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ABSTRACT 
 
)RU�PDQ\� UHDGHUV�� WKHUH� LV�QR�FRQQHFWLRQ�EHWZHHQ�-DQH�$XVWHQ¶V�QRYHOV�DQG� WKH� VH[XDOL]HG�ERG\��6H[XDOLW\� LQ�$XVWHQ¶V�
novels is never explicit; nonetheless, it permeates every look, gesture, and letter that passes between her lovers. This article 
DLPV�WR�UHYHDO�WKH�FRQFHSW�RI�µJD]H¶��HVSHFLDOO\�IHPDOH�JD]H��LQ�-DQH�$XVWHQ¶V�Pride and Prejudice. According to feminist 
critics it is psychologically inevitable that women are the sexual objects of men; therefore, they have effectively refused to 
acknowledge the possibility that a female gaze could exist. Arguably, as it is indicated throughout this article, women are not 
necessarily rendered mute and inert by the male gaze; in fact, they actively shape and respond to male desire and their gaze 

encompasses as much authority and power as the male gaze. 
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INTRODUCTION  
 

µ*D]H¶�KDV�KDG�D�UHPDUNDEOH�DQG�GLVWLQFWLYH�SRVLWLRQ�DPRQJ�

KXPDQ¶V� VHnses from the old times. Its excellence and 

superiority is based on two aspects, one is the practical 

function of seeing by the use of the two eyes, and the other 

is the inner view and thinking. Visual expressions and 

words such as gaze, look, observe, view, glance, watch, etc., 

have all significant symbolic and metaphorical references in 

the world of literature. Moreover, vision is not limited to 

what we see or look at, but it refers to both inner and outer 

results of looking (Yazdanju, 1999, p. 323). 
 

The V\PEROLF�QRWLRQV�RI�µH\H¶�DQG�LWV�DSSOLFDWLRQV�DUH�DOVR�

considerable. It is believed that the right eye is the symbol of 

the Sun which is based on the activities and future, while the 

left eye stands for the Moon and looks back at the past. 

Some others hold that the two eyes are the symbols of 

µORYH¶�DQG�µPLQG¶��7KH�DQFLHQW�(J\SWLDQV�XVHG�WR�PDNH�XS�

their eyes which were for them a symbol of sacredness. 

This is viewed in most of Egyptian artistic works. The eye 

of the heart or the eye of the soul is present in the 

philosophies of Plotinus, Augustine, Paul the Apostle, and 

also in Islamic mysticism, especially in the words of 

Mansur Hallaj (Fazayeli, 1999, p. 513). 
 

The relationship between the eye and the fire which is 

UHODWHG� WR�µLQWXLWLRQ¶�VKRXOG�QRW�EH� Lgnored. In the Persian 

and Arab mystical poetry, eye has different metaphorical 

allusions, from witchcraft and danger to intoxication and 

drunkenness. The half-drunk eye is the eye which hunts the 

lions, it is a murderer and cruel eye. Cup, narcissus, deer, 

and pearl oyster are all the symbolic representations of the 

eye (pp. 516-517). Eye also has some negative conno-

tations. The evil eye is an accepted belief among the Arabs. 

