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ML I X — 3 A
—— Gravity’s Rainbow \ZB\F HBED TG

A R

Ik

Thomas Pynchon @ Gravity’s Rainbow DFiE L. /INHRORHER—T T, THFE ThHisikE
OTELEZRBEFREIFEOI -0 v S HBIZRHAT L2 V207 vy P20 b 2R
PERFEDY, EIIMWTH o722 L 2SN L, [EHOM) 13/HTIE % B TH D |
FEIREELE LT, KMEEFHOOTIEZR L [BIT] WD Th B, “The rhythmic clapping
resonates inside these walls, which are hard and glossy as coal: Come-on! Start-the-show!
Come-on! Start-the-show! The screen is a dim page spread before us, white and silent. The
film has broken, or a projector bulb has burned out” (Pynchon, Gravity’s Rainbow 760).
T A NWVADBHENTD BB VIFEROBEERDYINI2 720 EMASHET L. FHAF L LB ICH
BIA AR T A BIEDOLRPHIZELRA L[, FZIXASDFO—ATHo72Z L I2KAD
Co AN =W SFEIINRN—VEZRRAOLNTVDEZ 5L IS TH S, N
AT ZOBEFOEBT T, 727 A MIUTERIIABEEDPE L TH WA, [t is so white that
CATCH the dog was a red setter . .. oh I didn’t want to lose that night CATCH a wave
between houses, across a street . .." (Pynchon, Gravity’s Rainbow 759). = @ X 9 12K
D “CATCH” LWV IHFENRELEIAETAT Y HFANIFHASINEDIZH, T2 TO “catch” &
[Glophb]l e [HhEFERIEVIBERTHY, DEND T TTANVADGo0 D IED,
EE R PSR o TCETWRLEIEPRENTVEDOTH L (FOELLE VI Trbd
“‘catch” T7 A NV ADF o) HEEET I LFHEYTHS))o Z L TEDE, BEHEIC EBL
T L A OGIHGHANE D RN > TO o RIVFEEIZDO/NRE [BIT] wboT
H 5

[EIOUL] e TP SR SNTE /2, Bl E L To/hgie v Emo Z ot
HITEZRLL—20 X, INEIA—VAOMELRZ LI ETHD, “[Mlaking little
concession to criteria of mimesis” (Clerc 133) & 5F &5 £ 512, [EITOIL] 1 ZFEARAIZIE
FIAT 4w 7B/ ERZ SN TR, THULHICE 21X, ZO/NGLIBIETIE R
HDOIRA—TAEFToTWVAEEWV) ZLEE KT S,
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[Cinematic discourse]| can also be read as the sign of a narrative level interposed
between the text and the “real.” By this reading, texts such as Gravity’s Rainbow
... do not directly represent a reality, but rather represent a movie which in turn
represents a reality. This reading is clearly justified in Gravity’s Rainbow, where
the presence of the interposed level of the film is revealed on the last page. (McHale,

Postmodernist Fiction 129)

CZTCHEE LS TWADIZT 7 A M “represent” LT\ 25 b D “reality” TH 5
. BELZOPBEZODPEN) ZETHEH, TN IX—VADOMBETH S Z LI,
Erich Auerbach @V 7 ) X AGw O 81 CTd 5 Mimesis D EIEZ “The Representation of
Redlity” £ H 52 L2 HWHT ETL LML DNTHA ) EEADIX, [EHoIL] @3
A=V APHETIELRAMBEDI A - ATHDESNTWSLETH S, Hanjo Berressem
DB D I LB RD L 9 12k <X%, “Gravity’s Rainbow is a mimesis of media
events rather than reality. . .. In Gravity’s Rainbow reality is always a ‘media event, and
mimesis a ‘media mimesis” (161). 2D X 12, B & LT [EHoU) &, HETIER
CATATDIA=VAE To T D EFHINTEZ BT a v HRAMEYZ AP LS
NEZBHO—ONIIHHILIEFE) T TLRVESL I,

LAl 29 LRFICHEDS WD TRV, BIEDOIXA—v Ah, T bBFED
IA—VARITIBEE V) AT A TOEDIEAY I A=Y AN, LWV #Z HIF IR
FIE L TWB, ZHE D T TO R LY U F a VIdHIE The Crying of Lot 49T “excluded
middles” (Pynchon, Crying 181) # kT2 7 X ) h %L FARE B EETWEDTHY .
INZITOEYFarve [dhIndr] LOBEPOEICENT L0 RBEHTHA ).
ZLCHE, [ENOM] BT AHE% I XA - ALV BELLTFMICAL RS, 20
IV SE S CRIENED E b, T OAREE. EREZ SN TV RIZHED I
A=Y AEATHIN TV RALDOFHEEFINTEY, 2wz (ICdprbbT, TiEZR)
RANEY V7%, $bbEY = AL EOEREHEGRIEDOT T IZHHOT 5N &) BIR
TO [®FF=ZALE] ONFHERS>TRLENICEDLNLINLTH D,

1
WLE & LT [EHOIL] %233 A=Y AL WHABEDL ST 57200—20F% 28
HHFED THDH I EIEGRIE R WEA D o BRI —Ei2 Y _LIFTZo/NLoRE ) OFE
ERTWE 720, ROGIHIE, LR BB SEATERR O KF Geoffrey (“Pirate”) Prentice 2%
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HEFETHEY THWEF LY —DAV Sy b TOHLLAOHOH KRR LT L - WiEFHEOE
HPASDLDTH b, JIOILFEMZENTDH A Teddy Bloat DWER X D/ L v FOFE 1S
o T ALEWVWHITAIHANGE—aTHhb,

Just above him [Capt. Geoffrey (“Pirate”) Prentice], twelve feet overhead, Teddy Bloat
is about to fall out of the minstrels” gallery, having chosen to collapse just at the spot
where somebody in a grandiose fit, weeks before, had kicked out two of the ebony
balusters. Now, in his stupor, Bloat has been inching through the opening, head, arms,
and torso, until all that's keeping him up there is an empty champagne split in his hip
pocket, that's got hooked somehow —

