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Vineland \Z B\ A WL ) 7 1) X —

Al B

F—J—F: MR -EVFary/ T4 VIR 2= Y=V /ST Rl - NF

ST YR A

1980 448, Pynchon 528 D 4> & 1%, Gravity’s Rainbow D2 3H 5 /N
IZDoWT, —2DOEENPEI IR Tz, BIADE I X YK 22/
ThbLbF2D [ENOM] OFBEZ T, 9k MEOFELERH T
VEISH L2 N 20T ZVA, L) D TH S,

A proviso is needed to forewarn that some of Pynchon’s techniques are
potentially hazardous if placed in unskilled hands. One kind of risk worth
examining briefly is the possible application of similar techniques to
television.... Pynchon came out of a movie generation; the next appeal may well
be to the television generation: he was as fat as Cannon, his head gleamed like
Kojak’s, he wore a Columbo coat. How enduring are these metaphors? We
know they are ephemeral as a few seasons.... The use that the fiction writer

makes of television in the future thus may become the crucial issue. (Clerc 149)

TLEHRIZIFT, TLE R IYOEARIE L L 25, [THITIEE*
J Y DEHIITKRo Tz HDHEERIINF AT v v 7 DAF Ay FD LS,
FHTCwba—bMIMHFEaa y RELE-72] OLHICHELE Lz 513,
FTCEHBICZS>TLEI V) DITTHS, LA L, KA [HEIOIT]
EOCHMEZRDZ ) LRI 25T, ErhbnhrFa Al



A%, “TV ephemera” (McHale 121) ZAEmMICNY AL Z L IZMDO7zd b0
T & & RIE Vineland T L CLEHe 2HLT, [T7r 4 ¥ TV F]
BPLhoBTRNELS>THAZONEI LD, [T 4TV F] @
& 9 % “TV-saturated novel” 2 #H < T & TE Y Fa v idF v/ VERELTD
Wiz PoEmicfE ) < L'TLE 572, & O Brian McHale Di2i#kix, £ D&
D—=DLEFEZBEESLH (121)0

CCTHELZOWEZ, [Y7r A4 7Y ] 84 koXH 2, [Ehowr] Lo
HHEED 2 THZ S, KRR BHIEL DI E R  ShfEme L
TPbNT WS ETH %, “Vineland reduces to a hackneyed insistence on the
homogenizing effects of television on culture” (Slade 68), 37 bH, [V 7 4 ¥
FZYF] A=V TLVEIRIZLOELL VI HY &) Db D
T ERVEVHIRNED $72, [HE U] 12X Z2BEOH & D% i
RELTWE, LLAds, Bifft oo k) kitk, ZhdbAT74 7
L) BLED L OEBESKRERERE S OOTHIE, [V7 (Y7 F]
P AT ATIETVERT TR EWI L E2ENTIE RO L\, [EHOIL]
Fke, [74 222 ] 2Bz CHMHTH L, ZOHLITIE,
Frenesi Gates & \» 9 L] 2 3 2 ZXMED W % [HODUL] & D X5 1 75
GHBFNLEVSDTH L0613, [T74 7Y N & [W#EH»L 7L
U] 220 Tid e T 5B~ | & » ) HEPS bFENRTLL SN
ETHoEHITHEDbNL, EB [EHOW] BZ0FkE&HIFzL a5
SAL® “medial turn” (Tabbi 325) #%& 0 ¥ & % % Ze7r, WifEO B
WCHEEZHE T THLH ). L LZokiE, 7LV EZmibz &
“electronic media” 4% % @ ¥ i & $& 2 —"television, which serves here as a
metonym for something broader that might be characterized as the ‘electronic
mmf(mmmmaa——%uEk% DEVWEEZE LWL ) RAKFIC
KO BDTHLERELLREVY bHAALZ ) L7z THLiA & WL~ |
W) B B DO ZAT ) \ZH72 ) M E 2 b Dk, [HEIOIL] oRPE
ELTO [T74 T Y ] 2B M7 E 0 & 2RO B & 7 - T
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WEDNEN)ZETH D,