It shows the power of eye and its exercise together with its 

harm and misery upon others. They believe that half of the 

KXPDQ�EHLQJV¶�GHDWK�LV�WKH�UHVXOW�RI�WKLV�HYLO�H\H��S��������

$QRWKHU� µJD]H¶�ZKLFK�VKRZV� WKH�SRZHU�RI� WKH�HYLO� H\H� LV�

µ0HGXVD¶V�+HDG¶��VR�WKDW�KHU�³GLUHFW�VLJKW� �� �� ��HYRNHV�WKH�

terror of castration in the male spectator, a terror that turns 

KLP� WR� VWRQH´� �1HZPDQ�� ������ SS�� ����-1031). Some 

EHOLHYH�WKDW�0HGXVD¶V�JD]H�LV�D�GHILDQFH�RI�EHLQJ�UHOHJDWHG�

WR� DQ� REMHFW� E\� PHQ¶V� VXSHULRU� SRVLWLRQ� RI� VXEMHFW� LQ�

:HVWHUQ�FXOWXUH�VR�WKDW�³>6@XFK�GHILDQFH�LV�VXUHO\�XQVHWWOLQJ��

disturbing the pleasure the male subject takes in gazing and 

the hierarchical relations by which he asserts his 

GRPLQDQFH´��S�������� 
 

To be under the omniscient eyes of God on the one hand, 

and the evil eyes of the Devil on the other hand, had been 

frightening for human beings so far. It shows how much 

human beings escape the role of objectivity, and also his 

interest in subjectivity, in other words, his interest to look at 

things rather than to be observed or seen. This complicated 

GLDOHFWLFV� RI� µZLOO-to-look¶� DQG� µKDWLQJ-to-be-ORRNHG¶� KDG�

obsessed the mind of humans for a long time. In the 

philosophy of Michel Foucault, a pessimism toward 

µYLVLRQ¶�DQG�µJD]H¶�LV�DOVR�SUHVHQW��������S�������7KLV�F\QLFDO�

YLHZ� FDQ� EH� WUDFHG� LQ� )RXFDXOW¶V�Discipline and Punish 

wheUH�3DQRSWLFRQ�PDFKLQH�LV�RSHUDWHG�E\�WKH�XVH�RI�µH\H¶�� 
 

µ*D]H¶� LV� D� psychoanalytical term brought into popular 

usage by Jacques Lacan (2001) to describe the anxious state 

that comes with the awareness that one can be viewed. The 

psychological effect, Lacan argues, is that the subject loses 

some sense of autonomy upon realizing that he or she is a 

visible object (p. 133). This concept is bound with his 
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theory of the mirror stage, in which a child encountering a 

mirror realizes that he or she has an external appearance. 

Lacan suggests that this gaze effect can similarly be 

produced by any conceivable object such as a chair or a 

television screen. This is not to say that the object behaves 

optically as a mirror; instead it means that the awareness of 

any object can induce an awareness of also being an object.  

Before Lacan, Freud in his Three Essays on the Theory of 

Sexuality (2000) DUJXHV� WKDW� WKH� JD]H� LV� D� ³IXQFWLRQ� RI�

GHVLUH�´�RQH�WKDW�VXEVHTXHQWO\�FUHDWHV�GHVLUH�LQ�WKH�JD]HU (p. 

�����%RWK�WKHRULVWV�LQGLUHFWO\�FRQQHFW�WKH�JD]H�WR�D�KXPDQ¶V�

desire for pleasure and sexual gratification, and each argues 

that the connection between subject and object is a 

complicated one. According to Freud, the subject places 

him or herself at a distance from the object, while Lacan 

suggests that the object is able to wield a certain level of 

influence through his or her own objectification. However, 

WKH� JD]H� LV� QRW� H[SOLFLWO\� JHQGHUHG� LQ� )UHXG¶V� RU�/DFDQ¶V�

discussions. Rather, it signifies human desire. 

 

On the other hand, feminist critics has largely unacknowledged 

this interpretation of the gaze as gender neutral. Critics 

Laura Mulvey, E. Ann Kaplan, and John Berger analyze 

JD]H�DV�D�WRRO�RI�ZRPHQ¶V�VXEMXJDWLRQ��DVVXPLQJ�WKDW�LW�LV�

inherently male, and that women are forced into a passive 

role as its object. 

 

One of the most controversial refutation of the existence of 

a fePDOH�JD]H�LV�SHUKDSV�/DXUD�0XOYH\¶V Visual Pleasure 

and Narrative Cinema (1975). In her argument, which 

examines on-screen depictions of women, Mulvey argues 

WKDW�D�ZRPDQ�LQ�SDWULDUFKDO�VRFLHW\�VWDQGV�DV�D�³VLJQLILHU�IRU�

WKH�PDOH�RWKHU �́�VKH�LV�WKH�³EHDUHU��QRW�PDNHU�RI�PHDQLQJ�´�

and men can project their sexual fantasies onto her (p. 35). It 

LV�WKH�PDQ��WKURXJK�KLV�JD]H��WKDW�³LPSRVHV´�PHDQLQJ�RQWR�D�

woman (p. 35). Mulvey emphasizes the traditional feminist 

DSSURDFK� WR� WKH�JD]H�� VWDWLQJ� WKDW� ³LQ� D�ZRUOG�RUdered by 

sexual imbalance, pleasure in looking has been split 

EHWZHHQ�DFWLYH�PDOH�DQG�SDVVLYH�IHPDOH´��ZRPHQ�IXOILOO�DQ�

³H[KLELWLRQLVW�UROH´�LQ�WKHLU�UHODWLRQVKLSV�ZLWK�PHQ�ZKHUHE\�

WKH\�DUH�³VLPXOWDQHRXVO\�ORRNHG�DW�DQG�GLVSOD\HG´��SS����-

40). 
 

