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o 7R FAHE, AT o]dFe] Ei= Al
oh A A, oyl 9 AdAke] = A+ A(The one who
knows)ZA] o] }stel “#FA(spectator) = “EA|A (controller)®] 1A E A EF=
Hhof oAl e “dAlo] whE thA} (man-made object) e “YA #d o] A3} (The
objectification of his idea)ZA % EA3HA Hrh=, <3l o]EHS A A gt}
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1) “ANAT $Al9] £2]"(the split between the eye and the gaze)o] W3+ &14¢] =9jo] wWEw, ‘AJA (the
eye)e “RE S HE" gERS BUAS FA7F B FAo|ghd, ‘A (the gaze)= 181 FA9] AJA
S Hlojit “UA(strange) ATHe] I Fi= “HojA="(being looked at) FEIE A F3h F SAE, “F
A7 FJ4A Lo A" (where the subject falls) I “ZA¥"(lack)S Hlgti+=, B8 ‘oY E}Z} (object a)g]r
FUASh= Aot} Jacques Lacan, The Four Fundamental Concepts of Psycho—-Analysis. (New York:
Penquin Books, 1991) 73-8 =z, 4] &5 T34 A sHAE Adysty] H3] thdsiAl AHe=HE ol
A AT A FHE o] & ES W o, 1A nigtEvhe] ofudd wi= AlMdou SAjERE ol

H o glo] ARE AL Slee wElEth

2) Gerald Finn, "Patriarchy and Pleasure: The Pornographic Eye/l," Canadian Journal of Political and
Social Theory 9 (1985) 81-9.
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Fols W Advke AS HE=A ¢4 2 gyLina)e B89 42 JAEY] HES U
sz, o AwelA 53] %9 %Hl% = Ae AL 2419 H‘Oﬂ 259 79
adoltt. ZetelA BeFe] FAdskel opm x| o] 2AAEIE aASA, A ALY FAE=
BAE & o fle FH e B2Ee Aie] ¥k onrt v‘i'—ué@}ﬂ & T
22 AAE I AT sARE guke] el 2y gl Y E5S g2 A 2
e duR AW B Qe oA o] xAstolt W o niEy} gAabse] A Sl 9
de =70 s, 28 Fo ok A o] Al QoM fiokst HstE daak g 1
L of A9 A A8 Al el g mrt S A sk

B vt 45} 0 e Bkl 7 <SES AR, Erel £ B
A EAE St fvh $H vt 94 FA9 ALt <559 2gshel ohiAA

H AAY 3 ol HEY AS F vk T, o] H FAAEE 7 AAE A
AlZ]1aL 1 kel YAIg &S 555 fd @A FAE “Edsls F77(an endless
search)e] Zg Fd A& Futoll gl @t 4d  “FAJE= HFH(the viewing

pleasure)S A ZA17]7] 91, YA FA= oWl LA 2§ =7+ o} mFEED]
Fatell gle Aeolth aeja oFHA Fge oA AL ==
2ot Jrle ndAQ =ofiE, ~a9 <kt

o] &n} “AM FE"(castration anxiety)E EH PO 7| hFoRA e ofztet U
A FRAEY AMAE FAF R oA & E =Tt el =2 WHls AA T 7PX] 2
= AT A FA F=Aee o] B e RA AxE FAbstaL 4lEske] A
HetAY Ao el O gide]l T g Hojyaat gt &3 =ot= FF(the
film noinNollX A@EA R Y o] W2, FHoAS 7tet e =7le= AHHE
'(sadism)¥} Agste] A3} oF wE= Hejeh Fujets B F olobr|E whSoldth e
A2 B7Hes diide] B AAE v e Ao vbmoEA I giide] i A
Hoju izl st 4$-oh =28 ")zt “YElA 4 AA|S"(fetishistic scopophilia)e] & =™
ool A, 1A dele] Al AAE ool EATYE SR e BEY FAHY ¢
i"(negative sublime)A ¥, &E7}el3 AHAE FA7FE 9v]ste 7|52 Abeth wepA o]
o3 HE FAlE, AlEY ARl A Blojy ofw A A Aol fjA|stA dd wepAkd
Suel Foldste] gAst= Aot