By now Pirate has managed to sit up on his narrow bachelor bed, and blink
about. How awful. How bloody awful . . . above him, he hears cloth rip. The Special
Operations Executive has trained him to fast responses. He leaps off of the cot and
kicks it rolling on its casters in Bloat's direction. Bloat, plummeting, hits square
amidships with a great strum of bedsprings. One of the legs collapses. “Good

morning,” notes Pirate. (Pynchon, Gravity’s Rainbow 5; ellipsis in original)

COFED ORI L LT—FHIZBITEREE, FEON TV A HLRIENF 2124, HOHICRH
MTHLELPDE ) GHREFHIEALLIETHL, HHFOHIZIZ. 27 POFT Y2645
WZAHEDLZF IR D SHOORENTIRS TWAH 70— FDENPFENS. HOFTY 05
DPWFHEBIE, EFFENTVRLE2DL )2, Wo< ) ETEHL DD, BIEEEITHEST
HCTHb, ZLTARYDPHENLEL L BT, FHEIIHEDOET L8514 Ly MK BEPRATA
ADTZOANT A4 v 7 BB Z ) 7 VI A ATHES S, BMEHE LS A0 LX) 5N
Fix. ZOFIHEFICES T/ AHESZII—-ELTROLNL D TH L, ZORFEDERK
. —RLTHL 2R L 912, 3B ORRIAPBUIERGTH L Z L1l b, £ LTI OB
Hlid, ZONBEDPMETH S Z & LKL TV D, Bl O 2AE 1 I BIERFITH 5 &
DRFE—HHITH %, 72 & 21X Keith Cohen (2. Roland Barthes 0 5-E. & WLl o) Fy] 0 18
WIZOWTOEMEZIRL AN HRD L) IZ8B<5,

Each shot in a movie seems to be given in the present tense: in spite of the effects of
flashbacks and jumps forward in time, it is inscribed in a here and now that seems
capable of being brought back at a moment’'s notice. Unlike the photographic image,

which seems to say, “That was a fine ship,” the most static of filmic equivalents would
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always have to be, “That is a fine ship,”. . .. (66)

[EHOI] 2o ChimIZBWTh, BERHRIOFED & Wm & OBRIZOWTIE, §TI2
72 & Z1¥David Cowart 12 X 5 RD & 9 % #4575 % %o “[The] chronological sequence
[of] the action of the novel ... is ... subverted by adherence throughout to narration in
the present tense, as if all were taking place in the perpetual present of the mind's private
movie theatre” (61). bitbNiHx [EHDU] WO MEEEH b, $4bb, Wik
NOWRFEDRH =50 BORITREMFTHLH2DLHIIELLNL R BHIE, ZUd, Zhb
WRFHA, A7) =V DA A=V ELTEBICODNUONOHOWMTREBPTHLNHLTH
bo /NHOFERER, Wl L72EES o HTEHEIOA 7 ) — VIR THENTWZD (&

WCZDOAZ ) = VIFHOHNIAT O N/eR—VThH L L, ERIZEDRNINR— T %2 HWT
WELNOLIIZETFOENDE D05, @BV FEAZ )=V &), A7) -y OEME
LTw2DTHb, HOBBEIIEETHY 2036, A7) =Y EIZBINLA A =D %A
A=TVELTIRRL. FIBLEIELTVREDTH L, AV )=V LIZAERTZA A=D0
Mz ZOEEHEML, HHLLD ET2LE, 550D 25 BERFIHEIT S5 0IE4K0
TLEERBEAHY

27 ) =YL OFEDIZOV T L ABZ, Plato D I A=Y A REIZT 52
LI TER NV [EHOI) ZLE A2 M L TW b e fgiE—Thrbon, 73
FDIA—VAREBERACEZIEMINZILEINEThDP oL ) ICRZT SN
%o 77 b 2L The Republic % 3% TDEDFHER DEFIZOWTOHERD 27T [\l

FELNREMDN N EFHP L A5, 4Kk % “simple narrative” & “representation” 1247} % (Plato,
Republic 86)o HiE® [HitZfk ] L1, 72 & 21X Homer DFFEFHICBWT, HFAF AT
ADRHGHEOFHETES TWEVDW LMD, M3 5HED [(EL) 2@ U TThb
NaMk] (77 b 214) Lid, BADBIANCRY) EoTLEDOANPOEERZF T bH L
ZAH, ThbbER AYOBRROTTHI%, 77 T [(EA) % L7230k
WL TEDLDO TR LWESEE LD, —ADAMIIE—2DZ L L) EL T HTIENTE
ZEDP ) BEPETLEEMNE LTV L0 DODOMEN) Do TLE), bRk
LTI M EE )DL KOEME LTI 2w L GO FLD L Tidvir 2w, Bro
THWEELZHECHRIERTRWVAR, BAOBEMD LTEwiT v, LT, ful%
I BB ZD L) BNV R ITNEP R VI E VWO R, £ Tldk v, BUE 5
AT Z 12k %479 78D F (“other types of man”) I22WT, 75 b VIZKD L)

2%



BRI 3 2 — 2 A (fqsl) 205

They will seriously try to represent in public all the things we were talking about.
We shall have the noises of thunder and wind and hail, and of axles and wheels, the
notes of trumpets, pipes, flutes, and every possible instrument, the barking of dogs,
the baaing of sheep, and twittering of birds. And so this style of expression will
depend largely on representation by sound and gesture, and narrative will play but a

small part. (Plato, Republic 91)