In Is the Gaze Male?, Kaplan (2000) examines the feminist 

discourse on the idea of the fetishism of the female form. 

She finds that while Hollywood would contend that females 

are able to exist on their own as women, female characters 

are often approached as enigmas that need to be figured out 

and thus placed and understood within the context of a 

patriarchal system (p.164). Kaplan cites Laura Mulvey who 

argues that the fetishism of female film characters exists 

through three different types of looks. The first look occurs 

when the woman is filmed, many times by a male director. 

The look, according to Mulvey, is inherently voyeuristic 

regardless of the gender of the director but nonetheless 

serves to express and describe sexual feelings and desire of 

the female form. The second look, which usually occurs 

within the narrative of the film, depicts women as objects 

VXEMHFW� WR� PHQ¶V� JD]HV�� 7KH� WKLUG� ORRN� RFFXUV� ZKHQ� WKH�

audience takes on the position of both the voyeur of the first 

look and the character within the narrative of the second 

look who gazes upon the female (p. 176). Kaplan goes onto 

explain that the fetishism of females relates the psycho-

analytical issue of fear of castration present in men. By 

objectifying the female, both the men within the film and 

the men watching the film are able to neutralize the 

threatening nature of the female that Freud argues plagues 

the subconscious of all men (p. 180). 

 

In Ways of Seeing, a highly influential book based on a 
BBC television series, John Berger (2009) observed that 

³DFcording to usage and conventions which are at last being 

questioned but have by no means been overcome - men act 

and women appear. Men look at women. Women watch 

WKHPVHOYHV�EHLQJ�ORRNHG�DẂ ��SS����-47). Berger argues that 
in European art from the Renaissance onwards women 
ZHUH�GHSLFWHG�DV�EHLQJ�³DZDUH�RI�EHLQJ�VHHQ�E\�D�>PDOH@�
VSHFWDWRU´��S������ 
 
5RVDOLQG� &RZDUG� ������� H[WHQGV� %HUJHU¶V� DQDO\VLV��
exposing the power that the male gaze holds over women: 

³PHQ�FDQ�DQG�GR�VWDUH�DW�ZRPHQ��PHQ�DVVHVV�� MXGJH�DQG�
make advances on the basis of these visual impressions. The 

ability to scrutinize is premised on power. Indeed the look 

FRQIHUV� SRZHU´� �S�� ���� However, Judith Mitchell (1994) 

has explored the power that the erotic gaze confers on men 
over women in literature, investigating its implications for 

the construction of female sexual desire and the relationship 
of the viewer or reader to the text (p. 133). 
 
According to these critics, it is psychologically inevitable 

that women be the sexual objects of men. Therefore, 

feminist critics have effectively refused to acknowledge the 

possibility that a female gaze could exist; for Kaplan (2000), 
WKH�PDOH�JD]H�³FDUULHV�ZLWK� LW� WKH�SRZHU�RI�DFWLRQ�DQG�RI�
possession that is lacking in the female gaze. Women 

receive and returQ�D� JD]H�� EXW� FDQQRW� DFW� RQ� LW �́ �S�� ������
Laura Mulvey (1975) DUJXHV� WKDW� WKH� ZRPDQ� ³KROGV the 

ORRN�� DQG� SOD\V� WR� DQG� VLJQLILHV� PDOH� GHVLUH´� �S�� �����
however, makes room for some level of power or influence 
on the part of the woman. Arguably, a woman can desire a 

man as an object while also actively motivating his desire. 

Mulvey, Kaplan, and Berger all fail to account for this 

dynamic. 
 
Eva-Maria Jacobsson (1999) GHVFULEHV�µIHPDOH�JD]H¶�DV�³D�
mere cross-LGHQWLILFDWLRQ� ZLWK� PDVFXOLQLW\´� �S�� ������ \HW�
evidence of women's objectification of men ² the discrete 

existence of a Female Gaze ² LV� LQ�WKH�µER\�WR\¶�DGYHUWV�
published in teen magazines, despite Mulvey's contention 

that the gaze is property of one gender. Moreover, in power 
relationships, the gazer can direct his or her gaze to 

members of his or her gender, for asexual reasons, such as 
comparing the gazer's body image and clothing to those of 

the gazed at man or woman. 

