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It is the intention of this thesis to provide a reasoned analysis of the HIlus.of David
Lynch, in order to locate Lynch as a Postmodern fihmn~h:l'r,

i
Although other filmmakers have been seento inrInt elements of Postmodernism

in their work (Tim Burton .s an example), few dirclltors have attained Lynch's r~~

tent prominence or popularity. His recent televisid.h series, Twill Peaks, has creat-
-, - 1,",. . . " '_. e, ,-

ed an even larger audience for his fHmic style. and the guest directors employed

were, obviously encouragedto employ ~ similar technique, in order to create a co-
herent filmic philosophy.

This work will concentrate specifically on the three films Lynch' has completed

which are located in America, in order to attempt to discover whether Lynch's films

can literally be termed Postmodern, Of merely the products of a society in which

Pup Arthas encouraged the dcstr~ction ofso-called High Culture. In other words,

an investigation will be,conducted in order to ascertain the extent of Lynch's aware-

Hessof the Postmodern philosophy, and, if Lynch can be termed a Postmodernist,e
\J .-,

the manner in which this can be discovered within the three chosen film texts.
n



David Lynch's (1946 [J) recentprominence within the field
courages anenquiry as to why his popularityhas become inc

cinerna en- \\

',11'0l10llnCed.,
From the comparatively small cult following which eventualiy c.n~1L\E the fame-of
his first fun~lenllth feature film, Eraserhead (1976), to the wide cinema release of

"', Ii • -

wua;« Heart (1990), his most recent filmiuoffering, Lynch has shown himself to be
constantly aware ofcontemporary philosophical issues. He is also increasingly dis-

.)

cussed as an auteur, his m~~'arousing specific expectations from. his audience.
Most obviously, Lynch utilises all the icons of an idealised Americ= ';\i1dsubverts
them to reveal the inner putrefaction,

The intention of this thesis is to demonstrate Lynch's appreciation of the Postmod-
ern' movement, as seep in three of his films, namely Eraserhead fl976),Blue.Velvet
(1986) and Wild at Heart (1990). The characteristics discussed in this work can also
be viewed in Lynch's television series, Twin Peaks (199C-1991)~but the sheer scale
of the work (thatis, thirty-two fifty minute episodes), was considered to be too vast

"

for this project. However, frequent references have been made to the series, in
order toreinforce statements made about the other film texts under discussion.

By making the decision to choose three films which all represent aspects of Ameri-
can culture, it is hr1pedthat Lynch's frequent references to c;;tabiished genres and

other films will be revealed to indicate a specifically American Postmodern sensi-
bility.

It is difficult to consider L:ync:h'sIilrnic quotations as existing merely as solemn or
exuberant homages to favoured films or directors, siuce the references are Ire-
quently altered in order to display an unexpected aspect. !t is this Janus-faced qual-

, .
ity which plates Lynch in an unique artistic position ...His films arc pot affectionate

1-\

!FtH' duration ofthis thesis thcwm,H)oslnlndem '~JiIlflcspclt ilSIJ1!t." word, umf\\:ith a capitallet-
k~)L } k"~ve~ ,T,when other -,'rilles are quoted (f(!(Lxamplc, Charles Jcud~s) the word will sornefimcs
"li)P't'cu'\.vilha hyphen. .



tributes to filmic history as, for example, George Lucas's American Graffiti (1973)
c

recalls Nicholas Ray's Rebel WuhoutA Cause (1955), and his indiana Jones series
conjures images ofSaturday matinees, before the advent of televisien. Neither are
they spoofs, such as Aq;fahams,Zucker and Zucker's Top Secret .Airplane and Naked
Gun fams, although Lynch's work often seems too laden with hUl110Uf tp describe it

"'I

as mere pastich~. Ithas a st;bng parodic element, bur-veers away from the slapstick
comedy which characterises the work Jim Abrahams and David and Jen'Y Zucker.

Ii

The fact that Lynch's work has prcdominantlyreflected (and subverted) the ideolo-

gy of'American culture contributes towards his importance as an unique and wholly
individual voice, Instead of being primarily concerned with propounding the ideals
considered by so-called Hollywood (jirectors to be appropriate, Lynch neglects LO

propound a philosophy of morality and familial harmony.

The three film texts discussed within the context of this thesls'all operate as devices
to reveal the unsavoury facet of American cultural and tinnily life. This fact cannot
easily be disputed. however-it is the task of this text to attempt to prove that the.di-

rector constantly applies ..the philosophy and style of Postmodernism In order to

achieve this end,
/1
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CH.A.PTER ONE

iNTRODUCTION TO ASI'ECTS OF DAVID LYNCH'S PHILOSOPHY AS

FILMMAKER

"The primary focus of this thesis will be a study of the changes viewed in David
,--:I

LYHtM5\p.ork as a fllmmaker, from his early Modernist short films of the 19605, to
the Postmodern ';PQcarance and structure oHf/ild at'Heart (1990). It is hoped that a

I. '. "

rationale may be found which explains Lynch's changing style, and his more recent

tendency to cleave increasingly to the stylisric and thematic opportunities which

maybe termed Postmodesn."

:" . \~\ c' \\\\

Having received his training in the Fine. Arts at th~.Pennsylvania Academy of Fine
Art in Philadelphia; David Lyirichbegan to make)ilms in the 1960s, originally as a

ij'.. !

response to the ill;'\bH:t(y of th'~ canvas to provi~(e the various effects which he re~

qui red of his work. In tal article ill Cinej'antastiqzu:, K. George Godwin noted that,
"His first love was ptl~htkjfJ~,:m,dhis work with film began as an extension of his ex-
ploration of painting ~'I::~!hniqm:s.'·(Godwin: 1984, p.42) In a televised interview

with Chris Auty on BritJ.lr~tsChannel Four, Lynch revealed that he wished to tell
(,

stories, and found that the two-dimensionality of the canvas was preventing him
from discovering the porernial of movement and narrative. In this way, a move-
ment away from-the Fjll~\i.:\litsto FUm seemed inevitable.

His first short film, The AlpJurbet,(l967), combines human. actors and animation
and employs an extremely d;"lmph:d narrative, (Godwin: 1984.,p.43) Despite last-
ing only four minutes, the work demonstrates a clearly Modernist technique in its
complete lack ofa conventk ..malRealist narrative structure and the deliberate two-

dimensionality of the t~ntr(il·fenml:c ..~haracter. According tqLynch,The Alphabet's

2 For instance, Lynch's frequent tendency to quote past styles and film texts ill hiswork, Blue Velvet
mirrors the heavily: saturated shades of the early days of Teehuleelour, as Lumberton echoes the
type of small town often depicted in American films which exalt tilt" :>v·callcdAmerican way, for in-
stance, George tU(jitS's popular workoAmericlllt GraJfitl, (1973). Lynch proceeds to subvert these
values b~' ItluHlpuiating the past forms in order 1.0make a15;entirely new statement about America's
decaying underbelly, '
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~ . ~
main concern is the trauma l:nvfulvedi'11;h~7rrocessofle~nhlg (Ibid.), and this feel-

" \1, -r-
ing of trauma is conveyed to the viewer ~vhis ~e1iberaLe use of alienating tech-

,I . • I
niques, such as distorted sound and Surrealist imagery.

1113970Lynch completed his sc,xmd short film, The,Grandmother, which was a long-

er work than The Alphabet, l~~ting 34 minutes. (9o~win: IJr84, pA2) Although

Lynch still employed the comIb;nation of human actm~d animation thi~:-'''1coQ,d
\1,:[\ 1,: ! I' I ..

mm(t~:xt had a mo.rc coherent iMirative thai II the first Briefly, a young boy who'Is

frequently in trouble with his dislikable and animalistic parents for wetting his bed,

grows himself it gl'allgiuotherfrom a seed a,~dia mound of earth. Shy is literally an
II ;f .. .;

'Earth Mother' and she en:l~~es the boy to cope with life in a mor~:positivemanner.
As with TheA(rhabe~the soundtrack is tuu of bizarre sounds, tp{parents growling
and barking like animals and the narrative structure being frequently disrupted by

animated hallucinations. Instead of employing cor~,\intional music, Lynch used a

combination ofindustrial noises and discordantmusical sounds.'
\

At this stage of his career Lynch seems to have been influenced primarily byMod-

ernist techniques, particularly in his lack of interest regarding ,coherent narrative

structure.' By the time Lynch completed his first full length feature film, Eraser-

head, in 1976, he appeared to be questioning the artistic possibilities of Modernism.

For instance, although a characteristic ofModernism is the aCknowledge~;ent that,
:/

"...the deep structure of reality is knowut 1\,'••• " (Boyne & Rattansi: 1990, p,7, my ital-
ics) Lynch provides no explanation of the meaning, ofEraserhead, leaving the disori-

entatedviewer mentally to interpret the workfroni his or her:o~n perspective.

Superficially, it would appear that Eraserhead was little more th'an a lengthy exam-

pJe of what Lynch was attempting to cpdify in his earlier works, However, a more

detailed examination of this film indic~ltes that Lynch was beginning to test the
II

boundaries ofModernism, and extend his vision towards a<£ostmodern aesthetic.

3 For instance, Lynch used a number of sounds which resembled the noises made by steam-powered -,
machinery and combined this with harsh single chordsfordramatrc effect.