[EHOM] OFEY FiE, §TICIIIXFEINTVLT o THNNES ). BLEZ 7)) —
YOBEMND, [FHRZ LD, BRERLHIMPEEO T LD, L2RVRHRWHRH 5 @
HEGDEIE LI EHIRRRERBOE] (77 b 221) OEMOERMREIZHD
CIEHHL NS TH L, BV FVRAZ )=Vl EAL)ETHEE, FRENLDIFS
FSICHOFICHBNTIRHA DA A—VORNOBEIZLILZABMTHY) . BHOSHEIZL
BIHMZ PR TIE Ve 2OL) BRED FiE. 777 Y OERD SBH S 72 "amusing”
72 % A——"someone who has the skill to transform himself into all sorts of characters and
represent all sorts of things” (Plato, Republic 92-93)—— & [E%H75: D THh %,

72720 SO/NHOFED Fix. A7) — OBENEHE UWENREE) DA T ITo T\ 5
HBDUTIERVEIZS SN TEB2RITNER S 2\, [HZ ] FE) b T72AMMED0T 1 20—
AZBWTHELFEHZEZLTWEDTHL, ZITHRLTL2DI1E, ZO/NHOFED
ZWETIEZR <L B TR LIMEERADF L W) BA» S| /T TH 5,

And always above and beside and behind everything else, but frequently forcing
everything else aside, there is the rhetorical overvoice we can call Pynchon's own —
for once again what we are told is far more important than what we see. Pynchon is a
lyric poet, and it reveals a good deal about Gravity’s Rainbow to notice that the novel
would not make a successful film. The voice that describes and evaluates the action,
personalities, and code-chains of symbolic value could not be translated into cinematic

energy. . .. (Fowler 44)

INFITOFEMEE IR L%51X, [EHOIL] OBENM, 325 2 oo Wi iyl i 12 F8
WH 2 AlEZ W23 2D L) sl b e AR, BAREZLLELED
ZUNE RSBV LAPLGDS, ZOMRMPE %> TWDHEED FARANOR OEZEMEDIER
HEETDICHETEL5DTH S, FHE, fEH T, 5H) FIIEBIZEZ 9. “Perhaps

you know that dream too. Perhaps It has warned you never to speak Its name. If so, you



206

know about how Slothrop’ll be feeling now” (Pynchon, Gravity’s Rainbow 287). Z DG
)T you” L) TAMRAE B EAPT D L) ICHCTEERE I 2 Tw»
5” RDE > F 3 HERL, AMEOBERHTEZ 5 0N FE) FOFOMEZI) LTS

L lEE—EOLOL L CREBICHEROM LICHE L 2 Lide T, YL h—TiokE
% HEMDH 5720 LPLREORENY F42 77 bl bw [(ELD 2@ U780k] 217
IFEDFLEMA LA 1R, Bl EFIE [HhIinh] OBHMBIBERICIE W LA L H
o FBDFIRIAZ Y — Y EBML DS, BICZNEZRITL., BHOFZERE 2D [H
Hi BT VLD TH D,

2

A7) =y EBELE [0 OfFYIE, 77 Y ELE L TOIXA -2 ADORES
T, BEOERRLELTOIA—VALBHBRL TS, ELAMKDOE VF 3 Y HEFIE
HETLfNZEBY) ., COBRTOIA—TAICHT LT v F7r—EBL LTIO/NHEGG
By BETERIATATOIA=VAZT>T0AHE LT, TNURTO/NHEITRR 28
LWIlifi 2 RAEICHRWZ L CTEZe L2ALID [HEDI AT ATERLATATOR
A=A ECRRFTSE [dIhIhh] ThHobe ATATDIXA—VAZITH T
HEENDLTZANEHIZ, MEDI AT AL W) BAEIIENETEDLZITNIE RS W
DIED ) Ho TORED SO THRET 572012, BIEORKLEVIBEPLDOIA—T A
MOGHEBIELTHLTITIT NNy ND [IX=TR] 1 ERD 720,

9. FAHEDIA PV EDL Lo TNEIA—T AL VI ED, BIEIZH S X 912 “the
representation of reality” 3 7&b 56 [HEDKLE] THHLIEIE) W) L 0EHERET S
VBN Do Z I, “representation” DIRFEN LT ELS DA [RR] D09
CEEBBRTL, TN NAD [R A= A] OFIE “The Representation of Reality
in Western Literature” & Oxford English Dictionary @ “representation” @ 9. a. |2 H
ELTHERONT WS, BRIZIKOE B TH b, “The action or process of presenting to
the mind or imagination; an instance of this; (also) the result of this process; an image or
picture presented to the mind or imagination in this way” (‘Representation,” def. 9. a.). &
Fgiud, O LEGBDIRR T2 L, FREANIIFREN/ A A—Y, —FTER
X, DB TH B, Tbb, BED “representation” & L THOILHFHI I A —2 AL,
AFOLOBPIZBETIT2BECERLTVL20OTH L, Zhud, Gz LW Em 2
B AWCTHEDZEM O 2 0 ICPEZBWET a0, WX, A, TEZ L CHmE vo
72D ZEMT Y representation & 1Z5 45 D TH D (OED b Z DHEIK T representation
WIERIDEFRE U TTWD ) ZNHEET MV WEEEMIZB W T “the sign for a table
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is a table” (Cohen 76) T&H 5 DIZx} L. LHFIZBW T, “the word represents but does not
look like the thing represented” (Michaels 100) 2D Z &%, WE &Nz 2D F ¥ /N A
——HIEEN I, ) —HIET T Y AFETEEEKRT S “cel” &\ ) FEA AN
TWb——7% i\ 72 René Magritte DFEM{Ed The Palace of Curtains, III 232K &
BYTHLH, Tld., ZTOLMWBETE L TP “representation” 73%+8 [RR] L habonrk
W Z &N, OED OEHZDEFI. b. & HAUL, 9. a. D “representation” 23RS L
TORGELEEBRD DL bk, ZDOEMIE, “An image, concept, or thought in the
mind” 7 5 N2 “the formation or possession of images, concepts, or thoughts in the mind”
(‘Representation,” def. 9. b) TH b, T I THEHLZVOIX, 9. b. OB E L TRS
LT\ % John Locke @ An Essay Concerning Human Understanding 7> 5> D—8iTdH 5o %
CIWZEEND, LDOLPITFEDPIIIRT R DG L LT “representation” 1213 [FEHR] v

