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d e QEE B2y uiRsE B8R $2717 postmodern Aol A QL FRl 5
¥ F o] Ayt == Social Security Numbere]oj A, gtz A AR & Zeo] ok =
A Bom gt Aol 7 ut FEe] wolrth, 2B EE 2 F oo wWlEdy Frug mdl e
Frbe] Fu(B)e71 5 drx, T o AAAEQ Ezekielo]wt Isaiaho] 7] = 31e,

=3 Aol ql Madame Sosostriso] o] = AFho] ¢t 2 oulE o] F BF9 £AY F
= vk & o] EFe A (trace)ol iz, g o] EFIL whA vrbE A (gap) o7l = 8t

o 2E 2 AN Ao R EAtte qlEe] oz, ol F RF9 Hold &3td A At
£ A 24 pol .

A o] A= AFE gl Fx £ A8 Aojrh 2 ol st =t H= 4
of o] HAotdl & o}bF# Aol v w3k L Aolvh HukEd, o] Ade ALE
gx, Bx glor, =8 sgdE §7] sEoleh & 9 o] A9 o o+ “Shantih
shantih shantih”7} “April is the cruellest month...”#}z A &5 o] A RFA I A
2 utgAdd s obFd guige Wit 9ok 9v dh, o] A% “A heap of broken
images”e! ¥.o|w], “fragments”o]3. “ruins”y ol wEo (“These fragments I have
shored against my ruins”), 3h1}e] E431 FAA 249 BHol 7153AE ¥or, B49E
Fox gk ol whA = B A Eo] “ruins”® dol (AEHeE A ez
(Derg B FE A 2ok, 4L shgogAqnt ARr) e AeR, offF H4%dxn
A= AR AZAAE 84 29T 5 gle A3 22 o)Al stz deznt &4
Bz o] A9 g2 REF iy .

of AlelAl & B 2A 4L ANddE
AAoleh o]E oA BYRo signinfierst signifiede] A }’%"1 A 3, signifiere o}
gele z AAEAR EAely] FFolrh o3 AL RAFE HF FL €
Ad e 289 ojm Aotk o] AldA b ol Yok oA st ialHE AL
o] A7t obF (Azmel$ noisy) AYE BedFrh Angohebs T o] AdA 2Zo)E &
d9 o|v|R Fo] HUAH 23E govhE rlelH, =& &2 249 signifiergo] £
249 signifiedE-g 2A Role FAAA dz wEojvlr] #HEelth 2EEER o] A&
WA 277 Ak AA & e ALE echo chambersh F& wole. T} a2l
AFe g 2wt dete ArldA, old /Lﬂ*‘v:a: Falol gl Wl 29 5% ¥,
ool FAHE BFEA ofm, 1019 AAHE nolErh ¥ Bakhting] §o1F Wiy
ol® &8 oFAFL Aol hEterogIOSSIaS’J- polyphony % R F= Aoz, 4 <o v
Be A4S o+ g F ?Q_/ﬂ (the wild dlsorder of life) & Bl &l 30 m3Et o)2] gk echo
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29) Nevo, p.456.
30) Hassan, p.21.
31) Hassan, p.21.
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chamber9} 7o A o] AHE o] 5L £2]7} o]tle] A LEXE B2 & B T g 4
o 9lch '

‘What is that noise?,

The wind under the door.
‘What is that noise now? What is the wind doing?
‘Nothing again nothing. (CPP 65)

“Zi & ‘L_. Toqo]oﬂ-g-?”

T 2o Avrte otd &8
A Axe ool a? el £4 }esta?”
M- AE b AE oA

o

wlo
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!