4 M.B, Abrams describes Modernist narrative structure titus: "Major works of Modernist
fictione.subvert the bask conveutiens of earlier prose fiction by breaking up the narrative continui-
~y,departingfrom the standard ways of represellting;iharacb):rs~.and violafi;rlg th().traditioualsyntax
and coherence ofuarrarive language." (Abrams: 19~1,ps.109"'110)

II' .
,.//
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In Chapter-Two, Eraserhead \([ -~-)xaminetl, andits s~le and content link~d to

Lynch's laterwork, most specifiCaU'yiBM~Jlell,:et__(1986) and Wild at Heart (1~tJO)~but
reference ""HIalso be made tit, 11u:lUephant }.Jan 0980), which they closely resem-
ble, Apt~rttrdin the fact that both Jr;;';Qserhead'andThe Elephant Man feature char-
acters whos~ physical appearanee is grotesque, both films obviously use~ ,

Expressionism and Surrealism in I),~d.erto create a frequently threatening and h08~
II -t)

tile environment. This use of a slniilar atmosphere is more obvious because of the
u~~ofmonochrome, rather than Technlcolour.

O~le of the most noticeable factors ahoutEraserhead is its duality, While it appears
to be another example of Modernism within Dynch's oeuvre. it also operates as a

Modernist pastiche. This element of pastiche would seem to link it strongly to the

later.more obviously Postmodern fihns,~\Suchas Blue Velvet and Wild at Heart, but it
" \1 'I

differs in many ways, quite distinctly Ia~~ing the accessibmt~ of the latter films.
Most conspicuously, it employs a narrative structure which is so disjointed that the

viewer is forced to participate vigorously in a reading of the t1Im,(although any in-
trinsic meaning remains essentialil,l unknowable, or relies primarily on personal
translation.) While many Modernist fi1~nl~kershave a specific point to make, or

, /1

some, definite political sratementt« ~.kpound, Lynch seems to be merely experi-
menting with form. If one attempts to recount Eraserhead's plot, very fewwordsare

needed, although mere description of the fllm's content cannot begin to express its
• 5form.

Although a brief comparison betlJveenEraserheacl and The Elephant Man (1980) will
be undertaken in Chapter Two, the latter film, aswell asDaile (1984) will not be the~ .-.,

subject of a detailed examination. The primary reason for this is that they were not
generated by David Lynch, The El£>phllll~!ftan being a Mel Brooks project and Dune
having been a film financed and controlled by Dino de Laurentis. Lynch involved
himself in the scripts of each film, but was not allowed unlimited artistic licence on

ji

either project. (Auty: Channel F01!~rVideo, 1984) It is certainly possible to argue
..,-_iL

that artists throughout the centuries were commissioned to undertake tasks and
were, nonetheless, able to make the project unmistakably their own. However, the
degree of interference. by external forces was certainly not as imposing and, particu-

5 A more rigorousexaminatiou ofEl'li:;'~lrhe.:ld·s elements of pastiche win be offered ill Chapter Two.
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"\,:;"-', .'" ,'" I ",\

larly on the set ofDune; t,ynch fr;;qu21\dy f(l.ltcas thoughhis de(,ision~.wei t: l~;dngun-

dermined. In a recentfm,l4rview with Richard B:Woodward, featured in the Britssh

film magazine, Empire, he statecl'that, "The experience-taught me a Jessop ...I would
_. ~ ~

rather not make a film than make one where I don't have final cut." tLynch, quoted

by Woodward: 1990, p.78) Furthermore, he states t:tat he finds the subject of 'Dune

and its subsequent critical condemnation, "...extremely painful to talk about."

(Ibid.)

[I

A typical example of this criticism is uisplayed,by Andy Gill in a critical retrospcc-

tive of LynChi'S WOI'k, also featured InEmpire:

Lynch's first'colour film is acomplete disaster, with the director ad-
mittingyears later that even he can't quite understand what's going
on in th~yersidn tlnally released. His basic problem was intrying to
be too faithful to the Frank Herbert book, which, with its.four plan-
ets, varie~ fife-forms and apparently ageless dynastic intrigues, is
simply too big even for a 140-minute movie. Thus, despite the entire
first half of the, film being given over to,dutiful exposition, it is still
t7i)mpletely unintelligible to anyone who has not read the book. The
sci-fi plot -:opposing galactic factions battle it out for control of a-gi-
ant-worm infested planet.which produces a valuable drug-spice "'is
too jl,1fe~te~fwith a v. array of unnecessary characters, none of '
whom iSi~dequatelyintroduced. Still, with its vast desert locations
and imaginatively-designed interiors, Dune looks like a million dol-
lars. Unfortunately it cost 50. (Gill: 1990, p.76)

\\

(I
'I

In 1986 Lynch completed Blue Velvet,ll project on whicn he was given complete ar-

tistic. licence by Dina de Laurentis's company. In order to obtain this artistic free-

dQl11,LY11Chaccepted a limited budget, but after considerable interference by
producers on the set ofDune he was willing to forgo much of the financial aid origi-
nally offered by de Laurentis. (Gill: 1990, p.?7)

Blue Velvet cleasly demonstrates a change in aesthetic on the part of Lynch, who,

after working in Technicolour on Dune, now chose to move away from his earlier

obsession with monochrome. This immediately helped the director to become a

Page 6



more popularfilmmaker," and his willingness to draw OftAmerican icons in order to

structure his narrative also aided him in his movement away from the more.esoteric
p i\

diegesis ofErasorhcud; AlthoughLynch's first full length feature film (Eraserhead)
had since become a cultfilm it was not accessible to the Jess literate cinema-goer in

- 0

the same way that Blue Velvet was. This may have been because of the nature of the

film's structure aswell as its USI~of generic formulae,

This tendency to conflate genres was' 'lot confinei ('0 film. Although genre is possi ~
bly more. obvious within the area of film, the tendency is also apparent within the

snhcreoflitcrature. For instance, if one considers Alisdair Gray's nove] Lanark; it is
'A \\

obvious that the author has drawn on mythological texts in his creation ofthe world

ofUntft:mk, as well as relying on the British trend of Social Realism lor its asthmatic;

anti-hero; Duncan Thaw. It is the jarring combination of the heroic and the banal

that provides the main thrust for Gray's tale, not to mention themore obvious quo-

tationsfrom poets, such as T.S, Eliot and SylviaPlath, (ara~~.1982)

In film, conventions which irk!: recognized as beithg typitalof a specific cinematic
/1 ,.......,

genre (for instance, the \J¢'estern or the Musical), replace Iiterary genres (for in-
~ .

stance poetry and drama.) Alasdatr Gray often turns hISnovel into a diCtionary of

sorts; separating the page into two sections, so that words in the text can be simulta-

neously semantically analysed. The effect of concurrently exploring-two or·more

genreset one time may, however, be achieved in a Iess jarring manr' I):~'w~ththe use

of tl~mbecause of audience familiaritywith the conventions offilmic genres, as well
as cinematic historical precedents having already been set. Consider, for example,

(,t)

the number of detective films which contain elements of the love story. However,

Postmodern film uses more than one genre.for different reasons, th- """eric confla-

tion being utilised in order to attempt to create new meaning.

In 1990 Lynch won the Palme d'Or at the Cannes Film Festival with his latest film,

Wild atHeart, which, while continuing many of the filmic peculiarities of Blue Velvet'

also appeared to extend his vision of America. This was achieved primarily by the

use of many locations, Wild dl\Heart being a 'road' movie/ as opposed to Blue Velve:

6 Since the increasingly widespread use of 'Iechnicolour front its inception iu'th'> 1930s, mono-
chrome became associated, I.e't"inlybythe 1971)s,with more comple:l{~!so-caUe<J art n'ms.
7 The term.(road movie' is used when describing a feature film in which two or more characters are
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which was focused onthe town of Lumberton. (This use pf a small community was -

further explored in and Mark Frost's TV s~-~ies~Twin Peaks, which focused on

the darker aspects of a small, seemingly inoffensive, neighbourhood.) .However;
t,

this thesis will show, there is also a defi nite movement t~hyards a put e Postuwdem-

ism in Lynch's oeuvre, from Eraserhead's use (and pastiche) of Modernism!

at Heart's obvious elements of Post modernism ...

This thesis will be primarily concemccswith conducting a chronological study into

'three of Lynch's films, completed in the years between 1976 and ~990. It is hoped

that a dose examination will reveal an evolutionary process from the use of Mod-

ernism in his-early work to the employment of Postmodernism in his most recent

films. The ar&ument propounded will be that Postmodernism, apart from display-

ing Lynch's propensity to acknowledge current artistic trends, provides the perfect

framework for the director's obsessions. It also renders an excellent opportunity
r-.

for Lynch to examine Americansociety in a critical manner, and enables him touti- _!

, ' '-'~

lise history in order to do this.

For instance, the use, in Twin Peaks, of names which acknowledge America's politi-
','-','1

cal and economic past also comments on the current state of the USA: The most
\

obvious ~xamples are the'sheriff, Harry S. Truman, and Josie Packard, the Asian

widow of one of the most economically powerfui members of the community. The

-fact --~i~J9~iehas inherited thy wealth of the Caucasian Andrew Packard, says a
;',~' " I; ,: I ": " " ' \i

grs. .;jeaJ about Americarq anti-Asian paranoia. In recent months some major

HSlIywbodproperties havej!~een purchased by large Japanese corporations, which

is echoed ~nTwill Peaks by Josi ~.!f,(:'1Walcontrol of the Packard sawmill. Packard! is

one of the most prominent names in American economic history and the fact that

Lynch chbse to use an Asian actress to play Josie Packard cannot be coincidental,

(despite the fact that Joan Clien is Chinese, not Japanese.)

However! before an examination of L)'nch's Modern and Postmodern tendencies
can be conducted it is essential to attempt adefinition of these terms. Since Post-

valved in a peripatetic series of incidents or adventures, for instance in the 1969 filni Easv Rider.
(See also Jack Kerouac's 1957 nowl,OI1 tlzeRotid.) .

8. For many years the name Packard was synouymouswith the automobile industry. Now it is strong-
ly linked to the computer industry.

