically analyzed, lead-
. ing to the birth of Neo-Impressionism.
- Neo-Impressionism features Pointillism” and

smooth surfaces created by soft, delicate

<Fig. 35) brush.
"Bathing at - In 1884, the pointillism, which appeared
Asnieres,, Seurat’s "Bathing at Asnieres;, perfected a

1883-4, GeOrges pnew technique for expressing light in color.
Seurat

(Denvir, 2000,
p. 139)

1890s__The age of post-impressionism: The intervention of the
artist’s subjective perspective

: The subject reinterpreted through the artist’s

| experience is expressed as a painting technique.

The creation of thick matiere through a dy-

~ _. namic brushstroke.

e The artist’s subjective perspective is completed
as a painting in Vincent Van Gogh's "The

Starry Nighty in 1889,

<Fig. 40>
"The Starry
Nights, 1889,
Vincent van
Gogh
(Walther, 2000,
p. 71)

Crinoline, Crinolette, Petticoat, Redingote, Shawl, Caraco Jacket,

Crinolette, Petticoat, Hip Back, Caraco Jacket, Day Dress,

Bustle, Hip Back, Caraco Jacket, Day Dress, Evening Dress,

Item i Petticoat, Day Dress, Evening Dress Evening Dress, Reception Dress Riding Jacket, Petticoat Petticoat, Jacket, Blouse, Day Dress
= 1 . . . . .
2 Silhouette i Downward-centered bell silhouette emphasizing a thin waist Polonaise silhouette of the cu;;ez(rilewﬁh the form of an austrian Bustle silhouette expressing artificial sensuality Upward-centered hourglass silhouette
by )
™ 1 Appearance of various pure colors and patterns due to the in- . . Bright colors represented in harmony of clear pure colors repro- Segmentation of color borrowed from the characteristics of en-
&‘ 3 Color ) . e Contrast between bright colors and complementary colors of light . ;
o 3 ! vention of artificial dyes duced in harmony of clear purple graving
[9)] |
@ D ) - :
£ Detail i Ruffles and trimmings thaih(;or;irr;;ieand emphasize the form of Large, wide details and trimming dispersing gaze Moderate details and excessive trimming disturbing the contour Formality of 3D morphology realized through shirring details
2 . i Flexibility Warmth Rigidity Heaviness Flexibility
lmage i [ 3D ][ Flamboyance| BSEEGS Exaggeration] [ Flambovance| [ 3D | [ Flambovance] [ Contradiction] | Concision | Heaviness Contradiction
Women's dress | - = . e ) L
from i <{Fig. 26> {Fig. 21> <{Fig. 28> {Fig. 29> <{Fig. 31> <Fig. 32> {Fig. 33> {Fig. 34> <{Fig. 36> {Fig. 37) <Fig. 38> <Fig. 39> Fig. 41> <{Fig. 42> {Fig. 43> Fig. 44>
impressionism 3 "Study for "Women in Day Dress, Day Dress, fla Loges, "Dancing at the Reception  Turner, 1870s 'Bar at the "Dance at Reception Day Dress, | "Combing the Girl with a Day Dress, Day Dress,
painting and 19th i Degeuner sur  the Gardenu, c.1865 .1865 & Day 1874, Mouling de la  Dress, ¢.1874, (Fukai et al., | Folies-Bergere., Bougivaly, Dress, ¢.1883, Emile | Hairs, ¢.1892-5,  Greyhound(Julie c.1892 1895, Charles
century women's i I'nerbes, 1865, 1866, Claude  (Fukai et al., Dress, c.1865 | Pierre-August  Galettes, 1876, Charles 2005, p. 285) | 1881-2, Edouard 1882-3, c.1883, Pingat Edgar Degas Manet)s, 1893,  (Fukai et al., Frederick
dress | Claude Monet Monet 2005, p. 229)  (Fukai et al., e Renoir Edgar Degas Frederick Manet Pierre-Auguste Charles (Fukai et | (Callen, 2000,  Berthe Morisot 2005, p. 312) Worth
- (Denvir, 2000, ~ (Rubin, 1999, 2005, p. 228) | (Denvir, 2000,  (Denvir, 2000, Worth (Denvir, 2000, Renoir Frederick al., 2005, p. 48) (Denvir, 2000, (Fukai et al.,
| p. 35) p. 100) p. 87) p. 105) (Fukai et al., p. 129) (Denvir, 2000, Worth p. 254) p. 206) 2005, p. 314)
3 2005, p. 240) p. 134) (Fukai et al,
} 2005, p. 256)