%

d3h of m AWst Tolehs olob] o Wel WE, F9le] vhyos ojw

PN'

3) olgA &F UE e 23 &9 oA AT HxEw AlAE, Ade F43E wliFa vket
B s gake] SAIY Aolt) e Wl ek SAL opA|e] A AlMY fzE ”“”} ok},
g3l AAY MALY] DA ofFube= “BAW 37 (missing spectacle) &2 715EH MAMS I FoF
Al 3kaL 9dtkal A A3k} Stephen Heath, "Narrative Space," Questions of Cinema (London: Macmillan,
1981) 19-24.

4) Finn., 89.

A

5) Laura Mulvey, "Visual Pleasure and Narrative Cinema," Film Theory and Criticism’ Introductory
Readings ed. Leo Braudy and Marshall Cohen. 840-3.
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8t Addbel] FEgS 7A2 FAAA A AAE Hote dsteta A A g6 = HEd
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I EFA}" (the big Other which see everythmg)Q]'J AAA FAAE Sl FdE FA =
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6) Slavoj Zizek, Oragans without Bodies: On Deleuze and Consequences (New York: Routledge, 2004)
157.

7) "Alienation consist in this vel/, which -if you do not object to the word condemned, 1 will use it —
condemns the subject to appearing only in that division which, it seems to me, I have just
articulated sufficiently by saying that, if it appears on one side as meaing, produced by the signifier,
it appears on the other as aphanisis," Lacan., 210.
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The subjective shot of what the murderer sees 'negates' the objectivity of 'God's view'. This
subjective shot is the 'negation of negation' of the subjective shot of what Arbogast sees at
the begining of the scene: it is a return to the subject, yet to te subject beyond subjectivity,
which is why no identification with it is possible.— in contrast to our identifying with
Arbogast's inquisitive glance at the beginning, we now occupy an impossible point of absolute
Strangeness.8)

OlRIFAES Sl ARIAE o] Al Fo] oyttt a3 ojn F& ojme &
shal mhx] & X HAUS olWIIAEE Solal AbeRn 1gal 1
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9] FYA]"(identification with the very place from where we are being observed)z}il
EHSIIE ATk F ofolzt ¢lAl HRE) S SR, EE $uE FAE /B
9 AkEQl HiEtAtel oa] 5 wEE A 3= Ao mekA oW FAAE TheetA e
A By"e] SAE Adals AL S AAFALES AAdn Yt e
el Heln, FAR &9lH7] olde “EAl’(being)®] wOE “AHE AA"(The
Thing)& §ASHA H& 2¢ ovdth nE g mu, A8, 92 Hn e %
A A AA s g FUd S BE, oW AR, Adx JhsebA ¥
“AHE ATske) A3 del dofits Aol %aa %A}%Oﬂ gahet %%—% %Wft =
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8) Slavoj Zizek ed. Everything you always wanted to know about Lacan (but were afraid to ask
Hitchcock) (New York: Verso, 1992) 253-4.

9) Slavoj Zizek, The Sublime Object of Ideology. (New York: Verso, 1989) 105.

10) o] ¥4 3’\]«] AHs B “7L’“”(awakening)°]‘/} “R-2]"(separation), “AAAZ A3 (the return to
the real) §O.= F-2i AT, A #A 9] “Algh= 2" (muderous thing)o|2hs XAAH 71Ee] FAI7} 74
AL ofw «]HlﬂE VsdtA] B o] F7He “EFHE uHE"(death—drive)ro] Q& Fol7|% it} 243 A
2 0] “B4"(Fantasy) w97} S84+ A 01 A4, 7he, diebate] AdE Tkl AR 2ZA 3
Agsto]] thsf] A AL L3} o] W3lt}h “Fantasy conceals the fact that the Other, the symbolic order,
is structured around some traumatic impossibility, aroud something which cannot be symbolized."
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B3 Bgge En o], olde I Bl s B4l 48w, tsn BE Az
& @A @ Aolth dolg, Basttd FANAADE, oz Fass] faAA A b8 £3
Hola, B% ghAlHolam, U -3 5o] oo} Fk.