FEESBTHNTVD (Bv 7 25), SOXHIZ. OEDARTEBY ., T I/ w N
% “representation” I IHFHFEE L CORGEE FEHRMICHAELTBY, 22056, 7
7 I)L/Nw ND “representation” 1IZH 1LY [FER] LWV IFGEL S TH I EELTH S
EEZOLND, b, IA-VALEFHED [RE], FEOLOLRNTES A%
DTHbo 2) LI2HEBEZ T TIIUNYyNOEKY T 7 A Mhie RTw & 720,

[3 2= 2] ®#E “The Brown Stocking” T. 7 =7 TV 3 » N {& Virginia Woolf @ To
the Lighthouse #BLY) FIF 2o 77 TOUN 9 NHBEAKIIZT ORI R &4 5 DI3/NHOE
WS, WHIIRAD LS BV O BT SIS ) L v ) LEOFEITHHE € 2
N7 KO HT James Z 4 T-12, Mrs. Ramsay 288 ) WH OB T OEE 2l > TV AT
Hbo BATEANTY) T4 — XFEEOHH. BFYV 2 A L XORICH T2 LB TR L LHEE
L MBICHZB LT LY —RADN, ROLHhrOSFEFEEFLRI LA HIZOVWTEHVWE
ODETHGFTHD, TOINMNYNIZOBEEEEZGIAL, FHOMHRE L TWEH, —
B2 L) 2 L2 %o

She looked up — what demon possessed him, her youngest, her cherished? — and saw
the room, saw the chairs, thought them fearfully shabby. Their entrails, as Andrew
said the other day, were all over the floor. . .. Mats, camp beds, crazy ghosts of chairs
and tables whose London life of service was done — they did well enough here. . ..
The mat was fading; the wall-paper was flapping. You couldn’t tell any more that
those were roses on it. Still, if every door in a house is left perpetually open, and no
lockmaker in the whole of Scotland can mend a bolt, things must spoil. . . . But it was

the doors that annoyed her; every door was left open. She listened. The drawing-
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room door was open; the hall door was open; it sounded as if the bedroom doors were

open. ... (Auerbach 525-26; Woolf 31-32)

DTN ONTDT I ITIIN Y NODHIIIRD EBY) TH b,

The writer as narrator of objective facts has almost completely vanished; almost
everything stated appears by way of reflection in the consciousness of the dramatis
personae. When it is a question of the house, for example, . . . we are not given the
objective information which Virginia Woolf possesses regarding these objects of her
creative imagination but what Mrs. Ramsay thinks or feels about them at a particular

moment. (Auerbach 534)

[T RTH, B AWOFBRICM L 207256 THND, ROBETH, SEFSELE/O
HEBWERTE LR, ZNHIZO0WTT AV —RADBEMBEMICE 2, K U722 L2%5EI
BT BN Do TNy NDPGHT B L2 [WE] ARGIMZIEZAITZL0BFREDH
o~y b BEERS HATTRE RO SN2, £ L TR P THIToE R LICG>TWa F
T TAY—RAOHWBIELZHER T 5 S ST /13, ARMEREE HWZEZED
Mzl LT, RAOER LIRS ZEHRE LT, HEEWIZZLEBIN S,

TNVTIIBIT L, BH#ICHLL S, FIRE L TOBEDRRLEV) TII LNy NDID
L, BIZE0FFE L Fa VI TETE S, HE—DEWIE, ErFavilBnT, ¥
VT OEBOWEERTZLTCVDHONBAZ ) =Y GEYFFEME A ) =) ~NLi#
XboTWDLETHDL, T bH, “by way of reflection in consciousness” 75 “by way
of projection on the screen” ~, TH 5D, [MTHEN ITBWTHFENERICHM L L% LT
HN2BO LML L), [EDNOM] 2BV THRERX, A7) —YIZWb A A—-TE LTH
NTVRLEDTHD, Bk M LABEDORR,, R2 ) =Y 2 Lizehr, ENEINE
FCThDH (ErFarAH0EEEWEEL T, “It's the same, only different” & SV
DHEITH L4 Lsv)d & THROBNOERILEE > THTHLLAD L
NV, PABEETREZ WO ERBROTNIIZ L L FEOMN LIRS W 21T/
F b LTOERORNI T OSHEUROBERDOTNOFFHEDO ML AU L E > 5
LOWHBIZTE RV, 7YIUNyNET VT OEROERE N T HI12H720 . B O
MIEIZIEH 50 “[It is only the representation of it [what goes on in Mrs. Ramsay's mind
while she measures the stocking] which takes a greater number of seconds and even

minutes than the measuring — the reason being that the road taken by consciousness is
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sometimes traversed far more quickly than language is able to render it . .."” (Auerbach
537). COFFHIZ L B EHMORRIZEEEM A2 £ V) 2L vV TIZEDAAGE LT
SHEMICHBE SN T LY —RANOBEROTNDPRADE DX FOFROTN & I1TEL L
bDOTHHLILERL TS, TZITELTWLIDIE, 2 EFOEMBOMNOSTENDEHT
bho ZEFTIX, BWHROMNOSTHENORREN L2y V7 OB RBERR L, 27
V=Y EDA A=V O L EHFENOBREN L2 Y F 3 v 00 ) MENABIERR &
DIIZIE, ETETECDP R LD LR 5. AT, 747 —RADEROTIIZH
H RIS & 0 JEAR IS B R TRES LTV 545, 2 OARROEHNIIBIERH T 5
CELFENLARFERIMLT A5 (BISHIHSCHEEFTIC, “if every door . . . is left
perpetually open” O &)V -> TWD),