CHLBEPOERTREE, JV AV EHLDPIET 5 24fps &) F
FarTy) =W 7V —TRED X ) B Z o TWAH DL W) KT
& %o “They went looking for trouble, they found it, they filmed it, and then quickly got
the record of their witness someplace safe” (Pynchon, Vineland 195) . [ &5 7V ]
ZRLTIITOBGAN LT DT, TREA] £ 422 22l THHIS
OWEHIVEIZERE ST R TH ) TSI R =7 TV L
b HARMIZIE, 7 L A& ¥ 1d “Canon Scoopic” (Pynchon, Vineland 200) &
WIARATEMHLTWDOED, SOR=FTVAEHATOMA LN K
Ty 7 LAY B 24ps Dl RIS 0FERDT XY BT AELZFFa x>
) —WEDAIANTHETA LT P Y AIDLNM) bDIELFSH
ERTEDL, ¥4V b AR EVIHIIERIE, 75 Y AZBIT LD F
FaRXyY) B THL AT ) T EXHNLTHEONSE Z &8
Z0bDOTHb, ¥4V 7 MY AYOBTY ZEHT H1EMIE 1960 4F 1258
FEINTz Primary & ST W 5. DB I Drew Associates tt: & %379 % Robert
Drew Z HULMZHIES N2 2O [FF74 <) —] 1&, 19604ED Y 4 22 ¥
VN TR SR BH A % & R 9 A\ @ 5 4l John F. Kennedy & Hubert
Humphrey i8> 72 F¥ 2 A &) —WLHCTH 525, HIEESIIIOFF 2
AV F ) —OEHE M (“the equipment”) ICX BB DEL, ARXAFT Y
D— NTH % Richard Leacock i, “For the first time we were able to walk in and
out of buildings, up and down stairs, film in taxi cabs, all over the place” & 7R-~XT
W2 (Mamber 30)o COEZIITHAVIAD LT AT O, HHEXY
WZHAE L7 AT 4 DEIET 5RO D V22 BT L 6HIT, #Aio
RV 2 DIZo THAENE LD =Gk 2 5 274 DEZEAHIZONT—
GULCh722T7 v ay PCHELT:. SOEMTho L b F R — v
WIS TS L3 TE 2 (COY—VERBE LI ATV THD
Albert Maysles [Mamber 38] (IO HIZ K v —Dtz B, 50 David & &
B 12, The Rolling Stones D Gimme Shelter E\x 57254 L 7 b A OEE



ExEKT52Lehb,) TOFAL 7 P ATEEFRL T, “Atits very
simplest, cinema verite might be defined as a filming method employing hand-held
cameras and live, synchronous sound” (Mamber 1) £ 59 ZENTEL LTS
o PRl EbR=F TV RARXATOMHEN) T, 7LE2T 5D
24fpsid. T AV AR AT =) THEMB L oMK ETH D LR
ZLTEWEHIZEDNS,

LALARAES, 7043 628EH) L7260 B E W) R, %25 TN
WEOD X2 A5 =IO L) BRI RAS A VEERIZANL RS
X, 24fpsiE ¥ A L7 P YA OHEIEICOARTE L HDTH VI LT T
oL 5, 24fpsid. BHKE %2 o 72WLl] 77 )V — 7T & % The Death to the
Pig Nihilist Film Kollective ® B8 % 5217 #\ T, “A camera is a gun” (Pynchon,
Vineland 197) LW8z %o 727 LA Y I2& 5 TH X 13 “weapon of witness”
(Pynchon, Vineland 273) ThH 5o DLV LIZIREEE L TOWIHE &)
EZ2HE, =2—LV T MOKRF2 A5 —WLl 7 )V — 7 TH % Newsreel D
BRFEDODTHDEFR Do =2 — A = VITHARTEH TV —7
T Z%Vve 19674 12HICEF 22— -7 THRAEL, T s HED 1968
BRI Y77 2aTHRMEINDL L &% b ROFIAEY Y77
VYA 22— = )VDAD A 73— Marilyn Buck & Karen Ross DF&
S Td 5, “[Film] is a weapon to counter, to talk back to and to crack the facade
of the lying media of capitalism.... Newsreel had offered a definite medium in which
to work; a weapon to destroy the established forms of control and power over
people” (“Newsreel”44) . EHIC =2 —F =7 =2 —RA ) = VOHLA 2V IN—
@ — A Robert Kramer (3K D & 9 125> TV %, “You want to make films that
unnerve, that shake assumptions, that threaten, that do not soft-sell, but hopefully (an
impossible ideal) explode like grenades in peoples’ faces, or open minds up like a
good can opener” (“Newsreel” 46). Z D X 912, 24fpsil & o TE k= 2 —
) =M & o THENZ RS & Db D EBEX 71 TISHHLL, £
NOHIHES SN ONPEDBEZTFE S RLTODOREGHEDTH %,

(v
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DORAFE L TOMM & V) B BAMIZEBEN T D=2 — 1) —
VOB OFHETH Y, €I T TMNwmwtw5ujﬁv>yﬁy®
FAICADETML WM 5 (Braudy 51)0°