 

In Pride and Prejudice (1813), Jane Austen mentions 
(OL]DEHWK¶V� H\HV�ZLWK� DOPRVW� SUHGLFWDEOH� IUHTXHQF\�� HYHU\�
WHQ� SDJHV� RU� VR�� ,QGLFDWLQJ� (OL]DEHWK¶V� JD]HLV� RQH� RI� WKH�
problems facing Austen as a novelist attempting to write 

both a female erotic subject and a male object of her 
KHURLQ¶V� GHVLUH�� *HRUJH� +DJJHUW\� ������� KDV� QRWHG� WKDW�
IHPDOH� GHVLUH� IRU�PDOH� FKDUDFWHUV� ³LV� UDUHO\� DUWLFXODWHG� DV�
uncomplicated (and more often appears as transgressive) 
female-PDOH�GHVLUH �́�S����� 
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Alice Chandler (1975) has suggested that as a woman writer 
LQ�WKH�HDUO\�QLQHWHHQWK�FHQWXU\��$XVWHQ¶V�DELOLW\�WR�UHSUHVHQW�
VH[XDOLW\� DQG� IHPDOH� VH[XDO� GHVLUH� ³ZDV� ERXQG� E\� SUH-
Victorian limitations of subject matter which had already 
turned physical sex into a topic for covert implication rather 
than overt description (p. 89). However, Sarah Kent (1985) 
specifically identifies the absence of an artistic language 
through which women can represent the male body in art as 
one of the central barriers to their representation of 
masculinities (p. 64). As Karen Harvey (2004) has noted, 
³/RRNLQJ�DW�PDOH�ERGLHV�ZDV�SUREOHPDWLF�in the eighteenth 
century ... men voiced concerns over the freedom of women 
WR�JD]H�XSRQ�PDOH�ERGLHV �́�SS�����-128). 
 

DISCUSSION AND ANALYSIS 
 
The first meeting between Darcy and Elizabeth introduces 
the sexual power of the gaze and signals the important role 
it will play both in their relationship and in revealing their 
sexual desire to the reader. When Bingley advises Darcy to 
dance with Elizabeth, he turns to lRRN� DW� KHU�� ³WXUQLQJ�
round, he looked for a moment at Elizabeth, till catching her 
H\H��KH�ZLWKGUHZ�KLV�RZQ�DQG�FROGO\�VDLG��³6KH�LV�WROHUDEOH��
EXW� QRW� KDQGVRPH� HQRXJK� WR� WHPSW�PH´ (Austen, p. 13). 
'DUF\¶V� GHFLVLRQ� WR� ZDLW� XQWLO� KH� KDV� FDXJKW� (OL]DEHWK¶V�
eye²until she is conscious of being look at²before 
looking away shows the gaze power. Perhaps Darcy wants 
Elizabeth to know that she has been assessed and rejected 
by him: he fully understands the power of his gaze over 
women and is willing to use it. But this assumption 
oversimplifies the point. Can the fact that Elizabeth meets 
his gaze not be a signal of sexual equality? Though 
(OL]DEHWK�LV�VRPHWLPHV�HPEDUUDVVHG�E\�0U��'DUF\¶V�JD]H��
she is never intimidated and rarely objectified by it, instead 
assuming tKDW� ³VKH� GUHZ� KLV� QRWLFH� EHFDXVH� WKHUH� ZDV� D�
something about her more wrong and reprehensible, 
according to his ideas of right, than in any other person 
SUHVHQW �́�S������ 
 
This subtly sexualized context is in fact the only physical 
description of Elizabeth in the entire novel which is filtered 
WKURXJK�'DUF\¶V�SHUFHSWLRQV� 

2FFXSLHG�LQ�REVHUYLQJ�0U��%LQJOH\¶V�DWWHQWLRQV�WR�KHU�
sister, Elizabeth was far from suspecting that she was 
herself becoming an object of some interest in the 
eyes of his friend. Mr. Darcy had at first scarcely 
allowed her to be pretty; he had looked at her without 
admiration at the ball; and when they next met, he 
looked at her only to criticize. But no sooner had he 
made it clear to himself and his friends that she had 
hardly a good feature in her face, than he began to 
find it was rendered uncommonly intelligent by the 
beautiful expression of her dark eyes. To this disco-
very succeeded some others equally mortifying. 
Though he had detected with a critical eye more than 
one failure of perfect symmetry in her form, he was 

forced to acknowledge her figure to be light and 
pleasing; and in spite of his asserting that her manners 
were not those of the fashionable world, he was 
caught by their easy playfulness. He began to wish to 
know more of her, and as a step towards conversing 
with her himself, attended to her conversation with 
others (p. 16). 