, 1)

!i
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mo&~rllism ·It:~~~riiaHy a reaction against Modernism, it seems iogic,f1to
'i j '~~:-'1 I ,i, " ;" ' " ",,?i!

fine the latt~I.'tt:tilr. i'.a reasoned discussion of,Postrnot!ernism can commence.
I ~_

Marshall Berman states in his text,_411That is Solid Melts into Air, that Modemism:-i~;1

a weapon ofempowerment.the movement consisting of

, .

...visions and-ideas that aim to make men and women the subjects as
well as the objects of modernisation, to give the,t;n the power to
change the wor!r,ithat is changing them. (Berman: 1982~p.16)

Eugene LUlin ps.34.,Jr) identifies four.major characteristics of Mo<1-
ernist works. Firstly, presence of an 'aesthetic self-reflexiveness' which exam-

ines the material andform utilized inthe formilUon of the \~brk in qu~stion. Boyne
Ii .,'.' " ,#

& Rattansi (eds.): 1990'irs.6-7) mention, in particular, Picasso's investigation of

"...the two-dimensionality of the painting surfa~~"(Boyne & Rattansi (cds.): 1990,
p.6) and' Brecht's exposure of theatrical convehti9!.\s and structures in his:work:.

These concepts all s~~~~J:'ibeto the so-called Mod~~ni3t ~\heory; the ~WSlobvious

characteristic of wiiich is J1T~ tendency to eX;1rriitletlie~~possibmties of each literary I

(_ '/

and artistic genre utilised."

Secondly, Lunn names juxtaposition (that is, montage) as a recurring Modernist

motif'In film. Montage, as demonstrated by filmmakers such as Eisenstein and Pu-

dOVKll1,consisted of the juxtaposition of seemingly unrelated or opposing images.
i' ~

Therefore; in attempting a reading of the film, audiences were obliged to engagt'k
. '

themselves intellectually before being able to 'breakthe code' and thereby read the

film. The ~xriters JamesJoyce and Gertrude Stein also were beginning to discover

.new creative possibilities in their chosen artistic genres, especially with the break-

down of the linear-narrative.

9 MJL Abrams describes the philosophical foots of Modernism: "TIle (M}odernist revolt against
traditional luerary fCIi!Wlo; and subjects manifested itself strongly after the catastrophe of World War'I
shook men's faith in the foundations und continuity of Western civilization and culture." Perhaps
ihis introverted artistic was a deSire to discng,ug<:from the outer world, with which many
art ists aud writers felt themse !vcs to bi';
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Relatedto this breakdown.ofthe simple narrative structure in the Novel, Play, Fine
Artsand Fiim,1s the conflation of multiplenarrative voices and temporal divisions.

In much Modernist work there iii a ",continuous present.," (Boyne & Rattansi
(cds"): 1990, p.7) rather than a dearly defined past, present and future,

\':11

Finally, Lunn indicates theimportance, in Modernist theoretical structure], of the
abandonment of the integrated individual subject. (Lunn: 19'802, p,37) Elayne &)
Rattans! state that,

II... the (¥)odernist novel pres~,nts individuals us riven by psychic coni!
flicts, while in (Ejxpressionist and (Cjubist (A)rt the human form h;

'" ,. .,. j,

either distorted or geometrically recomposed," (Boyne &.Rattansi
(eds.): 1990, p.?)

Whether or not Lunn is entirely accurate or sufficiently comprehensive in liJS sum-
ii

marion ofModernism~ onecan at least acknowledge the fact that Modernist artists
begun to alter the expectations and perceptions of their audience," The CliJists and

I

Surrealist artists distortec. form and rejected purely 1epresentational ~Ilrt,the
Dadaists concocted (amongst other anti-artistic artifacts), theatrical revues.entire-
ly aliento an audience conversant with ..theNaturalism of Chekhov and\:Ibsen.

,

James Joyce experimented with the narrative form in novels such as [7~vsses!('1922)
!

and Finnegan's Wilke P939). Creators-such as Dali, Picasso, Henry MOOi,l'C and
V I

Franj Kafka seemed t\? feel uncomfortable in continuing to work with fl)rm~which
had been formulated during the Age of Reason, In the infancy of the twentieth cen-
tury, in a Europe dominated by the spectre of war, and b,-"giuning to be influenced
by the theories of Freud and Marx, linear logic was frequently rejected in favour of
nieans of expression more fitting for ,a i1('W Age of Disorder. Since Realism and
Naturalism (the previously dominant artistic forms) had relied heavily on the use of
logic in the plot and in character development, as well as on crafting dialogue which
gave the appearance, at least, of closely resembling 'real speech', it was reasonable
to assum G that the new artistic forms would break from this format.

The Industrial Revolution and the F'irst World War had also been instrumental in

creating a sense of dissatisfarrion with universal values, since beth-events were rc-

sponsiblc fur major demographic uphcaeals, the Industrial Revolt, ion encourag-



ing the large-scale rtsclitlc~h\.mt of rural dwellers in urban areas, and the First
- . Ii
World War caused the death of almost a fun generation of young men. The rcac-

don to this enormous (and sanctioned) loss (If life was generally characterised by

(>Heof two responses; eitherby a deliberate embracing of the frivolous, ef by a ten-
!, ; If

dency to question the s\!:lcictal values that le!dto sucliwholesale destruction.

~ Humphrey Carpenter's text, The Brideshead Generation: Eveiyn Waugh. and his

Friends, discusses in detail the reaction totthe FirstWorld WiJ~t~of a generation of

British writers whowere too young to have died in the trenches Carpenter notes
the tendency of some of these writers to return to the extreme form of aestheticism

.practised by Iate.ntnetcenth century artistic figures, such as Ronald Firt !\Jl:l'ik,Oscar
! -

Wilde and ~Jtbr:by Beardsley. Carpenter (~escribes ~lpiece of writing submitted by
• II

Harold Acton td!theEton Candle, a school'arts magazine which was formed during
!i '

Acton'syears at the public school:

Harold's (contribution) was a heav~!rpiece of Nineties pastiche, with,
the perverse title 'Hansom Cab no. 213 his" about a rich 'aesthete
named Athelstane who lives entirely for his own sensations ~ he
drinks milk because he finds It more stimulating than whisky. and
bathes in mauve twilight to the accompaniment of organ music. (Car~
P9nter; 1989, p.28) ..

In opposition to this aimless aestheticism stood the Modernists, many of whom be-

lieved in the revolutionary power of the new forms. However, not all Modernists
believed in a leftist political solution, since, writers such as Ezra Pound, T.S. Eliot

and Evelyn Waugh were notoriouslyright ..wing, "71

Whatever the political solution envisaged, however, many were angered by thJ·,

waste of lives andfinancial resources and a feeling of gloom and hopelessness was
prevalent The position of the British and European aristocracy was considerably

weakened and the bourgeoisie, already in a position of power before the Great

'War, consolidated their economic situation."

10 This :,ituatioll was described in green tidal! tly l:vclyll \V,iUgh ~nhis novel Bridesltead Ul!t'l~il'ed
(1945).
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Marshall Berman, throughout.All That is Solid Melts into Alr, makes the connection
between modernization and Modernism. After namil1t?)can.Jacqu~sRou$scau as

\ the first true Moderuist, Berman explains that Saint-Preux, the hero ofRousseau's
Romantic novel; The Nl!u.I Eloise, moves to thl.~city from the country. His letters de-
l'%:cribe the turbulence of urban life as a maze of conflktillg styles and opinions:

"".r! perpetual dash of groups and cabals, a continual flux and reflux
of prejudices and corifHeti:dg opinions ...Everyone constantly
himself in contra dicti on with himself ...everything is absurd, but norh-
ing is shocking, because everyone is accustomed to everything
(Rousseau, quoted in Berman: 1~82!p.1S)

It h. this feeling of''flux and reflux" Which Marx describes in the phrase, which consti-
tutes the title of Berman ISwork. Berman locates the core of the Marxian argument~ , . "

within the dialectic concerninr; 'the devel9pment of a world nrorket. This is made
possible by various factors, 11l(.;lding technological advancement, demand for
products exceeding the ability ofJ6cai industry to supply them, an increasing desire

\; -~- 'J

for more cosmopolitan products and the pheuomenon foreseen by Rousseau, that
is, the large scale resettlement in the urban areas-afrural dwellers.,

Constant revolutionizrng of production, uninterrupted disturbance
of all social relations. everlasting uncertainty and agitation, distin-
guish the bourgeois epoch from all earlier. times. All fixed, fast fro-
zen relatlJ?llships, with their train of venerable ideas and opinions,
~!J~."iW;;Ptaway, all new-formed ones become obsolete before they

<:c/'-t:anossify. All that is solid melts into air, all that i~holy is profaned,
f and men at last ale forced tt)Jace with. sober senses the real condi-

(

' tions of their lives and their relations with their fellow men. (Mar x,
quoted in Berman: 1982, p,95)

(
!
ij
i(
[I;
In his description ofhourgecis society, Marx also appeared to grapple, intcll. ':tui\J~

ly, with tl,)csplritofModernism. Modernlzation, the combination of,

(,

. . . ~
,".great discoveries in the physical sciences ...the industrialization of
production, ..immense demographic upheavals.i.rapid and often cat-
aclysmic urban growth ...systems of mass communication, dynamic ill
their development.i.increasingly powerful national states ...mass so-
cial movements. of people: and peoples, challenging their political
and .ccondmic rulers ...finally ....un ever-expanding, drastically fluctu-
ating capitalist world market. ..(Berman: 1982; p.16)

n '_ ~
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Eugene Lunn links the process of modernization to the increasing emphasis-placed
11~noriginality. He-states thatb;tt!e.lat1~ nineteenthcentury, the "market systems:' in.

the arts (which had ~eveldPl~d after t~~~deC~j~eof the systel~ ~Jf p~trqnag~) were { _
overcrowded, therefore.much emph:~~lSwas placed 011 1I".oilgll1ahty and innova-

I.

tion ..." (Lunn: 1982" pAl) Lunn als~~mentions that a feeling bf martyrdom was
prevalent amongst the artistic community," who felt that they w;~:r~being forced-to

" Ii '" !

prostuu: I' talents fc,- the tastes I:of the bourgeoisie, sinccjthe att they-were
Ii

forced to produce 'was their own q!reatiotl, than a product required by an often'
Ii ,i i,1

tasteless and avaricious art-market I
I'

.1

Lunn further sf~teSthat the late niI}e=t~;etlthcentury marked the point at ~vhich
Ii! ;' 1;1

'I ii .• ii '\ -!