V77 AT 22— = VIRHOIEMIZ 1968 F IZFERK I N7z
Black Panther T& % %% [FWEXZDZ AL VD EBY, 7T v 7 - )X/ —
3 DF{E L Huey P. Newton & Eldridge Cleaver ~®D A ~ % ¥ 2. — % #ll|Z[[] 5 D
O T 2Lk L 721550 DM TH L. [Ty 7 - 80 —] kL
bICEL =2 =) = VOEmic, a0y 7 REOFERGZiesk L7z
Columbia Revolt (1968) 23& AW [ 74 ¥ F ¥ F] 128 T College of
the Surf OFATHEN IS H 2 T %2 TH 2P LT < BAHiD D 24fps 1T
U RFHFERERLETLHTH, =2 —X) =V EDFPHEEZRL T
WHES b, o [REBBELTOULE] &\ BOAR ST, 24fps IFWL
HHEDOERDOW TS =2 — ) =V EHET B L 2 AHHDH 5o 24fps 13 [FE
Sl 752 x#HME 35 M T, “observational” (Nichols 38-39; Lucia et al.
23) LMENBILEDHHHTALI MIATEDOFPEEZRL TSI LT
P THB, LPLEAS, WILTLEDAL Y ¥ 2T =TT %Y
D[ Hrl-D=2—AF— 1] (“yournews team”) &iX [ F—7 v ]
(“different targets”) % 24fps I% CENTEDLEDESIZHLP R XD
(Pynchon, Vineland 195). 24fps \& BE 4% @ “the networks” (Pynchon, Vineland
203) INTBANEFTATbI R E-EDEHMLLTVWS, SO,
4L 27 by AXD [—HM] 3% b5 “in one direction and one direction
only” (Mamber 4) DR TH ) K% BIZ HITH LD 5 2 & 2 EERIYIC
T 20 L EHBHTHY ., 7L AT H5OBEZ IV — 713, ZOHIEERN
DETD, RIFVEFEATA TISHLTH ) H R EMINEAY Y A% LD
22— A= VEDRERRLTVWDLET)IENTEL LY IEDbNS,

TL AT EUPsIZONWTEZBIIH72D, THLEEEDORNF2 ALY
W EE 2D EORBE TR IR ZTNE LW EIEEHIET
b\, L2LGDH, ZNET TR IS TEEN LD FLMEITH 5,



LR O/NHR.7 LAY B O 72 DIIEM & I 27 b TIEELE T
L7225 Ty EBDOF A L7 I AvR=2—X) — VOl & o BRI %
WA DA MEEZ PO THLD, ErFa yABRHTL20E, 7L 2 T 608
FERELTODFFa Xy ) —BEIZOVWTORBTH Y, Ld> T,
Wl b O IZ7 70 —FF 572012138 LABGBHADTEN & % 5o
Ufps DA Y N—=, L) DI T7LAYDEEDRLIIH LN TH S,

Everybody in 24fps had their own ideas about light.... [A]rguments about light...
happened so often they came to seem the essence of 24{ps.... Frenesi wanted
actively to commit energy by pouring in as much light as they could liberate
from the local power company....

“Long as we have the light,” Frenesi sounding so sure, “... we're OK.”

(Pynchon, Vineland 201-02)

HlZHEL 7 LA VOBEIIZ, BAENY Yy FTHRPIFR7E 5 7250 Hub Gates
A5 “the young gaffer” (201) EIFIENAWELITHESIDLVHDOTHE LE X
bo TLTCZONIFHICHT ONA L ZIZ, ZONZHRKIBICHEIET 5,

They particularly believed in the ability of close-ups to reveal and devastate.
When power corrupts, it keeps a log of its progress, written into that most
sensitive memory device, the human face. Who could withstand the light? What
viewer could believe in the war, the system, the countless lies about American

freedom, looking into these mug shots of the bought and sold? (195)

ZO, BHOEERB OV EE 7 U0 —AT7 v S TRELICT A LICL -
THEHOBEOEZ L, “reveal’ T 5. £\ 24fps D H ML, 75V AD
WL ] L 5F 5 André Bazin® ) 7 ) R AWM AR5 E S5 DTH b,

“Film...will get even nearer to its profound vocation, which is to show before it
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expresses, or, more accurately, to express through the evidence of the real. Put yet
another way: the cinema’s ultimate aim should be not so much to mean as to reveal”
(Bazin, Bazin 90-91) . /N &, FEEIIGR I 6 &h o/l L ZH b5
RIS 5722 THEDE A7) — Y RICBIEE5 LD TES
FETHEEY Y — TV 2 %K FFH (expressionism) LIF, ThzBIF 5,
“Express” Tl 7 < “show” [RESL | T &, HB Wi reveal” B ] 2 &2
T NP E S THBD %R §REZLLENPHTH L, HIOFWZTh
EARAFTIZE S TEBIZESZ DN, A A TOHDEIIBIFEIAAEL TV
NG [ ZT 2N, BEORETHL L) ZEIlhbe N
JEEI LT [H] 12&8NBBFE (“reality lays itself bare”) % . Frank Norris
D McTeague % J5AE & 3 % WLl Greed O %578 T 2 % Erich von Stroheim (2 5 &
Lant, BERoZMICL ) EMZHAT 2 HRHE KRR 5o