$XVWHQ�VKRZV�WKDW�'DUF\¶V�DWWUDFWLRQ�WR�(OL]DEHWK�LV�KLJKO\�

sexual--KH� FOHDUO\� WDNHV�SOHDVXUH� LQ� ORRNLQJ� DW�(OL]DEHWK¶V�

body. His uninteresting comment RQ�(OL]DEHWK¶V�SK\VLFDOLW\�

immediately establishes a relationship between the two that 

is, if not erotic, then inherently physical. Significantly, this 

wholly underwhelming description of Elizabeth lacks any 

SDVVLRQ��'DUF\¶V� ³JD]H�´� LI� LW� FDQ� EH� FDOOHG� VXch in these 

opening scenes, is indifferent and objective. He looks on 

Elizabeth not with the amorous intentions of a lover, but 

with the analytical scrutiny of a critic. Darcy does not 

sexualize Elizabeth until he begins to appreciate the beauty 

and power RI�KHU�³ILQH�H\HV´��S�������+HU�H\HV�GUDZ�KLP�LQ�

DQG� VH[XDOO\� FKDUP�KLP�� )RU�'DUF\��(OL]DEHWK¶V� H\HV� DUH�

her most attractive feature. Her eyes are not simply pretty, 

but expressive, and Darcy hopes for knowing more of her.  

 

Caroline Bingley immediately recognizes the sexual 

FRPSHWLWLRQ�(OL]DEHWK�SRVHV� WR�KHU�RQFH�VKH�VHHV�'DUF\¶V�

DSSUHFLDWLRQ� RI� (OL]DEHWK¶V� H\HV�� 'DUF\� DOVR� TXLFNO\�

EHFRPHV� DZDUH�� KRZHYHU�� RI� KHU� H\HV¶� SRZHU�� DQG�RI� WKH�

threat that their gaze poses to him. Therefore; Darcy begins 

WR�³IHHO�WKH�GDQJHU�RI�SD\LQJ�>KHU@�WRR�PXFK�DWWHQWLRQ´��S��

40). 

 

&KDUORWWH�FDXWLRQV�(OL]DEHWK�DERXW�-DQH�%HQQHW¶V�VK\QHVV��

ZDUQLQJ� WKDW�³LI�D�ZRPDQ�FRQFHDOV�KHU�DIIHFWLRQ�ZLWK� WKH�

same skill from the object of it, she may lose the 

RSSRUWXQLW\�RI�IL[LQJ�KLP´��S�����. The man is the object in 

this game, and he must be carefully monitored and 

manipulated, lest another woman seize his attentions.  

 

$XVWHQ¶V�ZRPHQ�DUH�QHYHU�SDVVLYH�REVHUYHUV��7KH\�QRW�RQO\�

objectify the men, but also consciously construct and adapt 

to the male gaze. Caroline Bingley is particularly adept at 

this skill, not only sexualizing Darcy through her gaze, but 

also sexualizing herself for him. After supper at Netherfield 

RQH�HYHQLQJ��VKH�LQVLVWV�RQ�WDNLQJ�³D�WXUQ�DERXW�WKH�URRP´�

(p. 41) with Elizabeth, Darcy replies that: 

You either choose this method of passing the evening 

EHFDXVH�\RX�DUH�LQ�HDFK�RWKHU¶V�FRQILGHQFH�DQG�KDYH�

secret affairs to discuss, or because you are conscious 

that your figures appear to the greatest advantage in 

walking;²if the first, I should be completely in your 

way;²and if the second, I can admire you much 

better as I sit by the fire (p. 49). 

 

This is exactly the response Miss Bingley had aimed to 

elicit. She knows that Darcy will sexualize her through his 

gaze, but she is hardly rendered a passive object by it; 