THAHELIE, ZZTELIWE, ErFarpb#icy V7 aiiAcE TR D R 2 TL
éo?&bﬁ\@ﬁ@ﬂj@ﬁ%ﬁfﬂ?%?%NVFJT%é&%@\Ww7®ﬂ%u
[BHEOANRY I THHrEV) ZETHD, TR THNLDIE, X7 ) -2 ELTOD
Fik, B0 A i EREEZETHREEUTV L2000 METH L. [EHIOIL]
BT A WL OB DWW Ty U7 A5 Mark Richard Siegel 739 T2 70 544 21271 H
ML T2k )12, 72 & 21X Henri Bergson (IR E DR TH V) FFFICIRA %, Ao
M EESED R 2B WVWED [BEHA S = AL ] IZRTWwW5, “Instead of attaching
ourselves to the inner becoming of things, we place ourselves outside them in order to
recompose their becoming artificially. . . . [Tlhe mechanism of our ordinary knowledge is
of a cinematographical kind” (Bergson 332; Siegel 29). 1L ) BLHAYT 7 A M & LT [EN
DI %5 725, Lovorka Gruic Grmusa & Kiene Brillenburg Wurth & £72~X)v 27 v
YO CIEHIZE KR LoD, FRICHE g EE 2 % “montage” ERIIEH T 5 (186), 3
B Bk C B OFUEIL. BROBNOEY ¥ =YV 2K L VI BlEE DDk
LTHLEONTELETRAESL) BV —TVaxMime EEROMM CHIE LV ED

BB Sergei Eisenstein 12, 3 ZFbEF V¥ —V a2 b W) EROMEZEZ0 70t 2
YT H3HIO ) HIZHTwA (“[Thhe montage form, as structure, is a reconstruction
of the laws of the thought process” [Film Form 106]). Z Z 75, WLl Z Z 7Y “the inner
monologue” # KT LDIZL - L bE L-FETH L EDWDEEVETNLDIEN, F
FEIr A a7 1 it Theodore Dreiser 25 An American Tragedy \Z3\>T “primitive”
LN 7O TRIHEET2ZLDTE hro/z (E A B2 T4 B EZ
%) KR— M2 X % Roberta ® [FHIE ] E RO F AL Clyde Griffiths @ “the feverish race
of thoughts” (Eisenstein, Film Form 103)— “Kill—kill” & “Don’t—don't killl” DN 7% % %
% (Eisenstein, Film Sense 238) —% ., £ ¥ — T 2% [PV TEHEN & THYGLT 52 &
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FRALED LT Y, BMOTNOEY ¥ —VaitEiE$72, §)F TR, €5 =
A LN DOFE T HIZ L o> THI_ME SN T &7z, Robert Humphrey [ ZE# OGN D/NGAS
vy % “cinematic’ devices” # @3 512H720) . 3 “A basic device for the cinema is
that of montage” (49) TH % Z & #HEs2 L. ¥ 72 Alan Spiegel & James Joyce ® A Portrait
of the Artist as a Young Man \2 BT AEY 5 =T 2% 0 LD S, LHEBEOE Y ¥ —
Do U 283 % (“Tt is the montage component in any given film . . . that always
reminds us of the associational structures of a rapid mental process” [166])o F— A « T—
IVIEEROTNOE Y =V ahaMEE LTI VB L, Yaf A, w7, ZL
T Marcel Proust 12 & 22 L EHROMNOP 2w U7zt 7 2 3 »IZ “Montage of
Consciousness” &9 ¥ 4 V& 5.2 Tww% (Cohen 192-206) o

7NN, FERR L WUE OFPNEDE ¥ = X LGSR ORI L L TTId R L B = X4/
g ([TAEAN) ERANEY =X/ ([EHOI)) L OBERICEDLREL LCHNLS
Wit INSBREDKRANEY ZXLNFNBED I A -V ALATIMBDO S 5% % I X —
VARBLIZAY I AT A I RANE RSN TELY G, COEUEZHLIHE 25
DEFLTLLEL I =T aTlahw (bbAA (B Th B UL, FEHRkoOTNO/NHFERE
[EHOU) 2y =T 2 W) BEPOIMTHZ LR HFICTRTH S, /2L 21Tk
DAVH Y POBHIZE S Y =T a——0 7 b ROELPITTRSE7H— R, ¥ RV D
ML Ry FTHRRII/NA Ly b, BiRA27H—bDXRY, Ry FRALRORED 58
ALy P——ICE DR SN TNE), KN#ELRZLEZOLNLZOE, LOTFED [LLH
#:4 | (mental representation) LIRS DTH D, HADLOTEIZBIT LKW % 2
JiD—=21F, ANHOLNPERET>THHE0n) bDTH b,

What sorts of things can be representations? I have already mentioned words and

pictures. . . . The data structures in a computer can represent text or numbers or
images. . .. A flag can represent a nation. ... A piece of music can represent a mood
of unbearable melancholy. ... A glance or a facial expression can represent irritation.

And, as we shall see, a state of mind — a belief, a hope, a desire or a wish — can

represent almost anything at all. (Crane 9)

SERRIMAPEERTH LI, 02— FHNOTFT— S HBEDRTFA MR A A —
VERRT L L), FLEREVEBEEERRT L L) LVERT L LHERT L L
WIEBZHIF, A ¥a—5 b FRKREW) (“a computer is a device which processes
representations in a systematic way” [Crane 59]) & 2 A5, L& 3 ¥ ¥ a—F ORI
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WaERWEZ)ETHRTIESTHOEELREREZ LD (721, kLo BRNEE
DX, BRI TIEZWEE T 2bE “qualia” 2 b O IREL DL T L0350 H 5
[Crane 92]) o TITEAKMIZ, LAMADPZERRT L LT EI V) T ELDh,