But it is most of all Stroheim who rejects photographic expressionism and the
tricks of montage. In his films reality lays itself bare like a suspect confessing
under the relentless examination of the commissioner of police. He has one
simple rule for direction. Take a close look at the world, keep on doing so, and
in the end it will lay bare for you all its cruelty and its ugliness. (Bazin, What

27)

MR %2 X <% (“Take a close look at the world”) —— & 139 &b B <
(“close”) MHHEZ——Z LT, ZORBECHBUELAREDPED LD, T,
2Ufps AL 7 T —AT v T X o THENBE X BV LR EE L L, Tz,
N R I TEREFRA L VI RREZFBEHLTWD 2 LD, 24fps 28
R LT 2508 “mug shot,” T b B ERNEGE T 5 ILIER OHG HIC R
ZHALNTWAZLEFETHLEFZAAESL .

24fps DL [ 2722y M KWKRZOBNE LEWVH) ZDHPLEZ kT
NERBZ2VOIE, JLAYSOMEEGHEDOHUPETH Y IEETH S,



TR N D) T ) A LT & B E & X L 72\, “Photography and the
cinema...are discoveries that satisfy, once and for all and in its very essence, our
obsession with realism” (Bazin, What 12) . /N (2 & o THLEI 3 228 2 &
WTEHONEV) T EIF, ZOBBOGHEL OIEPE, & 2 W IZHH O
HELTOUMPOBET LI ENTE L, NI, BEPBELZ [
T2 N%RD X HITHIT 5,

The aesthetic qualities of photography are to be sought in its power to lay bare
the realities. It is not for me to separate off, in the complex fabric of the
objective world, here a reflection on a damp sidewalk, there the gesture of a
child. Only the impassive lens, stripping its object of all those ways of seeing it,
those piled-up preconceptions, that spiritual dust and grime with which my eyes
have covered it, is able to present it in all its virginal purity to my attention and
consequently to my love. By the power of photography, the natural image of a
world that we neither know nor can see, nature at last does more than imitate

art: she imitates the artist. (15)

BHEZRED 3N R0, 5013 F RO LSS, 2 5 IZidmhicdk
WD 5. TNHZ T 2D TIE RV 72w ER L ¥ X725
LS, ROEPBECHEETEZINT TORY LIBABL Bzl y
izl L, COMNLEEOPLRERRRTHIENTE D, T4
ODHLEHPHELZRICT LI ENTELDIE, LY AW [6GH] THLHH,
BWRANE, LY APRIRIIICHR LRI HEMNEED AHO X2 S L)
BOBES [HHoIl3Z ) LIh] LI13Mi7% “objective” 2 7 UL A TH %0
5——"Originality in photography...lies in the essentially objective character of
photography.... For the first time, between the originating object and its reproduction

there intervenes only the instrumentality of a nonliving agent” (13) — 7% D T» %,
bIbhOMBEZ LB R ELTERVIAED THKR] A X—V %R
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HTLANDEBFEREREN) ZONYF rDF 2 J71d, “optical unconscious” % H 5
RN EER] 20 LI DEANEEER] CvoBezimlER IS
Walter Benjamin D5 Hin L BT D0 H D EFT2 50 RIFRVYYI VD
“A Small History of Photography” 2> 5 D5 |HT®H %

For it is another nature that speaks to the camera than to the eye: other in the
sense that a space informed by human consciousness gives way to a space
informed by the unconscious. Whereas it is a commonplace that, for example,
we have some idea what is involved in the act of walking, if only in general
terms, we have no idea at all what happens during the fraction of a second when
a person steps out. Photography, with its devices of slow motion and
enlargement, reveals the secret. It is through photography that we first discover
the existence of this optical unconscious, just as we discover the instinctual

unconscious through psychoanalysis. (Benjamin 243)