rather, she orchestrates the entire scenario. Her insistence on 

continuing to tease Darcy about his admission only serves 

to ensure that his eyes remain fixed on her. As Laura 

Mulvey (1975) might put it, Caroline Bingley holds 'DUF\¶V�

JD]H��DQG�DFWLYHO\�³SOD\V�WR´�KLV�GHVLUH��S�������6KH�ZLHOGV�D�

VH[XDO� SRZHU� WKDW� GLUHFWO\� PDWFKHV� 'DUF\¶V�� 0XOYH\¶V�

LPDJLQHG� GLYLGH� EHWZHHQ� ³DFWLYH�PDOH´� DQG� ³SDVVLYH� 

IHPDOH´� �S�� ���� LV� HQWLUHO\� DEVHQW�� $XVWHQ¶V� ZRPHQ� DUH�

³ORRNHG� DW´� �%HUger, 2009, p. 38), to be sure, but only 

EHFDXVH�WKH\�KDYH�DFWLYHO\�VRXJKW�PHQ¶V�DWWHQWLRQ��WKRXJK�

they are the object of the male gaze, they are not always, or 

necessarily, objectified by it.  
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'DUF\¶V�LQWHQWLRQ�WR�H[WLQJXLVK�KLV�GHVLUHV�IRU�(OL]DEHWK�E\�

looking into her eyes continues when they meet by chance 

LQ�0HU\WRQ�� ³0U��'DUF\� FRUURERUDWHG� LW�ZLWK� D� ERZ�� DQG�

ZDV�EHJLQQLQJ�WR�GHWHUPLQH�QRW�WR�IL[�KLV�H\HV�RQ�(OL]DEHWK �́

(Austen, 1813, p. 50), when his attention is distracted by the 

appearance of Mr. Wickham. 

 

'XULQJ�'DUF\¶V�YLVLW�WR�5RVLQJV��KH��³ORRNHG�MXVW�DV�KH�KDG�

been used to look in Hertfordshire, paid his compliments, 

with his usual reserve, to Mrs. Collins; and whatever might 

be his feelings towards her friend, met her with every 

appearance of coPSRVXUH´� �S�� ������ 'DUF\� PD\� DSSHDU�

calm, but the reader greater knowledge of his feelings for 

Elizabeth together with his earlier intention to suppress 

them suggests that the reality is otherwise. Darcy closely 

observes Elizabeth during her visit to Rosings, particularly 

GXULQJ� KHU� FRQYHUVDWLRQV� ZLWK� &RORQHO� )LW]ZLOOLDP�� ³His 

eyes had been soon and repeatedly turned towards them 

ZLWK�D�ORRN�RI�FXULRVLW\´��S��������/DWHU�ZKHQ�(OL]DEHWK�LV�

SOD\LQJ� WKH� SLDQR�� 'DUF\� ³VWDWLRQHG� KLPVHOI� VR� DV� WR�

command a full vLHZ�RI�WKH�IDLU�SHUIRUPHU¶V�FRXQWHQDQFH �́

(p. 118). 

 

(OL]DEHWK¶V� UHMHFWLRQ�RI�'DUF\¶V�SURSRVDO�PDUNV� D� WXUQLQJ�

SRLQW� LQ� WKH� QRYHO¶V� QDUUDWLYH� IRFXV� LQ� WHUPV� RI� LWV�

representation of the sexual desire of the two protagonists. 

To this point, Darcy was the novHO¶V�GHVLULQJ�VXEMHFW�DQG�

Elizabeth as the object of his desire. After the first proposal, 

Austen shifts her focus to Elizabeth as the desiring subject 

and instead positions Darcy as the desired object. Yet 

despite the difficulties inherent in her position as a female 

novelist writing female sexual desire for a male object, 

Austen does manage to achieve this. She develops 

alternative narrative techniques which represents her 

SK\VLFDO�DWWUDFWLRQ�WR�'DUF\��:KHUHDV�(OL]DEHWK¶V�JD]H�XSRQ�

Darcy himself tends to be problematic, she may look 

uninhabited upon his letter, his house, his grounds, and his 

portrait. 

 

'DUF\¶V�SHUVRQDO�ZRUWK�LV�UHDOL]HG�LQ�(OL]DEHWK¶V�H\HV�ZKHQ�

she reads his letter after the failure of his first proposal. The 

letter serves as a kind of surrogate for Darcy himself. For 

the first time, Elizabeth sees Darcy as something more than 

SURXG�DQG�GHFHLWIXO��VKH�UHDOL]HV�WKDW�³VKH�KDG�EHHQ�EOLQG� �́

and understands that her view of him has been entirely 

LQFRPSOHWH�� ³SDUWLDO�� SUHMXGLFHG�� DEVXUG´� �S�� ���). She 

realizes she had not been seeing him correctly or truthfully. 

Darcy cannot objectify her through his gaze, for he is not 

even present, leaving Elizabeth in the subject role. This 

letter allows Elizabeth to assume a subject position from 

which she can scrutinize and ultimately accept her feelings 

for him. 