...thefJb inlplicaHons of ~he hew marf.et situation, taken tog€\~her
II '. P '. ,... "with th11 cultural changes" were to be felt in a radically altered aes-

thetiCfq!rm and perspecrive.xrLunn: 1982, pAl)
Ii f:

Ii Ii
1\ II

At this point. d~eartisticbbjec I;llecarl~e"....11 self-referential construct ·illstead of...a
II I, .

mirror (If ntltllt1r or society." (Ibid.) ~:nother words, artists began to create objects
which exall1h~e!~their cwn form and function, rather than being conceived as a rep-

, \\ II II

f,0sentati\111of~~ already existing beiag or object.
. II . .

Although Mo(llrrltism is !SencraU:t tYP!lflcdby a complete break from th;~old norms
I; ,"'_,,;I ;'!

ofrepresentatijm and reliahce on lil\r!rr and closed narrative, it is, however, impos-
sible to consider it as a unified InoveIl~ent. Malcolm Bradbury and James Mcf'ur-

i II ,I

lane point ouf, the lack of unanimjty Lhe jl).eaUed Modernist movement,
,I
I'describing it as, .

... the art cons('~:uel1t on Heisenberg's 'Uncertainty princ,iple" of the
destruction of Ch/ii~izatiol1and Ireason in the First World iWar, of the
world changed Jmi reinterrr~\:ted by Marx, F~!I,mdand Darwin, of
capitalism and constant industrinl acceI-.;~ratrbt1~\of existential ~xpo~
sure to,meaninglessness or ~~bsurdity. (Bradbury & Mcl-arlane
(eds.): 1976, p.27) ,

=~" " ,,',' ,. '" ' :1

11For instautt'" the: Prc-Rapliaelite Btotherhtfod and the Ar::s and (~rah~;Movcun-nt,
1



(Lynch's <tdopticn of SOllie of the Modernist sub-groups will be discussed later in
this chapter, as well as his use of the phihasophy of Existentialisru.)

The difficulties inherent in interpret~ng Modernist works encouraged the preva-

lence of critics: and theoreticians. Since trompe l'oeil work did not demand a high
degre-e of engagement with an artistic work, the need for a visual translation genet-
ally did Hot exist. (ltcan be argued that the work of some Surrealist artists. for in-
st111CeSalvador Dati and Rene. Magritte, is an exception to this rule because.unlike

Ii

truly trompe l'oeil art, this type of painting often places easily recognisable ~~bjec.tsin
" • . ",. I

-musual or disturbingjuxtdposition. "Alternatively, the object represented mighlt be
placed in an absurd, or unlikely, locale.) '\Because of the widespread appeal dfiRe~
alist and Naturalist forms, many cultural consumers found thfmS~tVCSto be cral-
lenged by the work of Modernist artists and W(\I"C fre.quently~eliant on Critics.'andr \) I

theoreticians in order.to make sense of the work under scrutiny>--/ '. Ii
~ " 1/

1

'I

However, as previously mentioned.the most obvious characteristic of Mqder',hism
is the increased, awareness displayed by its creators of their various artistic n~bdia,

1\ '.' i
This factor is ~e underlying feature of all Medernist artifacts, and is continued by
Postmoderuism, although usually in a less intrusive manner. For instance, Post-
modernism first became obvious as anew artistic trend inarchitecture, and was
largely characterised by an awareness of the surrounding environment, as well as
the decorative possibilities of architecture, facilitated by the: architect's awareness
of the history of his creative genre.

In the realm of architecture and design, Modernism has come to be associated with
functionalism.particularly in the work of Walter Gropius and Frank Lloyd Wright,
Most Modernist buildings have little connection with their environment, existing as

'~,-

structures which have been designed for maximum spatial utilization _ Charles
1..... \

Jencks, somewhat facetiously, refers to the Modernist movement in architecture
being "...a Protestant Reforrnation.;." (Jencks: 1986, p.28) aa opposed to the ebul-
Bent Catholi cism of Post modernism. Jencks extends his religi ous metaphor to a de-
sedption of the dominan t ethos ofModernist archi tecture:

Page 14
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''"':/

ii

ji'

II'

I!i

i,1 i:;i
Ii, !'Iij "'< ,I,'

Jei.l~~sjusWies his ecclesiastical ahaloi~ies by referring to Modem creators ari,d in-
II /,'0 Ii ;,1 -,

t:ellq!ct Hats as the new priesthood. r " \
!
I

The .reigning/religion of archit~')ftljral Modernism COlf)d be (,'uiled
pragmatic amelioration, that is i;llle helief that by 'doing more with
less' as Buckminster Fuller said,isbdal problems would slowly disap-
pear. (Jencks: 1986, p.28) , "'i ,.. .

:, :'1'

11 !:

i
'IIi
i:
'i
I:
1/ Ii Ii

II ... . ".i .. .. !
However, Jencks acknowledges that b):focusing on J.1oder~1architecture, one tends

:'1 ' ", ," I:':' "J ',! ""

to iil;nore Modernism's pessimism: :i Ii ;'
i! 'i!'
ii' iii'
i,i II Ii

'i .i.the other arts and philosophjt., are not optimistic and progressive
:1 at all. Think of Nietzsche, Goedel (sic), Heiseoberg, Heidegger and
,,' Sartre w clcser to nihilism than 'W the positivism ofFnUer. Or think of

-treats, Joyce, Pound, T.S. Eliot, pr De Chirico, Picasso, Duchamp
land Grosz - hardly liberal, not very socialist and certainly not opt!"
,I ,

'mistic. Whereas Modernism in! architecture has furthered the ideol-
ogy of industrialisation and progress, Modernism in most other fields
has either fought these trends or lamented them. (Jencks: 1986, p.28)

i ,

[II [: -\

In their most exalted role, theY1NiouJd heal society'J\1~mS; in 'purifying
the language ofjhe tribe" they cl!~!~uidpurify its sensitlHhy and provide
an aesthetic-moral base~ifnotl~i politicalone. (Jencks: 1986"p.29)

T~iis indicates a schizophrenic sensibility. Modernist artists reject representation
an'iir the linear narrative as being of little usc in the world of Freud and Einstein~yet
ar~i seen to mourn their destmction. in almost elegiac fashion (for example, T.S.

Ii r-

El~'resThe fVaMeLand.)
jl

I'
i; ,

Commenting on Clement Greenberg's .critical appraisal of Modernism, Jencks
iist4tes that;
ii! Q

Moocrnis.n as Clement Greenberg has defined it always tftiSthis irre-
ducible goal: to focus on the essence of each-art language: By doing
this, he argues, standards are kept high.in an- age of secularisation,
where there are few shared values and little left of a common svmbol-

I ~

ic system. All one can do in an agnosl~c age of consumer pluralism is
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The reigning religion of architectural Modernism COUld be called
pragmatic amelioration, that is the belief that by 'doing more with
less! as Buckminster Fuller said, social problems would slowly disap-
pear. (Jencks: 1986, p.28)

Jencks Justifies his. ecclesiastica! analogies by referring to Modern creators and in-
tellectuals as the new priesthood.

bttheir most exalted role, they would heal society's rifts; in 'purifying
the language of the tribe" they could purify its sensibility and provide
an aesthetic- moral base -Ifnot a political one. (Jencks: 1986; p.2~~)

II

HE~cver, Jencks acknowledges that by focusing on Modern architecture, one tends

( ,~~reModernism's pessimism:

...the other arts and philosophy ... are not optimistic and progressive
at all. Think of Nietzsche, Goedel (sic), Heisenberg, Heidegger and
Sartre - closer to nihilism than tothe positivism of Fuller, Or think of
)' eats, Joyce, Pound, T.S. Eliot, or De Ch!dco~~icasso, Duchamp
d~l).d GrOSZir- hardly liberal, not very socialist q/',3/\;'yrtainlY'not opti-
mistic -. Whereas Modernism in architeeturC/'" ",)furtheredthe ideol-
ogy of industrialisati on andprogress, ¥ed,if . .)11 in most other fi<;,1ds "
has either fought these trends or lamer P9 .' 1m. (Jencks: 1986, p.28)

c. ._,! v _;
, "This indicates ~l schizophrenic sensibility, f ,t'nist artists reject representation
j 11r,

and the linea. ..rarratlve as being of littI~iusl t:il~wort d of Freud and Einstein, yet
are seen to mourn their desn uction in almost elegiac fashion (for example, T.8;

Eliut's TJu!JVasteLtmJ,)

Commenting on Clement Greenberg'S critical appraisal of Moderejsm, Jencks
states that,

Modernism as Clement Greenberg has defined it. always hasthis irre-
ducible goal: to focus on the essence of each art language. By doing
this ..he argues, standards are kept high in an age of secularisation,
where there are few shared values and little left of a common symbol-
ic system. All one can do in an agnostic age: of consumer pluralism is
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n

(i

sharpen the tools of one's trade, or 'purity the language of the tribe"
as Mallarme and 1'.8. Eliot defined the poet's role. (Jencks: 1986,
p.28) .. I

Given this artistic Puritanism, one can understand Jencks's Protestant analogy for

Modernism,

, ..