Ny¥ 3 v F72. “The Work of Art in the Age of Mechanical Reproduction” {2
BT, WL & B2 W IEEm T A HEISER LT L7 AN TH 0 Ik
LG THR 201, A XA TBRRT LD ANMOERICH T 572
R TIE %  BMERASE T 2R TH S L) T L7225 EIET TS
T e T O X)) B = A IR SIS A RS TBUH A
B ] (“physiognomic”) ZEkMlZREL LTI (243). ThbbH, AMLBHA
WOUEHBCELLEIND L HIT, BEIZE T, #EHROEOEE T
bt (%] PRABZOBICHLNMILEEVWH) 2L THDE, T LTER
BEOWEE, BEo [~k 200y AT—€E—2a v OaE5T [k
K] (“enlargement”) X o THHLDEL—2WVIHIDIXRU¥ I VHL,
HIZ R 2 2 RO BMZMFEH X “the smallest things” (243) XG55 %D
EH—ZF IR = A IMERS 70— AT v T2 L o THH L AT
ENDHEV) ZLEEKRT S (BRHEMNWZEZITHEET A2 I E2WHEICT S A
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O—%€— 3 YR Z [ER] $hbbru—AT7 vy 7ES5250b L
M), ZOXH I L THEREPMRZ BRI HARC 2 & 2 HRICS
5% 5IE, 24fps T A [HEE] $%bb [v7 v ay M PHEHE
B NYWOEOLEE [HS] ZEPTELHBIYSNERLH, HRZ
BUHAIICHIR T 2 5EAS, 70— 7 v 7SN EIRE HEA M) 1]

EICL AV AVwoTH b,

COXHITRTL A5, 7L A Y L0, A%l s dZoREIC
BOTHEHLLEDZILEAHBLTWRLEEZE22b LW (BRI
Hannah Mockel-Rieke @ & 5 \ZHLH & BEH A2 XBIE I [V 74 29> F]
i U A Z &, % 72 Phillip Gochenour ® & 9 127 L & ¥ % “a professional
photographer/filmmaker” [173] (TR Z L3 ELAIEL W), I DE T,
2fps DFFRHTH AT AL 2 bV AR DABEE DO —ANaN—F « Ky =78
TCIELifeg§IZBD B 7+ P —F VAP ThHo7zZ EIITRIRINTH 5o [
W7 SBLEAN] E V) PENPS [T r A T2 ] #3AET I &, [
B2 HFEEAN] EW)BED DL DFRABELNEDRP>TOW LI ZFRS
ORd LB, LALWTRICE L, 24fps DB 2 KO IT 201, £
DONFUHELFRDL)TURL, AT L) REBIBOND [5#<] T
NOEWTHHEFR D LIS, MRPZNZLTOTIHELTVED
FTRAVWIEZEHT2DITICEVD RV, HROLEZA, [Yr M YT
YR i D MO ARFFL, —AOFITHLZ, 7V AT H
D [HFZToZ ] OWI7EH5TH 5, “Feel like we were running around like
little kids with toy weapons, like the camera really was some kind of gun.... The
minute the guns came out, all that art-of-the-cinema handjob was over” (Pynchon,
Vineland 259). VE& &, $EE& VIO AW ORAgF LGSR IIH A T &2 VDI
DELZTZ LAV, SOEHIS, #ATE [Bbbe0®reE] T B
HOMR7E o7l EbEb. 7L A YN A AT RFBYFELIZE V) DIF H—
7 RFOFAEEB OFFEE T d 2 BFHAE Weed Atman &, LD A7 —E
7 &t 24fps DA A T DOFITFBID ANA ALY T EIF/2 2 & 235325
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ST LA T AURERIRE b o T 72 #IRREE T Brock Vond DI/R & % 1F
TOBDTHD, TOEHIT, IR, RIS, HOCECIGN ST
HDTH5b,

CZTOEELAZITNERS VDL, [T7 4 TV F]l 2BV,
COLTRFaAYFY—WEOY 7Y XLOEBHHA “naive” (Pynchon,
Vineland 202) 72& L THEMICHRIEEINL X HICH 22 E L TH, Thid
HLFEFTH, KV Farew) —~ADERIVIIE W) 27 b THRRT S,
FF a2 A8 ) =B DN ERICNT 22O RFTLARVE W) HTH
bo HENZ, TTREOMIARVEMTL LI, I ATITEBLZ BN
B THEE] 2BR2T5L 09 7L A Y SOBHIRBERIZ. 74 ¥ KA
3 % JL IR 4 Cesare Lombroso @ “nineteenth-century phrenology” (Pynchon,
Vineland 272) L4555 \Z 8 7% ) &9 (Gochenour 173-74; Hayles 21; McDonald
110)0 WKL SO FF 2 2 25 ) =B 7 )V — FIEEFMEF ISV E D
ISR SR, IOFRL o TT— MY v HEBBREORBEZMZ L
Wb ¥ Fard2afpsid, TOXHICLTEORDYZMLZ S, L
LBFEOMFRICH 28z UL, 24fps & RIS ARHI FF 2 2 > 1) —it
WzHIEL CWzm 2 —2) = VoiGENE, A7 vy — AV Fr —0EL
EBIHDbo TRV, 22 —F—2 + 22 =X = VEH TV ITFT VTR
22— = Vid, ERENT0ERME D S PEIZA T T, Third
World Newsreel 72 & UNIZ California Newsreel & #Hj 224 2 C. BEICEL T
WHEFITTVLDTH %,