&7t g A veA B2 wfdd 5 FHolA Auiddd dzsies e &
= dFo] 2agAE &gl th

But at my back in a cold blast I hear

The rattle of the bones, and chuckle spread from ear to ear. (CPP 67)

g e 5 FAdA R uks A

B Fo] FYAE =9 AdA AR FAXE AAdE 2 £9F &4

299 AL of: ALHE olE 22e] AEAS AAAE 2dlz

rUIn

4 Folrt.

Dayadvam: 1 have heard the key

Turn in the door once and turn once only

We think of the key, each in his prison

Thinking of the key, each confirms a prison

Only at nightfall, aethereal rumours .

Revive for a moment a broken Coriolanus (CPP 74)

EAT e QA Bl A

QY7 Fob AHe 2% B Aol Uk B @
SATL A4 Aol I E 42

9HE A7 A4 e Fda

S A4 Yol AT B EHG
2t 2dgdray 94409

If there were the sound of water only
Not the cicada ’
And dry grass singing

But sound of water over a rock
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Where the hermit-thrush sings in the pine trees
Drip drop drip drop drop drop drop
But there is no water(CPP 72-73)

thek Eazgtolgx globw

Mol 8z ofm

G E dadE ohd

ury fel sy E4Es ool

AZ A AwtAZF 2vF Eol A =df Tt
=9 2% =9 =% =% £ §

2y B4 E A

£

Aol & w2 WA A5, 2HA ZasA gk
There is not even silence in the mountains

But dry sterile thunder without rain (CPP 72)

AFd noutA g=
z

Wb weA gk dnhE 229 43

2
5,

KR
=

HE

2oz RAAE oA BRE Azl Yotz delEst AR (2AE Ag A
F oAl wAelv gAAD), o e mA AlAY FHo] Sohe &3 Y| E St

HURRY UP PLEASE ITS TIME (CPP 65, 66)
AF2AAL Aze] YHuih

[+

12 AZbe (uEelxl A7ke] %) withered stumps of time)Qd Yolch zLejrt o] A
B REE 4d2 Bdch g o] &t ot v asloln, & KA £
ggouh, 2 x#9 FAZ mot 749 2= S

1y

Datta. Dayadvam. Damyata.
Shantih shantih shantih (CPP 75)

22 A AR 5w
AFE] A AR

23, (Feb, (FA%, AAsEetE B¢ 7w 3lE Sanskrite]ql Datta, Day-
adhvam, Damyatal 2% Dag AR}l o] £8& Z2x 283 FoA Yok FAS
£ 24 $97} o] R 5 E& RED AR o] HelEL o WelEo] JAAE A
A9 FAZ ok $29 JE AL FolA & vdeE ¥l =4 & gk Eliot:
SletE o] Al wol® ZozA 1 EFE PFd FIEAE REh Felsh guist @
A ze)% 43 9% postmodern Aol e o] A7t E Gols Fol] W Foltt. sl
E AN 2A gt EARE o= Il E AAH] ke A4S geE 2oz welF
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7 Aotk 2eEg £ of A Helo) £& RETh HHHE Sk 22 o Fol
ol = 289 Fol deh. AW 2T Shantihz e el w3 FER0] Sl
2H et FEL 2 ANEA Fo] 924F FRezqe 48 64 o 2 iy
o BelEe N ELEE

T RoEHT 2 £ R2A A Sl o] we]EL
A T 25 AA0)7 W Eolth mHA o} F ovglE Oma 7 dolE dddt F44

L T R XS ' »

221} o] A7} “Shantih shantih shantih” 2 Zydchs 84 oA o] o] Aol Z& oft},
ol AL o] A9 FAo] ot} (3lvte] Fwkml FA) (a suspended closure)$? g ¥ Ho]
b, 2322 o] A% (49 9l¥ A) (an open-ended poem) o)t} XA The Waste Land
F $IE AR Doz Beged, A% 47 5 A9nE AL textdhy ¥
slelok shgeld gt AFdch ARHEE E A% Gx2 The Waste Land % a
text® F-27)12 3#. o] textE AR (FAAQ $9) (symbolic phantasmagoria)®® o]
Bz o] BRath & o textl $79) FoHd] Yot FaE 2ok L T2 A
A7 Al e B st AAol g ook 2 vehdeh 2oy A JeldE F
2 oFF & Azl FoFs (telescoped) Al 2 Fold AHoloj4, $el7l EL Fx A4
olel @ ®ol AR £& ook o ofrl = hehtE A Wolch, olsh sy 2 The Waste
Land $9144] vehd el £ Qeiztn & 4 9oh 2HEE of texts) Zo] 2=
“Shantih shantih shantih”& o] A9 FAz dAd= 9= Fas) wa