Visual tactility

(Table by researchers, 2018)
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{Table 3> Ratio of the Design Factors of Women’s Dress in Impressionist Painting

Ratio of the design factors of women's dress in impressionist painting

Detail
Frill = Ruffle = Shirring = Ruche Cascade Pleats : Fin Embroidery | Slash
Flare Inverted = Knife = Tucks
1860s 38 29 4 8 4 4 4 4 4
1870s 34 29 2 7 18 4 5
1880s 50 11 7 18 4 11
1890s 10 10 80
Total 36 23 10 5 5 10 5 3 1
White | Ivory @ Pink = Yellow | Green @ Khaki Gray @ Brown | Blue Red Purple | Black
1860s 26 9 3 9 9 9 9 11 6 11
1870s 12 8 12 8 6 2 2 6 20 4 2 20
1880s 22 8 8 3 3 11 25 6 14
1890s 50 8 8 8 25
Total 22 8 8 6 5 1 3 7 17 5 1 16

Trimming

Beads Tape Braid Fur Tassel Lace Corsage Ribbon
1860s 9 27 18 9 18 18
1870s 21 21 29 7 7 7 7
1880s 50 50
1890s 33 33 33
Total 3 20 20 20 10 13 7 7 [Unit: %]

— 56

(Table by researchers, 2018)
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(Table 4> Ratio of the Design Factors of Mid-to-late 19th Century Women'’s dress

Ratio of the design factors of mid-to-late 19th century women's dress

Detail
Fril | Ruffle = Shiring | Ruche = —23d® Pleats : PR pmbroidery | Slash
Flare Inverted | Knife = Tucks
1860s 13 9 17 13 9 17 4 13 4
1870s | 11 22 6 17 11 6 11 11 6
1880s | 15 15 7 15 7 4 22 7 7
1890s | 9 27 9 9 9 36
Total | 13 16 10 14 5 6 15 4 14 3

White | Ivory | Pink | Yellow | Green @ Khaki | Gray | Brown | Blue Red Purple Black
1860s 5 18 14 9 18 14 5 5 14
1870s 6 6 6 13 6 13 13 13 19 6
1880s 14 21 7 14 7 21 14
1890s 14 43 29 14
Total 8 8 7 17 2 5 14 10 10 7 12

Trimming

Beads | Tape Braid Fur | Tassel | Lace Corsage Ribbon
1860s 11 25 14 7 18 14 11
1870s 6 13 13 25 19 6 19
1880s 17 9 9 9 17 17 4 17
1890s 13 25 13 13 25 13
Total 12 17 12 7 17 17 3 15 [Unit: %]

(Table by researchers, 2018)
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{Table 5> The Relationship between women’s dress in the mid-to-late 19th century and women’s dress in impressionist painting

Analysis on the details and trimmings of women's dress in impressionist painting

&

Frill

Shirring |},

Ruffle

.7 Shirring

Ruche ' /[Ruche

Cascade Flare

/|Cascade Flare

JLEEEN|
IEEN|

Inverted

Inverted A
i

B S
g 1 " 1 o
, u u g Knife |
e \/
I w Pin Tucks|, | |} ! 'O\ . Pin Tucks
w - Embroidery || Y Warmth i / Embroidery
- Slash \\ I\ Contradiction | ' ‘
F ty Rough Rigidity Concision R\ |\ A Flexibility Concision Flexibility | Exaggeration
WY Flexibility
Flexibility
1860s 1870s 1880s 1890s 1860s 1870s 1880s 1890s
Warmth Coldness
Contradiction Flexibility Flexibility
Heaviness Heaviness Concision
| o
Beads " I
Tape
Braid i 7
= 2
E' Fur ’é‘
g, 8
5 A (4 5
w7 Tassel [/~ \ . 0
Lace|| /| B sy
rll Nl \ ‘
Corsage i::’ X *| Corsage
/ Y 0 '
. L N .
Ribbon |/ | Ribbon ; e Eal
Visual Tactility of women'’s dress in impressionist painting Common ground Visual Tactility of women’s dress in the mid-to-late 19th century
> Variable formality constructed by the planar expression of mass Variability of mass constructed through flexible composition Multilateral aspects of forms embodied by three-dimensional mass
‘i Hapticization of the visual sense > Tactile space created by the visual combination < Three-dimensional space created by the arrangement
E' in which the sensibility of the defined color is realized of defined colors of essential colors
° Visual hapticization of the space created by light Solidity represented through material volume on the plane Hapticization of three-dimensional visual sense constructed by the materials super-

imposed on the surface
- 61 — (Table by researchers, 2018)
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