72720, [T 7407 Y Pl L) /RGUTR - TAHE, ERIEEMICE
WC, FFaXyy ) —Wlo) 7)) 250 BIZOWT, KIKTH D HHr
EVIBEMRA v =V RIEZ LI ELTVWDH I LIERE VN THL L
FOIENTELESL ) LNLIITHELTL A—20MEIZ.ZDO FF 2
AT Z ) —BLE DY) 7)) A LOBEH, PFHICBVTEEIBESINE ST
BV WEBRDNLETHL, 7 LAY DM Prairie 1. FHIDOWTHIS 7280,
BEDSB D 5 72 24fps DV T A WA Z R TW L Z LIl b, TDOLNITT —
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b~ ¥ #IZDIRex Snuvvle &\ ) M OFEAIZ L ) RS N LB 2 Hg L

72500H 5 (1272 L HBOBREZO D DIBMRIZE S 2 5N Tidniw),
ZOEEITHDONRIE T LA VPR TATELDD, WL =) =037«
VWAxBLTRZDIE, HOIMEMAZZOLB QTG ICRIAEZ 4TS
LThHb,

Just behind the light harsh in his [Rex’s] face and continuing to pour
unwavering, Frenesi was silent. Prairie imagined her standing with nothing but
the light between her and Rex and his hatred.... That's when Frenesi killed the
light, that's how the shot ended, in a close-up of one of Rex’s gleaming eyeballs,
with the light she was holding reflected on it round and bright, and in the
backscatter—if Prairie only looked closely enough she would have to see her—
Frenesi herself, dark on dark, face in wide-angle distortion, with an expression

that might, Prairie admitted, prove unbearable. (Pynchon, Vineland 247)

JO—AT v 7 TELALNZL Y 7 ZADKEIZIZ, ATH ST 2B
DTS I N7 LAV DOEALZED, BRHFLTH-STWE, £L T
ZOEBIE, TSRV VAP LELZEEHRLEVIRE, L= —=DRT
W BIXERIIHZ 2V DL Lo TnE[HTniibid] Lvw) o,

CTIE7TV =) =3O A EBFIZIE R TR n S EAMREDIC X )R
ENTVEZRHTHE WRICZDOHEZHIZTLDIEHBEDATHD 5). 7205
RO—HIIBWTIEZ ) Tl v,

Her mom, in front of her own eyes, had stood with a 1,000-watt Mickey-Mole
spot on the dead body of a man who had loved her, and the man who'd just
killed him, and the gun she'd brought him to do it with. Stood there like the
Statue of Liberty, bringer of light, as if it were part of some contract to

illuminate, instead of conceal, the deed. With all the footage of Frenesi she'd
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seen, all the other shots that had come by way of her eye and body, this hard
frightening light, this white outpouring, had shown the girl most accurately,

least mercifully, her mother’s real face. (261-62)

TLAYDOFRF2 A5 )= )T Y RALORBHENOEOLEZREL I LIET
9, WISHENICRIH SN THDb 7225, ZOR LA, Ly 7 ZOREK L
THEL TV D LFAKEDLIIHELEEZHS LINLRT L —) —ICR[ K
YOE] #/lE25D0TH5b, [Ebh, HbNFIIOWITHASZ LIZTE
] EV) 24fps DEEIZ.TVATVHBIC N TEFL L L 5.7 7
A5 YR O—=208E 7L =1 =12 X 2 RHELZH, IioREE LT
i BEREORBTO DL, W E2MSZOM CEELELE T, JE D
FTLAY - FAVEN) APIZOWTHLZ LI EDTHSL (221
(77427 F] L) NHORBRN LML R TNDLZEHNTED),
ZOEKRT [T7 47 F] E 8bE7V A Ew) ABITLE ST,
WLD [RLYOF] 2HHCRELI LT D [w7Tay b L LTORMIL
THbHEBERDo WP L TRKHIBE 27 )V — 7 O —H Th o 72K DR
REYD ., R TREWE SIETTREIENICER S ICE 200, &K,
WL D B CBRAE—ROPRE L TOMAEZ 2 2 LR N TWD D
oI LT LATEN) NBOHH0F F R L. wbidg 2 #
WCLEIELTWEON [T 45V K] LW /RRBEDOTHD, [T 7
AR IZBWT BRI R, 2L, 2hid 24fps 0B
EHLEER LN, 3abbBEgY 7)) X A0 JEmc - THEE L
Wolz/NTHILEFTRAHI LI D,