We can only say that it appears likely that poets in our civilization, as it exists at present,
must be difficult. Our civilization comprehends great variety and complexity, and this variety
and complexity, playing on a refined sensibility, must produce various and complex results.
The poet must become more and more comprehensive, more allusive, more indirect, in order

to force, to dislocate if necessary, language into his meaning.12)

kA o9 Al Althe] 3R
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2}’ (common reader) 73 @il x
2 g o]dgk do] ofy T o] om| A Fe] “FhzkAw T (sudden
liberation)o]t} <dgojES]  “AlgtAd  HFH "(the mythical method) do]=¢] “AF
A7 (symbol) so] FAAHRN AH HS A £} F8&° vxdbvl’(the immense
panorama of futility and anarchy)yb “EX¢ ATF2W  F#H7(sterility and noisy
violence) .2 vlg}r ) 71 E& A BolUALY 1A "ou e} dA“(a shape and a
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Zizek 1989, 123.

11) Richard Poirier, The Renewal of Literature: Emerson Reflections. (London: Faber and Faber, 1987)
98.

12) T. S. Eliot, Selected Prose. ed. John Hayward (Penguin Books, 1953) 118.
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whepA] <f§i7l%>°ﬂﬁ MEde] Frles Ae 9 B Fo 2mEle dAze Ehel
SHt O etelE, BAe o Ade AN FxE #F o Fued FUE @ 4% o
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Song of J. Alfred Prufrock)ur o o219
oﬂ =} Euﬂ ] Eg}g‘— 740] .
o] Al AAAZIY vy} o] Tl

a2]a Ui I EES oY o ¢ gley, BF o-
THHe] 2R UE aAGANTE £ E,

W7h s2ste o], 3 fjolA s HAE o,

W7h el 23 Hellq wEAE o,

am ojg A y= AR BE BRE

ol We]7] Ale A7

ol Al W7t & s oFstrt?

And I have known the eyes already, known them all-

The eyes that fix you in a formulated phrase,

And when I am formulated, sprawling on a pin,

When I am pinned and wriggling on the wall,

Then how should I begin

To spit out all the butt-ends of my days and ways?

And how should I presume? (From "The Love Song of J. Alfred Prufrock," 55-61)
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oA, TErEe @ & A4S 43wt o450 971="(in the room

the women come and go)(13) A& wigtEY, “wAJAZE o 7] " (Talking of
Michelangelo)(14)8}aL &gk wj 3 E%% nAGdAZE of7|st= AREY ‘RE ATES
“ol= AE FUl WY TS “UE olg] IAEFAEA e AL =29 A7 (As it

perfume from a dress/That makes me so digress?(65-6)8}1 &2 wj, TFI =L 3

2A A fAe f1@e Tkl AxE AlEetar dFEH. 2 Lol HE o
oF’(That is not what [ meant at alD(99)gh=, o=}e] & % BRE X3 &, “XAS ¢
3= AL E7FE8!”(It is impossible to say just what [ mean)(107)8}= &n7F “a1
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And I must borrow every changing shape
To find expression . . . dance, dance
Like a dancing bear,
Cry like a parrot, chatter like an ape.
Let us take the air, in a tobacco trance— (From "Portrait of a Lady," 109-113)
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A) R wg Ao U 28 (object Aol AT T2t A Fol7k Al e F
§ Zlo@ AReh AN EE Qloje] ol WA Bolth clojo] FAL of® 2K 3
el egroR mi AwkEel slAe, A AwpEel oldet: BN ddel We @
B FAS F oRA AL B3 3 ARG TEERE 4B A Yo AR
SAG of| 2HH g sk HYeR WEE A%, of T YA A4S s
E FEste] of@ ouz ngANtE QA FUW dels & & k. weby Ae)
o8] F Ago] BE Zg9 oAz £ Wa it AL A wlrh 4E, Ads

AEJE A~ (Wallace Stevens)®] "Ef%“(the sun)xd "dx o]EEY £ gE ouwl A
“(something that never could be named)¥2] YA WS AL AFsl= o] $A]
TFZolA EE ou]= oln] mAF o Qe Aola, MR ou| EE AV} 7] &2

o] XL nulE FHgolx "FHEFA|“(the waste land)?l A o]t}
g3 H20], U guElAoae
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IYE rstel

dA FARE W 2

)

Az wav AT 1x vl e
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I Tiresias, old man with wrinkled dugs
Perceived the scene, and foretold the rest.
C...)