How can the mind represent anything? How can thoughts, experiences, desires,
intentions and all the other mental states come to represent other things? My belief,
for example, that President Nixon visited China is about Nixon and China — but how
can a state of my mind be “about” Nixon or China? How can my state of mind direct

itself on Nixon and China? What is it for a mind to represent anything at all? (Crane 1)

DAERT L L1E. H5—D2DLMIRENIMI2IC [DWT] ObDOTHD L) T L, fih
XRIZM o TWD EW) T EEERT S, ZHUEEMM (ntentionality) ORIEE LTHIS
NTwb, §bb, LRI [DWT] OLBEDOTHD, (EAEOEEIZER L7
A v O3 Franz Brentano (&, {OHBIRIZTXT, £200BRZTVERELZ b2
LB Z 72, ZoEZ oz EEYC [7L ¥ — 2 - 75—+ ] — “intentionality is
the ‘mark of the mental” (Crane 23)——& XN T 5, B5520AlAG% Edmund Husserl
OB Z R ZITTnD,) 223 % (ELA] LWwIBERL, ZOREEDIN
FoNRR ez =7y regE]D X0 A7y bahBEREaI Ly Ea—F A
TTHF— B L LTEIND L), HDHVIEL ) HMIC, SFICHDHEBGO L2, LICE
RENTVEDTH D,
ZOEITLERZEVIBHEDPORZ D05, TV TOEROTNERILY KL LD
BEPOHAFEC T EPNREL 25 (BHRITEERL O ILEHETI2HDTHL).
bbb I LAY —RADERORNE LHNERE LTHRZETEWH 2L, S0z UL, &
Fomng, #ETLLOBMENT O A (EENZEANTOLR) L LTRAET W
AT ETHDH, RELHZ A%, BIHLAMGTIE, RADLITEZ L EWIHIREEICH
D. ZOREZEL V) LHIRBERIZOVWTOLD, $HhbERERFL WD, L) EMAED
i, DI A IZA DR T-RemdHE/27 Y MIDWTHBEC L W) LHIREICH ) . &
DEZOWLDLE, RFVEFPHBATEY ., vy MPMEHETVD EVHREEERL
T2 (ZDLEEDT LAY —RADLIIREEIL, Bertrand Russell 2508 z 72 @@ RERE (a
propositional attitude) & L CRlilTZX 2, TabbERANT [HTHIEAHIEZATHL] L
IR L, B L WIBER L > TVEDOTHD), TO LI, BFRkomzzh
HIETTIZ, Lev o 8 (OF#RNRHS) TRILZERTHLLEEZ D, TLTIDOTT
WCERTH L L) BT, BEFOTAUIHE &P TCnd (AR, ERTM08LZ08
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DEBPTND), Bk &k, Bk, UF, 2L TR E Vo 72N ERERT b
L [E#ROANY N ORNIEZLEEZHA2DTHbL, 1ZLTUE, BEROMN T LHER LW
VBEPLHAHEL T ENTRETH S 2 HIE, BEROBNEERSRTH T Lid, BEE ) X
TATOERREFMUCEROERTH DI LIk Do 77 TNNy NOEISR % LT ORI
MEREVIBFICOZLEERL TV L LEBESNAIZR LR, [EHoI] OFELR
7% “not the direct representation of a world, but a mediated, second-order representation,
the representation of a representation of the world” (McHale, Constructing Postmodernism
110) TH2%51E, [TEN] ORRLFTIZLTL) 2D THS, ZHLTEYFarp
LUNTERAET ZENTRTH L4561, TITH, EXVFaroRREILVTIOZN
EDOMICIZZIUIEREENI R R L I LICh D, BHOBNOHHAT TIIRREDOE
RKTHHLE, [EHOM] #BETEILLATA TORLT L DOLR{DERLE L Citlr
ZUTEATGTHY ., Z22I2E B DL A7) —r~Ew) | BIFEZEREN L N5 A
DEAIIK T B, SVHZAUIRAE X T4 T ORI T 2SR EEN T riTh
E%bR0wDTHs (ZIICRLENLL FEE EOHOBERBMOREDS Eldd b A AERD
—ERV. 07 —<TH5)Y,

3

HRl LIRS NET 2000, 20 7)) T A3V EELKGHEIO 2wy v T
OBIELZELRY, ST /A TICEbNEY Yy Fa oAy ) —y FOBIER, —RAYS
LEEBELCNLHDL) THDHI LA TH S EALDF /I L35,
HIPLTFETHLIPDLH)IZFDOHEOV2U Ty hOFETHEE—HTLH, FLEVnI)ID
b EANRDIPIECH BACFWEIC LD EWICEHFIT S Tneh b, L) EmndE
Kz 7ay MERIE, D7y FEHINZIE R D 29 Tho/ze LTh, BFEILIFE 72K
BINDZFIIIRVDOTHL, LaL, WikOBHEIZIE “it's all theatre” (Pynchon, Gravity’s
Rainbow 3) L &%, Z 21213, FRIEFREOEINIS T 5 EVBL R THI S, [
fE. RAAPT] OEOBEMEEGKD ZERHMRNELE (LIIT2bbLEANES) 5w
ATHWW, LA L, EEHEES, a historical reality & L CORKOEFEIL [H-F T
Zid v, HEZDEIRHEFE THD, THLa6IE, BHO HE) ~NeELERIT /4
TR LD SO X ) RO D & Emid. BRI TR 2 i o 7o Wl 235 1
ZEFEAEZBUCHIIL TR, HICHENT 7 V0V —DOREOLDIZRL LTWwh
[ ] ZZ2DDDHHIITERVEWVIRT I ATHT 1V arx2uo BFE) LLT
BRT B0 TONT /A TORFEIE, T FTLRLFHELSZITHNZLDTHL, L

L. BIfEICBWTIE “Shall I project a world?” (Pynchon, Crying 82) L R\, Z D11k % AT
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9 DIIAEH D F AL Oedipa Maas TH o 72Dk Ly AMEICBWT [HRZ2—>, HFEL
TRALID] LB TVDLDIIMEERANTH L. NI . TOEFE, HET DD
TV arEFEEB) BB LT, OV s =X VB SR A /N, T4
HHBLE & L CTONFE W) RERAEREICG 2 Tw b,