CHOZEE, TLVATERAPO CTRELT2H6mE2PIL > THRTH
HTENTED, ZOFETIE, GEAEHETICH B A & L CEIBUFIC
VWX ICHFIENABEDO T LAY OLRN, BHTOMXZHE T 5 &
DOFWND ZPIALEMT S, #EBENED5, & TIEHY MR 2%
FEBEEVEVICELT 2MAHFAE G ONIZANE =X T - XU FHE
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HEAE RIS (Billy Barf and the Vomitones, The Marquis de Sod) d HCTZ 7 iF
ME, “NEVER" LWV IH) AEn6h) X7 7u=0z b 0B 8L
72\~ (“National Endowment for Video Education and Rehabilitation” & \»9) 7 L
ARG WEDEDOEHE 20T 5 L. Never” &\ ) H—5H T
;bwéabﬁﬁéné[wmmnwWMMMDot¥¢L§%ﬁﬁ¢®%
FRRICRHEERAT AR 2 S, 2 AT L IR O F 72 5 H3R
ALTLBE V) BEBNLLERD 2V ZOHE6REIT, NRTHLHT L
FYOTUT 4=V bb [HE] 2RO LI LIZHEL, ThET

BIHINT 220 B5ASTRBISENRON TS, B2EHATERE
BOHE-> TL 2ED, BICERTL2IIANESF M FTELEL, AE
IZBWTIE Y 7 ADPDOAAIEZ “zombie” (Pynchon, Vineland 71) T 5 2
b, TOTEEEBRTIERNES S

bHHA HEROE Y F 3 YIRICBWTE [Y74 Y7 Y F] 1280
BYVTVALFFEIEIITY Y7 - YT ALERHTDITFTERLONTE /2,
Hannah Mockel-Ricke 13, 72& 2 1 EF v 77 & —(ZLOHBRAZF5 35 2
ETCHEAMENIZZONHDO) TV ZLHA ) 2=V a rd, Vv 7 -
TVALDHWIFER T~ Y AWDOTY F74 ¥ 72 L) PIFEHLS T
HEFRL, RO X HIZF 9o “The mythical or dream-like quality of the ending
partially undoes the realistic illusion, which the novel creates by giving
psychological depth to its characters and by a relatively linear narrative structure. If
of anything, one could speak of a ‘magic’ realism or, otherwise, of a historical
romance” (73).” Francisco Collado-Rodriguez b ¥ 72, D AT 2% 72 ¥
F M FIZEHL, REY oMo~ Yy 7 - )T X LWPERICERE
B9 (99,102)0 LAL%ASL, [Y74 Y I Pl @ [)T7)XL]ITHE
SNBNEBMFHER [TV v 7] (OH) TREVEDERS 2% ENT
ol RIIVMHT LI LIETESR, David Cowratld [V 74 ¥ 7
YR OVTIVAREZOORRLY T XA D
Feafif 2 C\% &35 (3), Henry Veggian it Georg Lukacs IZAKIL L 7235,

“social and magic”
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“Vineland portrays marijuana cultivation...as the basis for a mode of economic and
social organization, using, of all things, the conventions of classical realism to do
just that” (155) &R, XV 77T 2O CHHABHE AT LLEHD S
Zoyd, A VK, TL—=V—=5DF x5 7 ¥ =0 h—FK [#H] —
“typical or representative of classes and economies” (146) ——& L CHiniiT
e, [V 747> ] % Balzac X Dickens 5 D) 7 1) X LD
BRI 2N LR B S TLAY L ER (HE2VIETLAYE
ZHY) WAL LTHEEL TV L OMEPKTEDL TV L 00 (7L 4T
A 6041 % fLFE T % “a legendary observer-participant” T % D& 7% 53, £
D HWEEOBIAEICE % % TH I 5 72 “underground existence” [Pynchon,
Vineland 51] DMAIGZH Y HET TV LW R, THDBELDOEZ T H—
DO [WA| T2 212, RIEHR R 1 A F Hector Zudiga 13 % b
OB E M M ZEREL L) EF2DLEFRL7E59), T
ML, [T7 Ay FI RV v 2] TERWY T Y XL QR
RBOLNDLZEIIRETELVIESL ) ZLTEZDRNTIE, INRETRT
E2XHIT M) T AL EEENTVDEDOTH S,
CoO [T74 7Y ] OBERY 7Y ALE [EHOW] o585 74
T BB R S R 7 WAl & 2 L VWi IR E g [FE L] &, €0
RAENR—VTHLPICR2EBY . HRIEFREIZ) 7 X400 % 4T
HOTERL, TOWFRIBEANREFETH Y PRINOL ZHZH B LD
TATaVER=VEVI AT ) VI L L) T B, [EHOoUL] ©
T ERESEIET 2 TH Y, ThA A7) — ¥ FICBIM S ¥ 5 B2
T4 Y arorcid, BHOXEZHWT—ADABRODH20F TOLEEHS
LIZI &35 [T74 272 ] @9 7)) X LW 23 U 2> D HifE 2
LOBBEMD ZLIIMITFON Lo/t FREEA9, Thdb T [E
JIOUL] DUWIEELTD [V 74 >F Y F] CHEEPEL LR COHHT
bHolzbEROND. MIEDILBIZBEOEN ([N DM DAL 5[ 7
A2 7Y R b IBEZBLINRELZOTHE) L) HRZEATHZ
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LT I LA E N TH I ENWIEL 250 £ LTI O (Wi &b
i~ v BRE, Ty €A “IsIt0.K. to Be a Luddite?” IZBIF 5 ¥ ¥ F 3
YHEDOFEICL > THIBEMNEZE5AONTVELEERSNb LA RVD
Thb (2 LEAHGEZEZIZ T)o “[Wle encounter the same [ cinematic
medium], only different...” (41).