The way in which Modernists sought to I{iu~i~ythe language of the tribe" was by re-

defining their media and by constructing the idea (and ideal) of the New as a.secular I

"
Holy Grail. Contained: within the concept of Modernism was the idea of empower-

ment, as-mentioned earlier in this.chapter, and Modernism was primarily a revolu-
c

tionary movement which'originafed as an attempt to seize the reins of artistic power

from the bourgeoisie Terry Eagleton, uiMarxism atzdLitermy Criticism. comments

at length on the Modernist form and content debate which is typified by the polar-

ised views of Georg Lukacs arid Bertolt Brecht. (Eagleton: 1976, ps, 20-36)

LUKa~s;believed that th~ preferred form of the bourgeoisie (that is, Realism) could

be filled with revolutionary content, enabling the largely uneducated proletariatio
understand the work more easily, therefore allowing them to respond !appropriatl~.

Iy', Eagleton traces Lukacs's philosophy to Hegel and isolates his ~J:iree..",.major -r:

1.( I, .. . .,-;1

critical concepts (as) 'totality', 'typicalityv'world-histortcal'." (Eagleton: 1976, p.2S)\!!
This approach/operates by ackn6wledgirig the effects of world forces upon an indi-

vidual, typically representative of his society. According to Eagleton, Lukacs be-

lieved that,

An great art is sod ally progressive in the sense that, whatever the au-
thor's conscious political allegiance (and in the case of Scott ana
Balzac it is overtly reactionary), it realizes the vital 'world-historical'
forces qf an epoch which make for change. and growth, revealing their
unfolding potential in its fullest complexity. ~f1ierealist writer, then,
penetra:'ies through the accidental phenomena of social life to dis-
dose, the, essences or essentials of a condition, selecting and combin-
ing them into a total form and fleshing them out in concrete
experience. (Eagletorf 1976, p.29) .,
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The essential e.!enwnt here is contact with the 'social process' According to Eagle-
ton, if Realism disconnects itselffrom ""jhe, vital world-historical' forces ..." (Ibid.),

c,

it transmogrifieseither into NaturalisnrorFormalism.

By (Njaturalism Lukacs means that distortion of (Rjealism, epito-
mized by Zola, which merely. photographically reproduces the sur-
face phenomena of society without penetrating to their significant
essences, (Eagleton: 1976, p.30)

Formalism also involves a loss of historical mealfing,~,j:"~;#l)_he'heroes' of works by
(,,) '_',

writers such ~~sKafka, Beckett and Camus are !l...stripped of (their) history and
(have) no reality beyond the self; character dissolved to mental states, objective re-
ality reduced to'uninrelligible chaos." (Eagleton: 1976,cp.31)

Brecht, however, believe~ in the alteration of ferm as the only theans of breaking
.away from the history of bourgeois art. A.t the heart of Brecht's use of the epic style

washis utilization of'the '-alienation effect', which was used, primarily, ~s a means of
I·' "

stimulating the critical faculties of his audiences, Brecht argued that Realism en-
couraged blind ac~e,1:'tanccin an audience, and that by interrupting the narrative
flow itwas possibleto reveal the 1I ... mechanics of theatricality. II (Boyne & Rattansi;

'--:'--\ \

1990, p.?) He was crltical'of Lukacs's theories and scornfully summarized them as,
n

"Be like Balzac- only up-to-date. II (Brecht, quoted in Eagleton: 1976, p.71)

Boyne and Rattansi emphasise the importance of "...the demise of the' integrated

individual subject' .;' ' (Boyne &1Ranansi; 1990, p.?) but warn against the miscon-
" 'I . .... ,. ,~,

ception that Modernism.views the universe as\Veing entirety meaningless and un-
r '\\

knowable: .

This preoccupation of (Mjodernism with'i.)ighlightil1g the means of
representation, the disruption of narrariveacontradiction and trag-
mentation in subjectivity and identity, and s6,.on, should not, howev-
er, be. allowed to ~bscure the signi!lc?nce ~f an unde~lying,. and
sometimes contradictory, tcndencywithin mos~.(M)odermst projects (i

to ding to the belief that in principle the deep \1tructure of reality is
knowable, that it is. intellectually and culturaliy penetrable. as it
were, but requires aesthetic, philosophical and, psychic strategies
more complex! inventive and self-reflexive than th~ ones typically de"
ployed in (Rjealist and (Njaturalist forms. (Boyne \~!.Rattansi: 1990,
po?)
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In describing the aims of the Russian Formalists, Victor Shkl~}v2iky, in the following t.

quotation, also succeeds in pro~1{dinga detailed analysis of the aspirations of the

Modernists in general,

Art exists that one may recover the sensation of life; it exists to make
one feel things, to make the stone stony. The purpose (If art is to im-
part the sensation ofthings as they are perceived and not as they ate
known. The technique of art is to make objects "unfamiliar" to make
forms difficult, to increase the difficulty and length of perception be-
cause-the process of perception is an aesthetic end in itself and must
be prolonged. Art is a way of experiencing the artfulness of ail ob-
ject; the object itself is not Important.jxhklovsky, quoted in Dudley
iuldrew:.1976, p.80)

Here, Shklovsky clearly indicates the irnportance of self-reflexiveness; it is not im-

po;tant to link thy chosen object to its surrounding:, The emphasis lies inothe com- \

positi on (or "firtfulne~sll)of the object itself, Later, this very abstract quality would ))
'contribute to the argument against Modernism, as many artists were accused of '.

being imT;~,,:prehensiblyesoteric and therefore contributing to intellectual ;Utism.
( !i

J)

Near the end of the nineteenth century there was what Gillian Naylor, in' her book

entitled The Arts and Crafts Movement, described as "a crisis of conscience." (Nay-
lor, quot~d w;'Sparke: 1987; p.69) This crisis of conscience revolved around the ef-

.' I ., •• ' , ~\ • I I •

feet that'n1ecl\anisaUon might have on the environment, and led to the formation'

between :r880 and 1890 of a number of guilds, Sparke mentions specifically Mack-
Murdo's Ce itury Guild (formed in 1882), Lethaby and Crane's Art Workers' Guild

(1884), the Arts and Crafts Exhibition Society (1885) and C.R. Ashbee's Guild and

School ofHandicraft, established in 1888. (Ibid.)

The most prominent characters in this rejection of the factory made object were
C.A. Voysey, MackMurdo, Walter Crane and C.R. Ashbee, who had all become in-

volved in interior decorating, following the example of their ideological mentor,
'William Morns.

Penny Sparke describes Morris's ideas concerning the morality of design:

Pag( 18



Following Ruskin closely, Morris advocated the princ~ple of truth to
nature and felt very close to the medieval world, both aesthetically
and s~iritually. In his desi¥os he co~?ined natural imageryj( al~ei.t in
a stylized form), handwork, recognition of the moral andrsocial im-
plications of medievalism and, most importantly, a vjF"aJ simplicity
which extended (the) idea ofrelating form, or ornamel~fj to function,
(Sparkc: 198'1, p.67) .

Morris represented a considerable oppo.ition to the dominant trend of factory de-

signed products. In the same way that Postmodernism later emerged as a reaction

against Modernism's functionalism, the Arts and Crafts movement advocated a re-

turn to decoration and emphasised the impor tance of the craftsman (as opposed to

the factory worker.) 12

'I

In the debate betwe~n Modernism and Postmodernism, it is possible to see hdwtlie

importance placed by the Postmodernists on amovemerit away from stark design

arid functionalism can be compared to Morris's philosophy. It is also interesting to

note that, just as the philosophy of the Arts and Crafts movement eventually degen-

erated into aestheticism, so Postmodernism is .quently used today as mere de-

sign, bereft of its philosophical framework. This factor will be diseussed later in We
chapter, with specific. regard to film.

Jim Collins, in his text, Uncommon Cultures, places this tendency to view mechani-

!!zati on as an unnecessary evil in an histori cal Ught:

Rather than conceiving of the transition from the Enlightenment to
the Industrial Age as. a shift from one public sphere to multiple
spheres, critics of mass culture, from Matthew Arnold to Jean

12Morris placed great importance on the concept of work, believing strongly in the dignity of laboux,
writing

Nothing should be made byman's labour which is not worth making orwhich must
be made by labour degrading to the makers ...ldon't want art for a few, any more
than education for it few, or freedom for a fev,/:..Art will make our streets as beauti-
fui as the woods, as elevating as the mountain-side: it will be a pleasure and a rest,
and 110t a weight llPOIlthe spirits to come from the open country into a tOWIl. Every
man's house will be fall' and decent, soothing to his mind and helpful to his work.
(Morris, quoted in Sparke: 19~7;p.M)1

Although cousidering himself a socialist, it seems dear by Morris's statements that he was more a
Romantic, emphasisingthe dignity of the individual as a means ofbcneflting society as awhole.

i\

Page 19



Baudrillard, have characterized this transition as a profound fall
from grace, in which the twin evils of mechanization atid commodifi-
cation have eliminated any kind of cultural heterogeneity, (Collins:
1989, p.7) \.1

While the earlier Modernists had striven for originality in their work, this obsession

was mocked by the Pop Att:;:sts,who rebelled against Modernism's tenets of origi-

nality, complexity and intellectual eXR'usivity. While artists such as Picasso and

Mir6 were renowned for the complexity of their metaphors, the Pop Artists sought

to banish metaphor from theirwork."
r'l,

The avant-garde has desensitised the public to such an extent that the unfamiliar

now seems familiar. If it is possible to consider the work of the Abstract Expression-

ists as representing the apex ofthe intellectually demanding artistic product, then it

isperhaps more easy to place the work of the Pop Art movement.