Like dreams this text has no beginning or end. It could begin anywhere and end anywhere
because it has no inception and no center and no closure. If “Snanthih Shantih Shantin” sounds

like an end, both in the sense of telos and of cessation, it also and at the same time is only

one fragment in the plethora of dissociated fragments.’®

a3 Fo] g Eo| of Eil*él:— A%z BE 9o A% FA3 270 9] Ao o] WaE
oodel A A4E ¢ 93 =@ PdA Bre 43ol gvh “dg g 47HE TR0 B
Aol Sl Ee %—aom—t— geloln (o] A8) FA A FAGE, o FAL =Y

AR ddel g g9E T el AuA g& Bl

[o]

| A% %=l The Waste Land®) textr} Derridas} 28t= thost e F22 717 %

WEA AL T F grh

a certain strategic arrangement, which, within the field and its own powers, turn[s] against
itself its own strategems, produc[ing] a force of dislocation which spreads itself through the

whole system, splitting it in all directions and delimiting it through and through.®

32) Steiner, p. 350.
33) Nevo, p. 456.
34) Nevo, p. 456.
35) Nevo, p.455.
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qul AFA NAA FEF 2 ol A Dk FA@H) A AFIAE A4 A
o waAt SA G zAA e BAA Yol A 24 o] TS, 24 nE $Fez
TN S ohde =G AARA ABSe

‘The Waste Land% 3}112] text® Eris AL 0] A 9] oga% e =3l ol 7}, o)
texts §7A 249 Fd4o] gt Folth. of text: Azizje| fragments®] montage
t], o] 7 o] montagetr o] text dto] FEAdE thE text 59 fragmentsZ o] Fol A
e}, o2 @ 71 & Walter Benjamino] A1-&-¢ allegory®] =& 43wl 417 4 %ol
ze,

Walter’ Benjamin’s concept of allegory has been used as an aid to understanding avant-gardiste
(nomn-organic) works of art. Benjamin described how the allegorist pulls an element out of the
totality of the life context, isolatiﬁg it, depriving it of its function. (Allegory is thus essentially
a fragment, the opposite of the organic symbol.) Then the allegorist joins several iéolated frag-
ments and thereby creates meaning, This is posited meaning and does not derive from the
original context of the fragments.

These elemefts of Benjamin’s concept of allegory accord with what is called montage, the
fundamental principle of avant-garde art. Montage presupposes fragmentation of reality; it breaks
through the appearance of totality and calls attention to the fact that it is made up of reality
fragments. The avant-gardiste work proclaims itself an artificial construct, an artefact. The
opposite holds true for the organic work: it seeks to make unrecognizable the fact that it has
been made, In the organic work of art the material is treated as a whole, while in the avant-
gardiste work the material is torn out of the life totality and isolated. The aesthetic avant-
gardist fragment challenges people to make it an integrated part of their reality and to relate it
to their experience,’®
o7 Bt ¥ ZFol

e okl Qalzed A AYE MFAZEEIGAAL) A% FEE
aanrg Hol A, 27

ek ekl g gz 2ES oA AEHe] e AAS EHAA T

¢ ZAANZ, 297 Fezd 230 AT dE A%E FHEHE BART ot (7
ol el BAFez DAl AA Fonl, oy E HI1AL 4 el u}) 2 e
PzdE 249 298 BVEE 299 D1E T2 AR T MR el o
£ @A Q9 $HE 99 Aol ‘