[7E]

1) Kathleen Fitzpatrick |2 & 512D & 9 12HElF S0 “As I use this term [television] ,
I mean to speak inclusively of all media forms (including photography and film) that
participate in or are defined by the machine, the spectacle, and the network” (36) .

2) Jeeshan Gazild, 1L LCTOA X T L) 24fps DB ER L AITH 720,
Bernardo Bertolucci, Jean-Luc Godard, Z L C Susan Sontag 2333 5 [F] £k o B AH
IR LTS (48),

3) ZONBICBIBREDRMMIODI A ThDH DL (i hoORKKE Y
yeE, ) TR F M FiZk ) EhehBEIbEnE) 2oV T,
HhER[IEE O ) DD DM——7 1 A b D[ L4 )\ Vineland ® “Cahmmunism” ]
iz v,

4) FEHOZ OFEkIE. Hanjo Berressem i2 & 5 RO IFH KM L T b, “[1ln
Vineland'’s final passages, ... reality’ is gradually replaced by dreams and myths, which
begin to puncture mimetic space, turning the mimesis of reality into a mimesis of
psychic space” (Berressem 214).

5) L72So> T, OO IE, [EIJOMIIZB W T “expressionism” ¢ WL
AND, MLT [T 74T 2 F]IZBWTIE “realism” DML~ F K 2SETH
% &\ 57z, “[tlhe difference in film references” (Mathijs 63) & Z%7% 5%, €1
LR 2 Y v YWD K XITIR R, T4 YV arvowgt Y TI R
LTI E VDL ZODNBICBI S I A=V ADAY 4 VDN ZERT
LD THD, AKX [T 74 > 7 FIICBT S [WERY) 7)) A4 %
MOERNIZLE) EFTHI0TH BN LRI [FEOUL] 12350 2 By
BEED 2 ZDO L IR (R - S5 240) . [EJOIL) (2B 1) 2 BLIYEE D X
GLA [BHHI A= 2] V) BREDPLRELNENETH LS &) KU
OWTIE, FEFETHLEAg I A —3 R Gravity's Rainbow |2 B} 5 HIEDFKSL |
rZHE N,
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SUMMARY

Revealing Light: Cinematic Realism in Thomas Pynchon's Vineland

Takayoshi ISHIWARI

Thomas Pynchon’s Vineland has invited comparison with his previous novel,
Gravity s Rainbow, mainly because the way it saturates itself with “Tubal” references
makes a striking contrast to his magnum opus’s serious treatment of the cinema. This
focus on difference, however, should not keep us from seeing that Vineland is also a
novel about the cinema, which centers on a protagonist, Frenesi Gates, who is a
documentary filmmaker. While her film collective, 24fps, employing hand-held
cameras to bear witness, shares methodology and a taste for observation with
American direct cinema, it also has equally much in common with Newsreel, a
collection of New Left documentary filmmakers, in terms of militant aesthetics and
commitment. From theoretical perspectives, 24fps’s ideas about light echo André
Bazin's cinematic realism. Pynchon’s filmmakers believe in “the ability of close-ups
to reveal” in a way reminiscent of Bazin's claim that “the cinema’s ultimate aim
should be not so much to mean as to reveal.” What is significant about their belief in
“mug shots” is that shot in close-up, their privileged subject, “the human face,”
brings their documentary filmmaking close to photography, which, according to
Walter Benjamin, reveals the “physiognomic” aspects of a visible space informed by
human consciousness. Although the novel's message that Frenesi's belief in revealing
light is naive is unmistakable, it still endorses cinematic realism because her “hard
frightening light” that shows her daughter Prairie “her mother’s real face”
allegorically represents the novel itself whose primary aim is to reveal to the reader
who she really is. A “mug shot” of a filmmaker-turned-informant, Vineland is
founded on the aesthetic principles of cinematic realism, which, in addition to “TV
ephemera,” should be taken into account when this novel is read in comparison with
Gravity s Rainbow, whose cinematic poetics draws on the projection of a paranoid

vision.