" (\

Since the artistic market was already flourishing under artists such as Pollock, it is
((possible to argue that Pop Art was displayinga certain amount of honesty rega~ding\i . . . .
Hs:aims. Commercially trained artists such as Warhol were aware ofthe power of

~. Ii
advertising, and used that knowledge to sell their work. Lucy Lippard, describirig

,I

the collages of John McHale, enables the concerns of Pop Art.to be placed in an his-:

13 Luey.R, Lippard states that the conditions necessary forPop Art's advancement were, "",il serious
taste for pop~lar culture, a belief in multi-evocative imagery. and a sense of the interplay of technolo-
g'J' and man." (Lippard: 1970, p.36) By tgijt-{inie, many Modernist artists had also discovered the fi-
nancial benefits to be reaped from tD.eworld of art

Since the 1950s the art world has become Increasingly associated with the area of finance" many
wealthy citizens now choosing to invest their excess capita 1in the so-called art market, rather than in
gold shares. Suzy Gablik, in an essay unambiguously entitled, "BUREAUCRATIZATION: The
Death ofthe Avant-Garde' provides a convincing explanation for this phenomenon:

For some time now ~thas been evident that the critical intransigence of the avant-
garde is evaporating ill front of our, ~vcs. Provocations that once seemed radical
have long since lost their power to sl~bCk.Even the most difficult art bas become
comfortably familiar, and the unpredictable predictable, Whether au spite of itself
or diie to circumstances beyond its control, the vanguard t:tD%eelp't has been traded
in for good marketing strategy, and has become a big, t<ilVOllllllllugluggernauL The
critic Peter Schjeldahl put it well when he wrote that the ritual auticornmercialism
1)1' the late '60s and '70s has had "roughly the imKi'tllt~ (capitalism of a beanbag
hurled against cement," (Gablik; 1984, roSS)
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torical perspective. The collages flll-t, 1!11'""li-liortraitsof consumers, full of the, good

things of postwar abundance." 1 p.35) It is at thisI( 1t that represen-
{~,; ",!

tational art once again begins allowing Posnhodernism to be, seen as a
powerful artistic and philosophical force.

Elaine de Keening, describing Franz Kline; a member ofthe New York School (an

artistic clique in vogue at the time that the Pop Art movement was emerging as an

artistic force) might have been describing David Lynch's later films: _
I]

The American stytreas he saw it -with a fan's Zt;,!'l:t and expertise ~had
an element of the comic; the big brash breezy gbsture that, carried to
its extreme, becomes a not-unconscious parody of itself, as in the de-
sign of a Cadillac or the cut of a zoot-suit ...the forceful sentimentality
of Tin P1Il,Alley songs. (deKooning.quotcd in Lippard: 1970, p,74)

From this time. on, it beca'me less essential for arbtJ't~t:lgn an ~ggressivenon-repro-
sentational stance. However. since Modernism had been such a major fof,i{i'or so

!/

long, it was 110t possible for artists and writers to return successfully to a Realist \)
\' " I i~J

mode. The Modernist revolution had rendered the transparency of Realism and

Naturalism inadequate. The way inwhich Postmodernism dealt witli{this quandary
will be discussedlater in this chapter.

l,,(
Malcolm Bradbury and James Mcfarlane view the spawnihe of numerous artistic

I

.movements to be Modernism's overwhelming characteristic.

It has been generally recognised that Modernism /was}very much a
movement of movements; the broad tendency divides into a se-
quence of phases, theories, social groupings, occurring in different
places at different times, yet having sufficient in common to make up
a controlling set of aesthetics and tempers. Some of the movements
were social groups; ethers were broad intellectual and aesthetic the-
ories that passed from country to country; yet others were small
groups of activists. The movements were often the behavioural.di-
mension of Modernist writing.they helped sustain it~image as a neo-
political force, a true avant-garde. (Bradbury & Mcfarlane: 197~,
p.191) I\~

II
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David Lynch was particularly influenced by the artistic aims and characteristics of
"

Expressionism, Surrealis!" 'and Futurism, as well as by the philosophy of Existen-
tialism (as ma:y be discerned in his work to be discussed in the relevant chapters),

which particularlyaffccted the thought processes oflTIa~1}Modernist creators.

Lynch's most obvious ofE::pressionism occurs in Eraserhead, since the film's ap-

pcarance i~dominated by heavily saturated monochrome! not to mention the use

which is made of Expressionist design and chiaroscurqllgbttng. When Lynch turns

to Technicolour he again indicate~ the influence ofth6 Expressionists, with b~suse

ot"r,saturated colour, which is reminiscent of Matisse's early w~rk with the Fauves,

Both Blue Velvet and Wild at Heart contain scenes which refer to Expressionist tech-
c)

niques, in order to create a sense of unease and menace.

//y

Perhaps the director's adoption of Surrealism as a major artistic motif is even more

apparent than his exploitation of Expressionism. The three fi1ms-~rch will be dis-

cussed in this thesis all openly bear Surrealist st~gmata, from Henry's first walk
across the industrial wasteland in Eraserhead to kailor's encounter witha G09d

Fairy in Wild at Heart. However, initially examining the, three cinematic texts j'f)
\ .... \ (-,'

question.I] see-ms as ~""9ughl "nch initially adopted Expressionism as his primary
". '> . .-, ,- :

fo~us in Eraserhead, and used Surrealism as a secondary influence, but by the time

Wild atHeart was completed, Surrealism had overtaken Expressionism as the chief

obsession.

"
Anothermajor artistic inclination is Futurism. Machines and industrial noises fre-

quennyfeature in Lynch's films, and Lynch has acknowledged his love of machines

and-technology. In Witt!atHeart the noises and sights oftbchno!o&.'Yarc largely ub-
i)

sent, but speed is celebrated instead, in the shape of Sailor's spc:rts car.

In their text entitled Futurism, Caroline Tisdall and Angelo Bozzolla describe the

roots of Futurism, thus:

Theroots of Futurism are a tangled web cf turn-of-the-century politi-
cal, cultural and philosophieal currents that come tu light, unac-
k!!i)wledged, in The Founding and Manifesto', Few, if any, of the
i::)15 in it are totally original., Violence, war, anarchy, nationalism,
the_. cult of the superman, gldrification of urban HeeD of technology'!
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and of speed) together with hatred of the past and scorn of academic
values, had all been voiced before. What was new was the way in
which they were all brought together and synthesized into one in-
flamrnatory cultural document ripe for distribution, (Tisdall &, Boz-
zona; 1977, ps.17~l8)

\r . _ '''~

Obviously, not all of Futul'ism's tenets apply to Lynch, for i2Aatuplt~ the hatred of'the

past, mooted by Tisdall and Bo:&z,(lliul is clearly rejected by Lynch, who appears to

combine a love of technology with a genuine interest in historical artitacts .~l;lld

Consider, for instance" the character of Dorothy Vallens ill Blue Velvet who
SI:('kihS borrowed directly from an earliel'jilln noir mode. Clearly, Lynch's Postmod-
.ern style can easily incorporate the Modernist elements ofBxpressionism, Surreal-
hpn and Futurism, for, as Charles.Jencks states:

,'erhaps the ultimate paradox of the Post-Modern situation, the con-
dition built 011 paradox and irony. is that it can willingly include the
Modem and Pre-Modern conditions as essential parts of its exist-
ence, It has 1II.)t taken an aggressive stance with respect to an agricul-
rural civilisation, it has not sought to destroy industrialisation. nor
put forward a single totalisingideology, (Jencks: 19860 1r!.56)

The other major element of Modernism whichis frequently used by Lynch is the.

philosophy qf Existentialism .. Primarily. Existentialism is concerned with hmf;in
freedom. Potentially, all human beings are flr'ice,hut are constantly confined by
moral and social conventions, Part of the trauma of the Existential hero/vietim is

\\
that as subject he cannot be object (and the usc of the male pronoun is deliberate w

Existential heroes/victims are rarely female, despite the fact that women are tradi-
tionally more socially and morally restricted than men.) According to Deborah
Cameron and Elizabeth Frazer:

."flt' is not an object, that which is experienced, but an experiencer;
not that which is acted upon, but an actor. He is a potentially free
being, but he is trapped in a tight cocoon of body, conventions and
meanings, so that the moments of being and experiencing are fleet-
ing. ~1venwhen he feels himselfto be acting freely! he is acting in ac-
cordance with the norms of the society; {~venas he looks ut someone,
he is also being looked at and thus objectified, made not-subject,
This is the rragcdy. (Cmtlcrtm'& Frazer: J 987, p.59)



This definition implies a seriouslyschismatized and tormented individual, ~Icharac-
ter who became familiar to read-irs of Modernist fiction. Cubist painters, such as
Braquc and Picasso, were ahle 10 display this Existential anguish dJ~torting the
human form and questioning the two-dimensional limitations ofthe CUEvas.

According to Andre Gide, murder.us well as suicide) is a means by which the ~Ex:is~
tential victim can break free of all moral and social constraints. it is the ultimate cry
for freedom. As Cameron and Frazer acknowledge:

The act of murder is by definition an act whic' , rransgresses life itself
and thereby breaks down the conditions - blk_J,iy, psychological and
social- which keep mall'S free will in chains. (Ibid.)

Similarly, Andre Glde described murder as!