Wopsle] Fohe el zelel Adel Iulat ol2E LaEL tzE A&y TP F
Bzg AE 2ol @b Fwmas @40 shis dobe AR 2UE Fu Yok BHEE #
e Btelz @Al AAY wheE ) ArkE Ade] FIYe pPtEE deAEL 2
A7 e A998 FRolx AFFAE $714 g 2Ad fAHd AEAEAAE B
A4 Qoldeh, 47149 AEHES 270 Ao E HEAR AoldE AL 2olA @&

A7

o
£ e B AAAS el obgAEE dEHE

[l
rop

bt 714 dlsEd A e
E AAE AR FAHAA4 244 e 2 H e ok v]EHel oprtEEd BHe e
Zo g e F of wde] 25 FAF wo FE & Ut dAY dy¥ielHd, zE9 7333 ol
3% 2FAIN g Aed

o v

36) Sarup, pp. 135-136.
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o] A & = Eliot: £ 3| allegoriste] 5z, The Waste Land= Benjamino] 3} allegory
o] A& A Aol givte AAHEA F Vbt Yok AZL

2 AR 2R FF TS A E RAFE &3 Ayl wEolvh ot A4l
AEell & 250 FASA Azpe}, 7hgol dHist G Fel F4E e, AEL EE
Ag & Foz Folgdeh zu, FE3 2& AL FE B oA 249 AZ

2 qAdt, 22l The Waste Land= 4Rz &A=z o] 42 & oA dTe
Ak, 2¥ vz o] AL &89 Aol ofd (FhA ARIF )Y Folvh I o

o] text A 3ol A3 A=A allegoryd Holr] wEolrh o3 AL
9] it (forgetful snow))2o 2 WAL Z#AFA7] A Eell o AXY b= ironyE
S E o714 & £ gt o] 7 o] vE postmodernismol 1} e}t suspensive ironyz}z Alan

o
2
P
ofL
N
4=

[Sluspensive irony (which I connect with postmodernism), with its yet more radical vision
of multiplicity, randomness, contingency, and even absurdity, abandons the quest for paradise

altogether—the world in all its disorder is simply (or not so simply) accepted.’”

(BA7 zoEudvdEst dBA72 Q) FAF (k) oteld v & g 24, +14

2en FzeANE dAse FAAY FEE AL, (FRA) 496 UG +TE A4oE

M @b RE $ANA EAGE AAE 24 2dz (2 F FEsATES opAT) FEd
| el Ealch

el A vl 7t whA b7k fragmentsZ 3 montage®] allegory, Z8lz Arle] Y=
suspensive irony= $-2jelA o}F AE %2 Eohz, o}F Ax AAE Tel: 4 2A @

< e B g

I was neither
Living nor dead, and I knew nothing (CPP 62)

HE 4 AR
FL& AR oML o AE EFAc

‘On Margate Sands.

I can connect

Nothing with nothing:

The broken fingernails of dirty hands.
My people humble people who expect
Nothing.” (CPP 70)

“chobAlel £ AN HgHoh
e ool FoaA

37) Wilde. p. 10.



42 A X W # (H2eE)

=34 A9EE FE 4+ 990
vl ged 2R £F

A= AN gE

HAR A EE

o)F SulelA ¥ @ o A¢ shA® FEe $edlA AAsE Wtk @b “The Burial
of the Dead”:= Chaucer®] The Canterbury Tales®] “General Prologue”®] % *-2.-& parody
3 Aoz ARPEd, of A9 B RPe Tdga AR Bl o Folrh (parodyds)
(FAD—o] F &&F o]A9 77 F8% T4 4= 5o St o] A9 T4 TAHdAE=
ol2 3 o]d Al gaFe] ¥HA HEFEAH d¥ Utk o|F F “The Fire Sermon”9]