CDEIIT, RMEOEY I HIE, BEFREDLIIRLOEE L LN, ED LX) RBIFE
GOBESL LW E W) ZEEHRLTWEETR b, L TREOHFEDORZ . T4
DLEBENLIIRFELONT, BHEAS I [ZfF, AErT] ThHs5513, BEo H
92) FEIZTALDIIIT /A THTOY 27 v a v T abbiEETh VMEBIZHR 513
M &) BIERL, 2 212, BIICELET 5720 M K 5 L v & v ) RIE
OBEBII, CNFTRTCEZLBY., BEORROME—AZ ) — 2 L7z (BHE)
DEZ—IZEDP LSV DTH D, TIIMNYNE [I AT R] OBBEOHZES &
LTTI hoo [EHE] £ 10&THDI A= Az 55 (Auerbach 554), ZZTD “a
mirror” (Plato, Republic 337) # IV THHW 5 H DE{EY 723 A OV T OERIE. D
WP ED L) ICHELBE LB T L) FEOMBEERLFEL TV, LEL. TY
IR NDI A=V AEWIHIWEIZ, 7T b VD Phaedrus T U A “probability” (Plato,
Phaedrus 65) T bbBE L LS| LWIHMEELGLLIHCETOVWTWE EEZ S
No, ThbbIA—Y AL, HELHFICHT IO ICRECE LTI LT TIERL.
FBLHINZBHEDOL L5 LS EHERLTVEDTH S, Stendhal I2& o T, £H

GRIELRHT & ) FECHY R SR % B2 & L C T Bo AB ORI % 2 2 F S FE % v
RNV LR (32— 2] #18%), %72 Emile Zola 12 & o TR E
BZOVRWHEIZY T T4 KL SNV L FERE (FESF19F), YV 7I12é->T, H
GEA L CTHiANZ T IUIBEOHFERIIHERLTCLE ) D THD, ZOEKT, BlENE
RILEFOBIGE: BlEo [Bh])) LEBRLTVL, [EHOI] 259 7)) XA0R5E%5]
WTWwa (fEzdh) Br [FROOMT] ORIKELZEL LTHRETES1ZEETID) L,
COBEHLE] — X DHES Lol IR IEF K A o 72 MR AREEE L2 A 27
=Y kD GE) OF—ICl@HL 0L LTOHEDERT hbHLIXA—V ALV T
TU—FPERTH S E V) BRIZBNWTLDTH S,

CARRE, BRSBTS 11 Ak (2016 4R 12 A 17 B FMi A s ERERSS) 12
BWTHEELZEMICED VTS, KIFSEIL JSPS B % JP17K02545 OB & %1172 %
DTh5b,



214

E:
1)

2)

3)

4)

5)

[ETOM] OBAEREHIOFE D IZOWTL=— 7 %% B L TV 5 ?OiX Armen Avanessian &
Anke Hennig Th 2, ZANIZI N, BEETRETZ V2ur vy b E2ETF—7 LT 5050212,
AN DOBIAER]IL “asynchronous present tense” & 7% - TWh, Wl HFIZ, RA TE 7250
CAZEFIETTICAS Yy ML TV L ZEAEMBE® It is too late” £\ —L T
HHH. THFFEF/ZHIZ X 4UT “a present that is contemporaneous with its past” (69) %7~ L T
WhEEND, [EHOM] OBIERFIABIE L 8F % FRIZH LR 3250 212 [H S LARETIE
BWBIE] ZERTRHE 2o TWD LD IO, L2 Lars, fERNEELToV2Zary
MIHRT2H LD MEMPWHE E W) iz Lo T0wEIE, ZLTEDFENVAZ ) =D
BHEE 2o TVBIEEWV) | RMEDT 4 AT —ADLNWIZKT 5 38ik%E KT b,

KIEIZ BT 5 A4 E “you' 122w T oM 7% 4 #7 1 Brian McHale, Constructing
Postmodernism D% 4 F “You Used to Know What These Words Mean: Misreading Gravity’s
Rainbow (1985)" % %M, [EDUL] 12815 Z AL & 3Tt =Blig M35 2 L 12
B9 232850 5~ 7 ~NA VIEAMER “the imitation of a movie” &3 A FA IR LT b HEEEN
Thrbo TOHMIE, FEIWHFOLY Y — FEMBEMII T2 CHEERBTL20THY . Wik
A9 A WL &0 ) Hrid R S e v (“the movie frame fading from the reader’'s awareness”
[111]) &) bDTH L. Lo L. Bl & v ) BUIBUERARIOFE D &) 2 7e b Tz $5E O H
DHNZH LD TH Do Y7 NANVEDOHIZ, AMEGBIMOBMTH 2 LHMT 52 L12% 5 (‘the
end of [Gravity’s Rainbow], when the entire world [of the same novel] is revealed retrospectively
to be a movie which we — ‘old fans who've always been at the movies’'— have been watching”
[Dalsgaard et al. 106])o

“[Wle encounter the same Snowvian Disjunction, only different, between the human and the
technological” (Pynchon, “Is” 41). King Kong #& R, RATHETIZ R { EXPHHR LKL -LDH
ORI IZC. P. Snow @ [Zo0 L] G & A U B A% 2B L Tw 2 AYAA YAV
LABEZ C—HERRHT L, ErFa idlod)izi~s,