...the culminating actegratuittfthat liberates man from the determin-
ism of the material universe ...the point at which -irremediably ~man
opts for his own freedom. (Gide "quoted in Cameron & Frazer: 1987,
p.59) ','

Gide's philosophy quite obviously links with Lynch's decision: in Eraserhead, to have
1/ Ii,

Henry murder his baby, which frees him to.join his'Dr~lr\ '1 Woman in Heaven.
Also, Jeffrey's behaviour in Blue Ve/Vel seems strongly motivated by a desire to
move beyond the social mores and polite behaviour of the society with which he is
UiOst familiar, However, instead of grasping at his chance of Existential freedom!
Jeffrey returns to his original environment, seemingly cured of his moral wander-
lust, alth9ugh forever changed by his glimpse of Lumberton's darker sid~:,

Although Existentialism has its roots in France and Germany, it has also been incor-
porated into American culture. The basic premise of American Existentialism is c

the idea that the idyllic picture of America, created by hundreds of years of propa-
ganda, is false, Therefore, it follows that if America is corrupt it is pointless to be
confined by its societal values, and moMt:nobleaction hi the attempt to break free

,
from these.values by rejct.~iI'!gthe American way oflife ,
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The parameters ofAmerican Exi;"'~cntialismhave most obviously been set.by Jack

Kerouac's-road novel', On the R'J(ul, and by Et}.'iY Rider, Peter Fonda's 1969 contri-

bution to the 'road' g~nre. tll\r? bikers with metaphnric~l names (Captain America
and Billy the Kid) cruise America in search of truth, "...bur (they) only t1nd:disillu-
sionment and death." (Brode: 1980,1'.286) This j"uuth ;,'1~osophy,that America is

, , !\

essentially corrupt and hypocritical, was assisted greatly by the protests against the

Vietnam Waf. wITnllthreached theirvociferous anex during the late 19605, and have
.p " .... ~'

since been revived most notably by Oliver Stone in his films, Platoon, Born on the
Fourth olJu(v undJ.F:K.

Since the height of the protests against the Vietnam "War and the exposure of the
Watergate Scandal in the mid 19705, there has been an increasing tendency to ac-
knowledge that the American system is less than perfect. Lynch seems to l! ve

seizc4ypol1 thisfeeling of American glasnost, since all of his work exhibits a recog-
nition of'the skull beneath the skin within American-society, as does Stone's.

AU of the Modernist movements previously mentioned displaya tendency.towards
cerebral complexity. Sjhce one of the achievements ofMoaernism was to split the
sphere of. artistic creativity into the dichotomies of high art and popular culture,

o -

(high art gaining prestige, while so-called low culture was dismissed), this aggres-
sive intellectualism is unsurprising, Because of the increasing difficulty.of many
Modernist works the movement eventually was transformed into an elitist-pro-

gramme, far.from its revolufionaryroots.

Ultimately, Modornism's primary fault was that it i)lilcd to take into accountthe
needs of the individual, Modernist buildings failed to sustain life and Modernist
writing elicited no emotional response, Also, the movement had plantedthe seeds
of its own destruction by (inevitably) becoming the cultural nd 1·111. As Muller and
Bellido claim! "It is true of any avant-garde, that once it achieves recognition it ere ..
ares its own opposition." (Muller & Bellido: 1985, p.207)

Page 25



·..Ij ,_,

Raymond Williams describes the social structures of culture in his text, Marxism ..
And Literature, .. In a chapter entitled, "Dominant, Residual, and Emergent", he fe··
lares how, at anytime in historical development therewill be a dominant culture

also be,

A residual cultural element., ...(which) will in most cases have had to
be lncorpOl ..<iJed if the effective dominant culture. is to make sense ...
(William±;: 1977, p.123)

(In this case, it is possible to Sfte how some Modernist theorists, 11105t obviously
Lukacs, argued that Realism would haw to be included in the new form. since an

entirely revolutionary style would baffle theuneducated.)

FinaHy;\yillia.msciiscusscs the term, emergent:

By 'emergent'Lmean, first, that new meanings and values, new prac-
rices, new relationships find kinds of relationship are continually
being created. But it is exceptionally difficult to distinguish between
those which are really clements of some new phase of the dominant
culture (and in this sense 'species-specific') and those which are sub-
.stantlally alternative or opposniona! to it: emergent in the strict
sense; rather than merely novel, (Ibid.)

Since Modernismenjoyed hegemonic primacy for so long, it is unsurprising that
many critics at first considered Postmodernism to be a Late Modern movement, a
oh~~ous continuation (If Pop Art, or, as Fredric Jameson famously remarked, the
cultural logicof late capitalism.

Since Postmodernism first elnergcd in the fil.;ld of architecture, Itis perhaps wise ttl

commence a discussion of its basic tenets bymentioning Charles Jencks's account of
the failure of Modernist architecture:

The main motive for Post- Modern architecture is obviously the so~
cial failure of Modern architecture. its mythical 'death' announced

., > .,

. repeatedly over ten years" In 1968, all English'tower block of hous-
ing, Ranum Point, suffered what was called 'cunhllative collanse' as
its-floors gave. way after .:m explosion. In 1972, m~py.5Iab blocks of
housing were intentionally blown upat Pruitt-Igoe in St Louis. By
the mid 1970::;;these ml:plosiol1s were becoming a quite frequent
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method of dealing with the failures of Modernist building methods:
cheap prefabrication, lack of personal-defensible' space and-the al-
ienating housing estate, (Jencks: 1986.p.16)

This is typical of Modernism's more general tendency to ignore the. welfare of the
individual, preferring abstract ideas to human aspirations.

- 'I

M.H. Abrams, in a brief description of Postmodernism also stresses its environ-
menta! aspect:

The term (P)ostmodendsm is sometimes applied to the literature
and art after World War 11,when the disastrous effects on Western
morale of the first world war were greatly exacerbated by the experi-
ence of Nazi Totalitarianjsm and mass extermination, the threat of
total destruction, by the atomic bomb, tht:<_pevastation of the natural

,-, ....-..-:,. \,. - .-
environment, and the ominous fact of'~verpopulaHon and th~ threat
of starvation; Po~tmode.mismjnvt"\l"es not only a continuatfotic-r~r~
ried to art extreme, of the coante=traditional experiments of mod-
ernism, but .also diverse attempts to break away from modernist
forms which had, inevitably! become in their turn conventional, A fa-
miliar undertaking in postmodernist writings is to subvert t¥ foun-
dations of our accepted modes of thought and experience/io as to
reveal thc'meaningtessness" of existence and the underlying "abyss,"
or "void:' or "nothingness" on which our supposed security is precari ..
ously suspended. In recent developments in linguistic and literary
theoij, there, is an effort to subvert the foundations of language itself"
so as to show that its seeming meaningfulness dissipates, to an unillu-'
sioned inlluirer, J::-1t.O a play of unresolvable indeterminacies.
(Abrams: 1981,pJlt:)

Definitions of Postmodernism are numerous, but most agree that the dominant
'c

characteristics include. non-closure, multiple. storyhnes, use of historical sources,
(in fad a blatant reliance 0'1} other sources) and almost always involve a certain

(\

amount of game-playing, All of these attributes will be ,j:£(."!1Ssedwith specific ret-
erence to Lynch's films, also a debate about the particular appearance ofthese films
will be attempted.

Jim Collins links the emergence of Postmodernism with the need of the 'genera!
publici to be afforded a popular narrative, a factor which Modernism's intellectual
elitism did not acknowledge:
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Post-Modernism is most productively understood nqt just as a transt-
tional reaction against Modernism, but.as the culmination of the on-
going proliferation of popular narrative that began nearly two
centuries agoc (Collins: 1989~p.xiii) .

Collins provides a further definition of Postmodernism '(ps wel] as its link with pop~
ular culture) when he states that,

'»I,

We need-to SCe popular culture and Post-Modernism as a continuum
because both reflect and produce the same cultural perspective ~that
"culture" no longer can be conceived as a Grand Hotel, as a totaliza-
ble sy~temthat somehow orchestrates all cultural production and re-
ception according to one master system. Both insist, implicitly or
explicitly, that what we consider "our culture" has become discourse-
sensitive; thst how we conceptualize that culture depends upon dis-
courses which construct it in conflicting, often contradictory ways,
according to interests and values of those discourses as they struggle
to legitimize, themselves as privileged forms of representation.
(Ibid.)

Clearly, this positions Postmodernisrn in direct opposition to Modernism's cultural
totalitarianism.

/,1

If one considers Lynch's films with Collins's comment about a cultural Grand Hotel
in mind, one can s~e how Lynch is also moving away from this concept of a dosed

system. .Where the Modernists privileged originality, he acknowledges, 'Visually
and thematically, a whole tradition of popular culture. The most obvious example,

here, wouldbe his (i~eofrnotifs from the 1939 film The Wizard ofOsin Wild at Heart.,
although his other films also contain-stylistic paeans to earlier works,

The decline of the closed system call be, at least partially, attributed to the so-called (
information explosion, which began at the end of the Second World War, and seems
to have reached its apex today, As Charles Jencks states, quoting Marshall Mcl.u-
han, u...nothing is..15a bizarre as the juxtapositions t at occJ~·everyday on the front
page. of a good newspaper ..,;' (Jencks: 1986j p.55), continuing to mention that, with
the advent of'television, these juxtapositions are even more pronounced.