A 22e & W FAAL ANE B

To Cathage then I came

Burning burning burning burning
O Lord Thou pluckest me out v
O Lord thou pluckest

burning (CPP 70)

28 24 v JtEEad sk

29 wet Wt wo vy
22 Fo FAL 4E 2A Wi
29 Fo V}E nFol WaA
¥ol 2}
o] TR E A Ez9 | EAQ Aelgl St. Augustines} 37} A H o} 9z, =3 parody

p
2 Ho] pehdch, St Augustine® 3 Ado] BE A $FL e ARE B
4l o=, Thomas Aquinas Z& &F7olx o] 4Fq dEE d24ql Alolch =
L BT “UE 53A gded T4l g w H44d JEx

43] logocentrisme] 7218t QlEEolth ze1t $AE B §4¢

T FAe ObolH, =d JAAARE o AA = giotz & Atk Ke) ¢
£ D vEke gA4A ol A Fxo] mesk (WHE FA g T e
GE—olA) FAAA 7IFx Ze]—ol= AFH vtE FAFY F Tz Hu g TEe}
ol7 o] ulZ o] AoA %27} B¥E Eliote] postmodernisticdt #-4te] ®rmlojt}h. f ¥ ot
oo Eliot-‘;— ol®] ul(nirvana)®} F (%8, sunyata) & Z-L Aolgtz 3= Exo ma o
g5 glon, o2 el o o] Eliote] @ Aol wvebdeh (A7]FAA)olH FA
d (A7 AR B T meE & (Zed 2otk odd Ezd maE
26lA m2s 0] e (FE—od FAAIA AT Aol ok 28] AX - Fnd PE
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A4g AAA P& Bt d86A FF Fad dFE 27 39 s HA A The
Waste Lands 2418 LA F] A3t o)edt Hef 3He] 2452 The Waste
Lando) A AF7tx 9] AEAHQ A9 8458 Feod e FAEY =8& FAAIN =
A7t Nevog o]o] wiajA ohF3} o] x| A el

,ﬂ.

4

I say nothing of the absence of obvious conventional poetic features such as meter, rhyme,
stanza, or any regularity or recurrence or set of symmetries which could constitute formal pat-
tern in any classical sense at all. It is totally, radically nonintegrative and antidiscursive, its
parts connected by neither causes, effects, parallelism, nor antithesis. It is a cinematographic
mélange or montage or glimpses, gestures, images, echoes, voices, phrases, memories, fragments
of speech, song, quotation, appearances, and disappearances.®®

SE (A, 2 (M), (m)iﬂr e FAAA Ad vehdE 346 g AL BT A=
gAdS, ZAAQ AuloAd FAE o FE Aol FHFeE YojuAY wEAAUL FE Ax
A8 ek ¥ 47 Ak o A A %w FASST HE@RY A% L Fa@sh o) A9
7 33Ee d%EAez 97Ad AR ohlm, duly dFex odd A ohidh o AdE
FHANA 2ol B} Shzs £9L 447 E APl AgHEd, H4, 2R, olnA,
%, AF(BA), 39, A8 23, xd, df, dEed Ad S| R4 ek

B A48 FAS zAA texts] parodyst AEET F5A, $Y YAz A
Pz 4FeA S e FAAHeD ooz A, ot $AE H& wHA b
o el A% wA.

rln 2,

I remember
Those are pearls that were his eyes.
‘Are you alive, or not? Is there nothing in your head?”
But
that Shakespeherian Rag—
It’s so elegant
So intelligent *
“What shall I do now? What shall I do?
I shall rush out as I am, and walk the street
With my hair down, so. What shall we do tomorrow?
‘What shall we ever do? (CPP 65)