The meal is ended, she is bored and tired,

13) ZiZek 1989, 122.

14) d|A9] “&733Y (physiognomy)oll tet =9 & &8l A2 th&3} o] W}, “The bone, the skull,
is thus an object which, by means of its presence, fills out the void, the impossibility of the
signifying representation of the subject. In Lacanian terms it is the objectification of a certain lack:
a Thing occupies the place where the signifier is lacking." 22 2] 208.



Endeavours to engage her in caresses
Which still are unreproved, if undesired.
Flushed and decided, he assaults at once;
Exploring hands encounter no defence; (From "The Waste Land," 236-40)
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15) Frank Lentricchia, Robert Frost: Modern Poetics and the Landscapes of Self. (Duke UP, 1975) 3.

16) she-E} ofolv] Z9(Amy Lowel) 2L oln|A|Ze] Yl AglEe] ZraEe] 3 F Ao vs) x4l
AMBE AFRE b dlel, ZRAEE gFoR 0] A 1 EAE AE XY oHAF 5] 9o
ARxle] QafjEE AL BERR] oA AZEtgin) olo sl John F. Sears, "Robert Frost and the Imagists:
The Background of Frost's Sentence Sounds," The New England Quarterly, Vol. 54, No. 4 (Dec,
1981) 467-809H & A.



Others taunt me with having knelt at well-curbs
Always wrong to the light, so never seeing
Deeper down in the well than where the water
Gives me back in a shining surface picture

Me myself in the summer heaven, godlike.1?” (CF 208)

nlz] ERol=r7} “fdrv]el Ar|ofd AHE(the narcissistic perfection of his

childhood)t®o]ghar B3k =ihs HARSHIL 9l X3 o] A Ale] Sixb= “ghaf 7hA

d "ES 7] BE=“(incapable of giving up a satisfaction he had once enjoyed) ©}

olAE = Foll M A BES HI|E EX1th Whgol= U R 219 KFol

= He 3o fAl= Al o]t ahs 9l A Fal dnh o] =3t Ak

A A Tolg e R A ATt ol A BEA e AR ¢

ta @ g s Aol 2y sakE ‘vhE AbEEC] Edu Y Y Zlo] HA
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o, EmA @A ek o]
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Tl ol A&7
A9 o 2749 o 3bH, 1 wof], FAv)

Through the picture, a something white, uncertain,
Something more of the depths—=-and then I lost it
. What was that whiteness?
Truth? A pebble of quartz? For once, then, something. (CF 225)

TP o2 g SRk Blo] A7 AL B3 YA, "ol EWrgo] vhE e 1A
< FANY A 1 SRE o] “XATIA, MG x=7FIA
(Jo-Anne Cappelutd)= FA7ke} gidstx| g, 249 oul&
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1
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17) Z2X2E A9 8- Robert Frost, Robert Frost: The Collected Poems, Prose, and Plays, eds.

Richard Poirier and Mark Richardson (Library of America, 1995)9l 3l %oz Crel Feofslal of7]
o H+5 W|gh
18) Sigmund Freud, "On Narcissism," 94.

19) Jo-Anne Cappeluti, "For Once, Then, Something: The Sublime Reality of Fictions in Robert Frost,"
The Robert Frost Review. 88-91.
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dog %% ”(be lifted above merely determinate and/or fictional considerations

into the realm of the indeterminate nature)Zl ©]t}.
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A2 FobFal, I b oA AdsH e ARt Teks X ostt a2gal o8 F
A el shelld WEttE e FAe A7 AR AL AollEel =yl H=
ZAoltt, & wal, ZRXREE o] AlolA oujste] A AAS T FAOE AAT
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Z”(Most of I)¥ “Eo] & " (Two look at Two)E T, ZEZXAE7} AAGl=E B
A E Aolth. 94 “HAA AT EYFe T gk, ol FAVFe) niszEtA, i
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He thought he kept the universe alone