 

7KURXJKRXW�(OL]DEHWK¶V�YLVLW�WR�3HPEHUOH\��LW�LV�VKH�ZKR�LV�

doing the looking, the gazing, and the observing. Eliza-

EHWK¶V� SOHDVXUH� LQ� ORRNLQJ� DW� WKH� 3HPEHUOH\� HVWDWH� LV� OLNH�

'DUF\¶V�SOHDVXUH�LQ�ORRking at her; that is why Austen states 

WKDW� ³(OL]DEHWK� ZDV� GHOLJKWHG �́ �S�� ������ (OL]DEHWK� JRHV�

inside the house, moves through the rooms, pausing at 

different windows to observe the changing scene: 

Elizabeth, after slightly surveying it, went to a 

window to enjoy its prospect. The hill, crowned with 

wood, from which they had descended, receiving 

increased abruptness from the distance, was a 

beautiful object. Every disposition of the ground was 

good; and she looked on the whole scene, the river, 

the trees scattered on its banks, and the winding of the 

valley, as far as she could trace it, with delight. As 

they passed into other rooms, these objects were 

taking different positions; but from every window 

there were beauties to be seen (p. 164). 

 

Elizabeth very clearly now possesses the power of the gaze, 

DQG�'DUF\¶V�ODQGVFDSH�LV�KHU�REMHFW��7KHUH�LV��PRUHRYHU��D�

strong scene that in gazing on Pemberley, she is looking on 

D� UHSUHVHQWDWLRQ� RI�'DUF\¶V� ERG\�� 3HPEHUOH\� KRXVH� LV� ³a 

ODUJH��KDQGVRPH��VWRQH�EXLOGLQJ �́�p. 163), the dining parlor 

LV�³D�ODUJH��ZHOO�SURSRUWLRQHG�URRP��KDQGVRPHO\�ILWWHG�XS �́

(p. ������DQG�WKH�URRPV�DUH�³ORIW\�DQG�KDQGVRPH´��p. 164). 

7KH�XVH�RI�WKH�ZRUG�³KDQGVRPH´�WR�GHVFULEH�WKH�KRXVH�DQG�

interior is shortly after used no less than five times to 

GHVFULEH� 0U�� 'DUF\� LQ� (OL]DEHWK¶V� FRQYHUVDWLRQ� ZLWK� WKH�

housekeeper: ³,� KDYH� KHDUG� PXFK� RI� \RXU� PDVWHU¶V� ILQH�

SHUVRQ�¶�VDLG�0UV��*DUGLQHU��ORRNLQJ�DW�WKH�SLFWXUH��µLW�LV�D�

KDQGVRPH� IDFH�¶´� �S������; ³$QG�GR�QRW�\RX� WKLQN�KLP�D�

very handsome gentleman, Ma¶DP"¶�µ<HV��YHU\�KDQGVRPH�¶�

µ,�DP�VXUH�I NQRZ�QRQH�VR�KDQGVRPH�¶´��S������; ³$QG�LV�

0LVV� 'DUF\� DV� KDQGVRPH� DV� KHU� EURWKHU"¶� VDLG� 0U��

*DUGLQHU��µ2K��<HV²the handsomest young lady that ever 

was seen and so accomplished!´ ( p. 165). 

 

The connection between Pemberley as a representation of 

'DUF\¶V�ERG\�DQG�(OL]DEHWK�REYLRXV�SOHDVXUH�DW�ORRNLQJ�DW�LW�

allows Austen to present Darcy as an object of female 

sexual desire. $XVWHQ� VSHFLILFDOO\� FRQQHFWV� 'DUF\¶V� ERG\�

ZLWK� WKH� 3HPEHUOH\� HVWDWH� GXULQJ� (OL]DEHWK¶V� YLVLW� WR the 

gallery, where she seeks out a portrait of Darcy:  

Elizabeth walked on in quest of the only face whose 

features would be known to her. At last it arrested 

her²and she beheld a striking resemblance of Mr. 

Darcy, with such a smile over the face, as she 

remembered to have sometimes seen, when he 

looked at her. She stood several minutes before the 

picture in earnest contemplation, and returned to it 

again before they quitted the gallery (p. 167). 