=79 %z Qo

Ay 29 & Wad A3z H9=e,

“29E gob QEste, FHEALT et HudEte?”
g

29299 A Adasolry Hze

2 $olstn

38) Nevo, pp. 455-456.
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F AR

“AFHE & %A LT ¥A EAL?

oldz Holvrt AL E AAele

sl E Eol A A, oz 23 Ud oFA EA8?
FozE o7A #Heok e ?”

oleld &3 FA sz WEFAse, o 28sH5 The Waste Lando] viebd Eliote] A2
S8 Bgam, Ao4ed, gedn, AARAR, $uE =3 29 2R o

e Aq A% F7ld & A4HE 2o ety FES =4

S AFAA FEDE M o] A9 texto] s Awt Auimgieh zy o)A & Fol
Sl A A9 2 st gob. The Waste Lando] £o] Q= 5= SelolA 2 74A 423
FAE GAZT A o|AL A9 ARz Ak & As), 2¥A god
87 9 W S URE)E Btek & AQlst 3 EAS 2 WA EA o],
o] o] Ao AREAe FEHHA o] FE $est o] AF A& H =&
ol wast 5Es) o o Fold

Nevor o] 7 9% £2FaA 2o F

obFd 4
el o] A

1:‘11.
=
o

1

=

7t 1?31

—_

s
i
L

g Aoz Bo}(“First of all, it is a

parody of academic footnoting”).3? o] & 5lulx 3l FA 24 =& Eliot ®FAlo] o] A&
2 20d%6] “bogus scholarship™] BAA FEL & Ho] YL 1 A= T3 Goho

Steiner= Nevoe} A9l nl43 A& S w3l 9}

The Notes to The Waste Land are obvious symbols of the blight of interpretive relativity,
themselves non-artistic fragments that while purporting to interpret and explain the poem often
confuse, mislead, or mock the earnest attempt to discover what the author meant through his
explanations,*!

(FFAYl 24 FGEHE welEde d8oz4, 4949 G40 dupt P dEsE
ARAA o2 £98) nelEnh o] F o A% HAstm 49es] S8 BedA A, AdFen
ol AE & Ao A4 A% g F3te 2t FAL dugk se dym e (2X9) AA
=8 g AF 2FAV =, 253, vLE ASAE A4 &4,

I"—?‘J

Steiner7} 3t AAF Eliotr} o] Fol A 21 & 228tz Jugd A9 A8E AT
F= 987t o] AE 99 9l¢] double readings} parallel readingg 7} %3}
Fohe 2ol A of A9 ARz oAk & Aojth o|e] wtz Eliotrt o] Aela &
“mythical method”q] ¥wul o}z 9] textual strategyo] 7] = 3}v}. Derridao]] == text
T et e B4E 23 gY@ ek '

=) Al

3
—

39) Nevo, p. 459,
40) Nevo, p. 459,
41) Steiner, p. 327.
42) Nevo, p. 459,
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a text is a text only if it conceals, from the first glance, from the first comer, the law of its

composition and the rules of its game.®

shie] BAEE a0 olgA HWEelzien AQY FHo FoAAE ©
Aoy o dulddnt st Haes}

&,
v
fmt
ot
2
do
f
fr

2B g of & Eliots} o] AellAl & 7t Al @3l textual strategyo] 7| = 3}rh.
Sl B4 oz Ao BE textr} F(E)olx FEHE Aoz IAAQ A5
o §lE Aoz 7}k, The Waste Lands] FE old 39 Fd& HoAFE AL7H?
$RE o] AE] OB dFsE Aol BEE Acldh of Fr BF texturh 3
L X% HAgG e £3]8 ol F bz, olxd fAddm dek & Aot
ol FAol Hutxl A$IE goh, FEs AFAA o] AE geol Wl w2 o]
2 234 9& Aol 2387 gBFdlth ofF A& A& ol BVZ A 2E “with a
dead sound on the final note of nine”o)gte A THE 298 Fo /ﬂl—— “A phenomepon
which I have often noticed”stx A3 gl z7b 29 FoA g3 AL = A9 Aql
el APolx, dE R = o AEw FA Fo] ¥El Aot glE Aoz oqAA
ot $EUt 9z YUIEE 239 Fol §8 AGE dert AT Xutsd W2 Aok
| ok hEd, o] A% Fob oA 25 7 A% AolEd, FA AHA (At
4R BHDE BARE Aol ¥ T BT w2 o Ao of FF of A
PRz, oh] A9 EE textivh A3 text® ®A St T o|frt Hoh He £
& ©A e del AvkA AL o] Fo o8 L& BHEI Bu o] F AAIt old