For all the voice in answer he could wake
Was but the mocking echo of his own

From some tree—hidden cliff across the lake.
Some morning from the boulder—broken beach

He would cry out on life, that what it wants
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Is not its own love back in copy speech,

But counter—love, original response. (CF 307)

“o] 3578 A EA A7 3 Y3 gzhske AR wole] AL ol gHe B
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o, = E50 Ao HEdH

Has A Watg-aAe] AR

Instead of proving human when it neared

And someone else additional to him,

As a great buck it powerfully appeared,

Pushing the crumpled water up ahead,

And landed pouring like a waterfall,

And stumbled through the rocks with horny tread,

And forced the underbrush- and that was all. (CF 307)
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Alel) Hal $-8E B s8€S I gl = AS 9ueht} (To perceive the aura

of an object we look at means to invest it with the ability to look at us in return)s=
Aelth. & @ W) ohgekE Bri e FAZL Y B5@ EA70e Boht 4wy
ohjet, A xS EAPE vhehRE T A AYEHE AL DI AR Aol
AZ AdE vgtE s FHS 28a e “Eol 55 ¥ (Two look at two)w=, ol 7}
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AbEE 15 B Qe 5SS Ba, 25 AR B gl AES Bkt
AbEe] BEF eEole

7o dolx | E9olAd,

AAs = AS B ofgleel

HA AT 252 2 wellA obFd ¥xE BA et

AbsE 8 AR o fbdstthaL of 7] X Sk

She saw them in their field, they her in hers

The difficulty of seeing what stood still,

Like some up—ended boulder split in two,

Was in her clouded eyes: They saw no fear there.

She seemed to think that, two thus, they were safe. (CF 212)

PG Agle]l AR dlelui of FHW BAPE FRES AL weui 399 F

20) Walter Benjamin, [/lumination. ed. Hannah Arendt (London: Pimlico, 1999) 215-7.
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= o

He viewed them quizzically with jerks of head,

As if to ask, "why don't you make some motion?

Or give some sign of life? Because you can't.

I doubt if you're as living as you look."

Thus till he had them almost feeling dared

To stretch a proffering hand-and a spell-breaking.
Then he too passed unscared along the wall. (CF 212)
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<Abstract>

Gazing Eliot and Frost through Hitchcock's Camera

Taehun Ku

This paper attempts to read T. S. Eliot's and Robert Frost's poems with the help
of some recent arguments on "gaze," and examine several aspects of literary
modernism focusing on the hierarchial dominance of masculine eye. Some cinematic
concepts such as "voyeurism" or "the pornographic eye" are discussed and used to
read two major modernist poets from this new perspective. Above all, Exemplary
scenes for this study are offered from Alfred Hitchcock's movies, where recent
theories on the relation between subjectification and gaze, including Lacan's and
Zizek's, tend to find their visual images.

Eliot's Prufrock represents the male protagonist who is in an endless agony and
search to maintain his illusion of male sovereignity over female. As Gerald Finn
says of pornography as the pure expression of the hierarchical difference between
masculine and feminine, The representative figures in Eliot's poem such as Prufrock
or the male speaker of "Portrait of a Lady" appears as "The one who knows" and
present women just as "the objectification of his idea," seeing "women come and
go." And Tiresias, the prophet in "the Waste Land," who "foretold the rest" and
observe a pornographic scene, can be said to objectify this hierarchial dominance of
masculine eye in its purest form.

Frost's poems, which deal with a variety of gazing scenes, present peculiar
moments male subject's eye fails, and object's or things' gaze opens a new space
of knowing. For example, the poet describes the epistemological breakdown as a
positive and sublime moment we are lifted “above merely determinate and fictional
considerations into the realm of the indeterminate nature" in "Once, Then,
Something." That is, where male eye's hierarchy, which Eliot's "mythic method" or
Pound's "sudden liberation" presuppose, collapses, new form of subjectivity emerges

from experiencing the gaze from "Thing itself."

Key words: gaze, the pornographic eye, subjectification, modernism, The one who knows,

aura
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