MBS &t I 0ORE Ao A2 1) 7 Mk “A Sequence from An American Tragedy”
(Eisenstein, Film Sense 236-42) # =B, A7) 7" 4t Montagu (207-341) I2IUFE T\ 5,
TNTOZEHREE YT arOA 7)) = OFEBENEBEIEE L T, A8 # Daniel C.
Dennett @ “the Cartesian Theater” #LHIZOWVTHF L THB &2\ T4 v Md, L IHHR % M
WO S E EE LI THMI»OFERI LT 50 TH ), HHlE—KO7 4 VAIZEED
EWF. #h e 2D F £ “the actual stream of consciousness” (113) & L T EML9 % “a central (but
material) Theater” (107) ® X 9 %7 EWWICIZZwvwE L, 20X )% [FHv g 24

ELZE#ANOT7 7u—F2#HT 5, Shax¥E 2 5% 5, “the Orpheus Theatre” (Pynchon,
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Gravity’s Rainbow 754) C [ LBt ShTwa EEz 6N [EHoOW] X, & L/SEmz2EH
A A=V ORNDPEHDTNTH o725 613, [THIV I Z0b 00/t Th o722 &
1% 2 ([EHholl) &2 =) FTAYOE#HOmRNLE Ro5a L LT, #if “Rainbow's
Light: Or, Tlluminations’ in Thomas Pynchon's Gravity’s Rainbow™ % ZMR & h/z\v), =4 ¥
YTaTA LDy T4 FoNBE OB LI, 7700 ME ] O BBULORAI T A%
5%\ [JOZ%POBE | &) Bz OB TERIZO W TR LT 2 03k
Antonio Damasio T# %, 7272 L '~ 2 7 @ “a ‘movie-in-the-brain” 13#L5H & FEH O A7 53 “taste
... olfaction, touch, inner senses, and so on” IZbFHFZ T TL D HDTH % (Damasio 9) o Gilles
Deleuze b F 72/ & LB OBIFRICIEH § 5, 7272 L Ko )b — R 1ZWLE % “represent[ation]” Tl
72 < “image” EHZTWAEDW 2 (Deleuze 371). OBLE I T A v MO X ) (CHLE % [ B ]
ELTHRZ LRI EIMWAMICHAEN 2V EF 2 %o “The brain is the screen. . . . Cinema isn't
theater; rather, it makes bodies out of grains” (Deleuze 366). Tristram Shandy % 3 &% 18 T+
NEDIH “every sound man's head” D72 4 & ER T A4 % “just like the images in the
inside of a lanthorn turned round by the heat of a candle” (Sterne 139) &Iz 5723, T DIHD 7z
MO [XTHE] b Bk e Wil & RO RAIE LD EFR575 9,

6) T [EHOI) ODAZ ) =Y EOBEN [T 2=V TIVATA v 2] THY), Th@ 212 [H
El Lo TRITIEDONDEBDTHLHIIDWTE, Hlifw [ 2 — VI T I AT 14 v 7 RER

F3%—— Gravity’s Rainbow. & %\ ZPynchon® [RA F - /7 o)V ]] #BENT2\0,
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Cinematic Mimesis:

The Representation of Reality in Gravity’s Rainbow

Takayoshi ISHIWARI

One concept that has proven useful in approaching Thomas Pynchon's Gravity’s
Rainbow, a novel that pretends to be a movie, is mimesis: it does “not represent a reality,”
Brian McHale argues, “but rather represents a movie which in turn represents a reality.”
The problem with this claim that its mimesis is a “media mimesis,” as Hanjo Berressem
puts it, rather than a realistic one, however, is that the binary logic of either the
representation of reality or that of cinema turns out to be inapplicable to Pynchon’s novel.
A closer look at how Gravity’s Rainbow relates to mimesis reveals that it is a realist novel
that does what the realist novels have been doing, namely the representation of reality,
and that its own brand of realistic mimesis is what makes it postmodern in its sense of
being both continuous with and distinct from its predecessor, namely, modernism.

A noticeable characteristic of Gravity’s Rainbow is its narrative in the present tense,
which gives its reader a sense of witnessing events on the spot as if they are occurring
in front of his or her eyes. This effect is caused by the narrator’s imitation of a cinema
screen: the reader is viewing a stream of images on it as they come and go. In Plato’s
terms, the narrator transforms himself into or represents the screen as if he is an “amusing”
poet who was banished from the philosopher’s republic.

Pynchon’s cinematic narrative in Gravity’s Rainbow has as much to do with mimesis
as the representation of reality as it does with Platonic mimesis as imitation. In Mimesis:
The Representation of Reality in Western Literature, Erich Auerbach notes Virginia
Woolf's indirect represention of reality through her masterly use of free indirecrt
discourse or “by way of reflection in the consciousness of the dramatis personae.” This
point made by Auerbach as regards Woolf's narrative in To the Lighthouse applies to
Pynchon’s as well, except that it is not consciousness but the screen — not “by way of
reflection in consciousness” but by way of projection on the screen — that makes indirect
representation possible for the postmodernist writer. This similarity is also reinforced
by the fact that without the technique of free indirect discourse, Woolf's streams of
consciousness in the past tense would have been in the present tense.

If one rereads Woolf on the basis of Pynchon’s simultaneous similarity to and
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difference from her, one finds that just as his reality in Gravity’s Rainbow is a “media
event,” so her reality in To the Lighthouse is made up of what might be called
“consciousness events.” The question here — Is consciousness a screen? How much is it
like cinema? — has been addressed by Soviet film director Sergei Eisenstein and many
critics of modernist novels, mainly in terms of the montage structure of the stream
of consciousness. More pertinent, however, especially when the question involves a
postmodernist novel, is what the philosophy of mind calls mental representation. Because
Mrs. Ramsay’s stream of consciousness is “about” or represents her shabby room, and
hence it is describable as a stream of inner representational experiences or events,
Woolf's narrative representation of it is the representation of a representation, just as is
Pynchon’s narrative representation of cinematic representation, which, by implying that
consciousness and the screen have the same representational function, calls for a reading
that brings cognition and media together.

Pynchon’s paranoid view of reality in Gravity’s Rainbow invites an interpretation in
terms of realistic mimesis because his novel is a representation of “Reality” behind theatre

mediated by the screen.