 

(OL]DEHWK�JD]HV�XSRQ�WKH�UHSUHVHQWDWLRQ�RI�'DUF\¶V�ERG\�LQ�

KLV�SRUWUDLW��+HU�SOHDVXUH�LQ�JD]LQJ�XSRQ�'DUF\¶V�SRUWUDLW�LV�

clear: she recalls his manner of looking at herself, and 

returns for another look before she leaves the room. When 

Elizabeth sees the portrait, she experiences what Garofalo 

labels as her first JHQXLQH�³PRPHQW�RI�HURWLF�LQWLPDF\´�ZLWK�

'DUF\�� DQG� WKH� SDLQWLQJ� ³LV� DV� VXVFHSWLEOH� WR� (OL]DEHWK¶V�

DWWUDFWLRQV�DV�WKH�RULJLQDO�LW�UHSUHVHQWV´��S�������7KHUHIRUH��

Like his letter, Pemberley acts as a stand-in for Darcy 

KLPVHOI�LQ�(OL]DEHWK¶V�H\HV��WKH�HVWDWe is highly sexualized, 

DQG�PD\�HYHQ�EH�UHDG�DV�D�V\PERO�IRU�'DUF\¶V�ERG\�� 
 

Elizabeth is empowered by this objectifying and object-

WLILFDWLRQ��³6KH�VWRRG�EHIRUH�WKH�FDQYDV«DQG�IL[HG�KLV�H\HV�

XSRQ� KHUVHOI´� �S�� ������ QRWDEO\�� DV� GLG�&DUROLQH�%LQJOH\��

ElizabHWK�VWUXFWXUHV�'DUF\¶V�JD]H�VR�WKDW�VKH�LV�WKH�REMHFW�RI�

it. In this moment, Elizabeth is simultaneously subject and 

object, and though Darcy figuratively stares at her, she 
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returns his gaze. Out of this instance of likeness, Elizabeth 

fully accepts her attraction to Darcy. Pemberley thus 

FRPSULVHV�³D�ZRUOG�RI�REMHFWV´�WKDW�UHSUHVHQWV�D�FRPSOHWHO\�

different man than Elizabeth had come to know (Garofalo, 

2008, p. 126). Through her gaze, she objectifies him; 

through her objectification, she sexualizes him; and through 

her sexualisation, she comes to love him. 

 

Elizabeth gazes at Darcy, and he at her; each simultaneously 

desires and is desired. The gaze is not only a medium of 

communication for forbidden wants, it also allows the 

lovers to see, literally and figuratively, eye-to-eye. Elizabeth 

DQG� 'DUF\¶V� LV� D� UHODWLRQVKLS� RI� VH[XDO� UHFLSURFLW\�� DQG�

nowhere in Pride and Prejudice is Darcy feminized because 

he is an object of female desire; he remains virile and 

unquestionably masculine until the last. 

 

CONCLUSION 

 

The arguments of critics who blame that gaze is property of 

one gender are complicated and challenged when applied to 

$XVWHQ¶V� Pride and Prejudice. Despite the difficulties 

inherent in her positions as a female novelist, Austen does 

manage to indicate female gaze and sexual desire in her 

QRYHO��:KHUHDV�(OL]DEHWK¶V�JD]H�XSRQ�'DUF\�KLPVHOI�WHQGV�

to be problematic, she may look upon his house, his 

grounds, and his portrait. Moreover, her female characters, 

such as Caroline Bingley, prove that women are not 

necessarily rendered mute and inert by the male gaze. They 

actively shape and respond to male desire, wielding as 

much sexual power as men.Therefore, Elizabeth does not 

stand as the undisputed erotic subject to Darcy. 

 

Furthermore, Darcy is as subjected to (OL]DEHWK¶V�JD]H�DV�

she is to his. Because Pride and Prejudice focuses more on 

(OL]DEHWK¶V� GHVLUH� WKDQ� RQ� 'DUF\¶V�� /HVOH\�:LOOLV� (1976) 

argues that the eye in Pride and Prejudice VHUYHV�DV�ERWK�³D�

PDOH� DQG� IHPDOH� V\PERO�´� EXW� LV� PRUH� VLJQLILFDQW� LQ�

ElizabHWK�WKDQ�'DUF\��EHFDXVH��IRU�KHU��LW�LV�ERWK�³REMHFW�DQG�

DJHQW´��S��������7KH�IDFW�WKDW�(OL]DEHWK�FDQ�ERWK�GHVLUH�DQG�

be desired challenges the traditional gender roles of the 

eighteenth and nineteenth centuries because it grants her a 

level of equality with Darcy. 
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