< GA ¢ F gk ool H& Nevor chgat o] etz 9t

)

And the combination of these two modes, the quasi-encyclopedic and the quasi-introspective,
puts deconstructively into question the whole maiter of sources, origins, traces, parasites and

hosts, and the civil liberties of readers.*®
F) Wt Al £ WAAY o FAA 2"gdY gL T3 Axs £4, A4AY
SFUEE), 292 o A% 8 FAE] FAAAE 2FEAe R £4 A WEL
A4 o) F9 BAL LEY text® 23 (upplement) st Aol o, o] wpH¥z/A
o] 419 & (displace/replace) 4 &¢ s ALZ ok & Aolth S5t AEAR o] A9
text® BEoET FRANZ YA AL JEE o] F& JAge]l FAAAL ol
$-219 #PLe S Fo N 2zAFAA (logocentric)Ql Atz @ el 7]11g Ao]A =k,
o] %% anti-logocentricqt o] vy, EF 27t of A FAo] BE texto]t Yrkz A7
P, o FE AL BT Rl Q' Aol oz, FE gonl, H dophae

43) Nevo, p.459.
44) Nevo, p. 460.
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el Fel Q& FAL A2 Bt 4o ohin (L34 decenter) 4& nAZT. =T
ol shte T4 Fo vehvde #delEd, FE 2 i 2 94 (consciousness) 9l &
B Fvh 2 dz $3%E Fel ot AW A4 (the Grail Legend)sl 43¢ 5 + 9
ot 2EEE F9 textE A9 text¥ Rt RFoA|wl, = o] F o etz WA 5}
% ¥t} o] & Freudel 42| do] A unconsciousnesse] el 878 consciousnessy} ¢ gt
3, AAahe Ast 2L olFolrh. St olwl & Aol E vAZ ok hIEIE A
o] #Fx, o] FHEo] BA MY L APz oU|HA o|Ao] & The Waste Land%
3hto] postmodermstlc poemo] A} dh= o] §-rf L o 4 9t

3. ZE0 tH&lstod

;?—E]-‘E A FnA The Waste Lands} o) ok7] ¢l olofro]H, = o]f¥& o] A7} post-
modernistic poemo]7] W Eoleke Ael feloted, of AlS F4 Y 5L FEe] wmrh
o}7 = Eliote o] A% d& FAEE =odA AvlE =2 &A= 2En. =& Eliote
o] AolA grlE =&A7A doedA] AnE X AR REH, BF o A T
27t AFdz AZE AL vE 2dF AY 4x Y} postmodernistic readingg 7]
U ol & shA kY] ou A6 uisty] #Eel el £ o= dut/(2E EF)/Ee 2
ojlg] 2 ¢& el WY gAFe] ot A £ A FdelEe Aol A= 3
Ak, 2 W 2 A 2o] 54% postmodernismE AT FE FA mHOEA HETH
7t 9& Ao AHY The Waste Landd AFA 9% + A& EAES F9 477
A A F¢ wehe SAF ddd 20DE A 22 Aujd EHA o o
ok717F i AlQl The Waste Landel & °]ok7] (12l & °lopr] (&) 4& ATAA
whekel A gl, AAE drdA £ =Fo] ALFH o gfd Aoz AT AdF
A o] F¢ FHAth olorlzt flE AE oot AL 2N olokrle AREA
€ FFAINA Fsr] WEol .

—Y~£‘~

Works Cited

Abrams, ML.H. A Glossary of Literary Terms. 5th ed. New York: Holt, Rinehart and
Winston, 1988.

Eliot, T.S. The Complete Poems and Plays of T.S. Eliot. London: Faber and Faber,
1980.

Eliot, T.S. “Tradition and the Individual Talent.” Selected Essays. London: Faber and



deleleg TAERHYFE 47

Faber, 1980. 13-22.

Eliot, T.S. The Waste Land: A Facsimile and Transcript of the Original Drafts Includ-
ing the Annotations of Ezra Pound. Ed. Valerie Eliot. London: Faber and Faber,
1971.

Hassan, Thab. “Pluralism in Postmodern Perspective.” Exploring Postmodernism. Eds.
Matei Calinescu and Douwe Fokkema. Philadelphia: John Benjamins, 1987. 17-39.

Jencks, Charles. What is Post-Modernism? New York: St. Martin’s, 1987.

Nevo, Ruth. “The Waste Land: Ur-Text of Deconstruction.” New Literary History 13
(Spring 1982):. 453-461.

Palmer, Richard E. “Postmodernity and Hermeneutics.” Boundary 2 5 (Winter 1977):
363-393.

Sarup, Madan, An Introductory Guide to Post-structuralism and Postmodernism. Athens:
U of Georgia P, 1989.

Steiner, Wendy. “Collage or Miracle: Historicism in a Deconstructed World.” Reconstruc-
ting American Literary History. Ed. Sacvan Bercovitch. Cambridge: Harvard U P,
1986. 323-351.

Wilde, Alan. Horizons of Assent: Modernism, Postmodernism and the Ironic Imagination.

Philadelphia: U of Pennsylvania P, 1987.

Eliot and Postmodernism: Postmododernity in The Waste Land

Chong-Ho Lee
Abstract

The Waste Land is generally considered to be a quintessentially modernistic poem
written by a representative modernistic poet, T.S. Eliot. Or is it? Even though the poem
was written during the so-called modernistic period by one of the most typical modernistic
poets, it does not necessarily follow that it is or should be a modernistic poem. This
poem defies this kind of easy categorization and stands on its own peculiar characteristics.
This is the main reason why critics have not so far reached a consensus on how to deal
with it.

In this respect, we can try to read it from a perspective different from the one con-
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ventionally practised so far. Concepts like postmodernism and postmodernity, then, can
serve us very well for this purpose. Especially the period-neutral concept like postmoder-
nity will be a very useful tool in reading this poem.

What makes this poem different from other modernistic poems is that it does not have
a narrative, or a story, to tell. This means that it does not seem to have a unified or-
ganizing principle, generally understood as felos, because it is wholly composed of frag-
ments. In this sense, this poem demands a new reading strategy. Of all things, the feature
of seeming purposelessness of this poem makes it very posmodernistic, because postmoder-
nity (and postmodernism, too) literally thrive on the meaninglessness and fragmentariness
of the world in general and of the work of art itself in particular. This aspect of mean-
inglessness, then, leads us to note the decentered nature of the poem. The Waste Land,
a mere “heap of broken images,” does not have a center in its structure in the conven-
tional sense of the term.

We cannot, therefore, say for sure who the original author/authors is/are: Eliot/Pound/
the writers of the quoted fragments/ and/or the reader of the text as the poem. The
original writer/writers can and/or cannot be either one of these and, at the same time,
all/none of these. In this confused state of affairs, not a single definite meaning can be
fixed on this text as to its story-line, because the text itself is connected with other texts
ad infinitum.

In this regard, even though The Waste Land is written in the so-called modernistic
period by a well-known modernistic poet, it definitely demands to be read as a postmod-

ernistic text.