Page 28



Ii
II

I',I -
H.athl~r than attributing this new plurality to technological progress, Jean-Francois

II " ,-:,. ;1

Lyo~~~rdpreferred tc relate it instead to the collapse of the great scientific narra-
) "I ,-, ,I

tivesJi He lmks the modern era with a tendency to defer to ararrd narratives:
I

'i _. ~ ,-,
; ',1

1will use the term modem 1.0 designate any science that legitimates it~
selfwith refereuceao a metadiscourse of this kind making an explicit
appeal to some grand narrative, such as the dialectics of Spirit; the
hermeneutics of meaning, the emancipation ofthe rational or work-
ing subject, or the creation of wealth. (Lyotard: f 984, p.xxiii)

ThiJ'appeal to some kind of ultimate truth; 01' scientific discourse would seem to up~
,Ii' ,l

lwlq the argument put forward by Roy-Boyne and Ali Rattansi, that Modernism re-
tain!~the belief in there being some knowable deep structure of reality, '-,hlch a
rigqrou:; exarni'tation.could, potentially.unearth, (Boyne & Rattansi: 1990~p.7) As
. i

A.Si~Byau.notes, however, in her novel, Possession, "Coherence and closure are
I,:

deep human desii es that arc presently unfashionable." (Byatt: 1990, p.422)
'I -
Ii
'I!i
il

SO~!iparadoxically, although proponents of Postmodernism advocate a return to
"

poi~ti1-arnarrative, they are also abandoning tiH}tradh:ion, followed by the Modern-
II

i.st~ias w en as by the RefYf~~~!?~of trying to find some underlying truth. In the same
fl w:i:' ','it might be possible to observe a transition of a similar kind h! the work of

,I) .. ij

D\~vid Lynch. Ile adepts Modernism for the duration of Eraserhead, and seemsto
I.

h~ivemoved to a pure form of Post modernism for his 1990 offering) Wild atHeart, al-
I'

t~;oug"'hLynch's use of visual and verbal references to The Wizard oiOz leave someII . " ,,"
90uht as to whether Lynch has entirely invalidated the metannrrative.
,Ii

jlyotard pr9vides a personal definition ofPostmodemism
'I

Simplifying to the extreme, 1detlnepostmodem aSincreduHty toward
metanarratives, This incredulity is undonbtedly .a product of
progress in the sciences: but that progress in turn presupposes it. To
the obsolescence of the metanarrative apparatus of legitimation cor-
responds, most notably, the crisis of metaphysical philosophy and of
the university institution which in the past relied on it. The'narrative
function is losing its functors, its great hero, HI)great dangers, its
great voyages, its great goal. (Lyotard: 1984; p.xxiv)'



Perhaps this "incredulity toward mctanarratives" can be related to the Information
.' '·!II -

explosion, whicI1is named by Jencks as being one of the primary causes of the Post-

modern crisis:

The Post-Modern Age is a time of incessant choosing. It's an era
when no orthodoxy can be adopted without self-consciousness and
irony, because all traditions seem to have some validity. This is part-
lya consequence of what is called the)~lfdtmaUon explosion, the ad-
'vent of organised knowledge, world communication and cybernetics.
It is not only the rich who become collectors, eclectic travellers in
time with a superabundance of choice, but almost every urban dwell-
er. Pluralism, the 'ism' ofiour time, is both the great problem and the
great opportunity ...(Jencks: 1986, p.7)

Ii
When discussing Lynch, the most important aspect of Jencks's argument about the

possibilities offered by the information explosion, is the access to historical materi-

:)1. Lynch 'eclects' very little from other contemporary cultures, his primary interest

being the residual American artefacts (particularly cinematic) which are available

11:)him," Although he claims 1:0 admire several ~~fhiscontemporaries, most obvious-
'. I: "" 0

lyKubrick and Scorsese (Woodward: 1990, p.~'5), there is little evidence to suggest

that he has been influenced by them. (Although parallels in design, editing and nar-
i ' r, i

rative could always be noted this would prove' to be a rather forced comparison in-
stead ofa logical argument.)

\1.

The pluralism invoked by Postmodernism contributes to.the movement's tendency
. .

towards non-closure. As Byatt stated. coherence and closure seem simplistic and

outdated in the Postmodern Age, and the viewer, or reader, is usually denied the

pleasure of a firm and 1'1es~Hll1dingconclusion, One might argue this to be the. result

of hyper-Realist thought that is, that life generally evades the discipline of a defi-

nite resolution, so it seems illogical that art should conform to this pattern. Howev-

er; it is more likely that it results from a realisation that Modernism has rendered

ineligible the possibility of a single coherent outcome. The Modernist movement
\ -

~-~----
14 One might consider, a~.examples, the ltIiug,iing otwell established genres in BIlle Velvet and Hen-
ry's Chaplinesque walk in Iiraserltead, 1/

.;
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1\

'1\ ,.. • \\ ,.[;'1
heralded a loss ot:faith in.the linca~ narrative, and criticised the ~_~,alists'tcndCJ:1r
to be slaves ttl logical plot construcnon and character development. \

Another possible reason for this movement away from narrative closure.Is that the
Postmodern tendency towards developing multiple narratives within one work
tends to hinder a simple outcome: Jencks writes of the carnivalesque aspect of
Postmodernism, when referring to the work ofFellini:

Federico Fellini often turns the.mad competition of many opposite
tastes into 3 melancholic spectacle of hilarious sadness awl nearly
everyone of his movies has such a scene ~a Post-Modern carnival.
This kaleidoscope of pluralism is not to everyone's taste and it can be
tiresome. But it is a fact of life in the global village, lind many
.artists ...will incorporate incongruous matter into their work because
this disjunctive variety appeals to their sense of reality. If the culture
is heterodox; then the best artists will deal with 'this truth. (Jencks:
1986.p.5S)

If one believes in a heterodox culture it becomes more difficult to believe that one is
obliged to provide a firm conclusion to a novel or a film, especially if the. work in
question contains multiple storylines or narratives. For instance, Blue Velvet con-
tains elements of a teen romance, a cliched pornographic relationship, a detective

c. .' ", I'

story an!~even elements of a West<~r?inJeffrey's return to his home town in order to
fight the villain and win (by combatjl the affections of Sandy, a girl he knew before

leavingtown.

This continual 'eclecting' from other filmic genres can be viewed as a development
of the Modernist obsession with self-reflexivity, Although the Modernists prized
originality before, all else, and the Postmodem tendency is towards quoting histori-

'-I ,~,

cal sources, Lynch is still examining the boundaries offilm.

--.~.---
is All extreme example of this loss:of faith was SamuelBeckett's creation of Nag and Nellin End-
gum.:, who ate not permitted coherent memory or thought ana who. for the entire duration (jrthe
fllay, are confined to thcir dustbins,

. \,i
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The manner in which Postmodernists view language also contributes to this sense
'I ~ -

of generic exploration. Linda Hy~C'heon quotesCharles 1~\usseH'sopinion of Post" ~
modernism's tendency to be! "...an art of shifting perspecilve, of double self-con- ..

r. SdOUSllt:'SS, of local and extended meaning." (Hutcheon: 1988~ p.H) Hutcheon
extends the consequence of this tendency to explain that, \+-:'( 'I c'/

(c(J!:lsequcnce of (the) far-reaching (Pjostmodern inquiry into the
_ ,I

very nature of subjectivity is the frequent challenge to traditional no-
dons of perspective. especially in narrative and painting. The per-
ceiving subject is no longer assumed to a (sic) coherent, meaning-
generating entity. (Ibid.)

tJ

Lynch tends to duplicate this sense of shifting perspective by the use of'characters
which differ from the traditional 'well-rounded' characters of American cinema.
For instance, Henry Spencer in Eraserhead is a clown -like character whose inner
life remains outside the realm of information given to the viewer and Frank Booth

, ;"1

inBlue v'elvet is ~ two-dimensional villain whose motives are never as clear as his a(>-
tions, Classic American cinema tends to disguise its fictional nature by the use of
conventions such as invisible editing. While Lynch seems determined to 'blow its
cover" to reveal its fraudulence, but not in such away that the viewer becomes alien-
ated f~~Hnthe narrative. Despite the manner in which Wild at Heart frequently ex-
poses its own false nature, by references to The Wi:i!urdof Oz, blatantly non-realist
acting and deliberately fatuous dialogue, the narrative remains a d~namic force de-
Si~rl1ed to focus the viewer's attention.

"

Finally, probably the most obvious aspect of Lynch's films is therr distinctive 'look'.
This has changed somewhat from Eraserhead's ehiai Ei.Pifi::;~;ionism"to Wild
at Heart's bright Surrealism, bot many common characteristics may stillbe ob~
served,



For example; most obviously the three films which have been selected as points of

discussion ill this thesis arc characterised by their conflation of past ~fYlesand fash- ,

ions. Eraserhead, completed in 1976, contains. a number ofa:[lai:::htoni3ms; for in-
. " ',I

stance, the furniture and light fittings of Mary XiS house might' have appeared less
unusual in a house furnished in the 19305or 40sj but in the 19708 look bizarre.

Blue Velvet contains the highest, number of temporal anomalies, with 50s clothes

and cars jarring blatantly with 19805 technology, and a ~940ejUm noir [emm rt fatale
(Dorothy) rubbing shoulders with a 19S0s bobbysoxer (Sandy). (This juxtaposition

is not, however, unique to Lynch, since Tim Burton's 1991 film, Edward Scis-

sorhands displays the same temporal confusion or styles.)

In Wild at Heart an Elvis obsessed Sailor Ripley wears a snakeskin jacket strongly
reminiscent of the. 1960 Brande film, The Fugitive Kind, and drives a contemporary
car. His relationship with Lula contains elements of an earlier chivalry, while most- .
Iytheir alliance retains a contemporary openness and equality.

When filming in monochrome Lynch uses heavily saturated black and white, which
encourages comparisons with early Expressionist masterpieces, ..such as The Cabi-

net of Doctor C+tligari(1919) and Metropolis (1927). His colour films utilise heavily
saturated colours which evokes remembrance of the early days of Technicolour.
Lynch appears to have been heavily influenced by Postmodernism's determination
to reincorporate historical sources into its creative considerations. As Chjr1es
Jencks states, "The tradition of the new made such a fetish of discontinuity that now
a.radical work of quality is likely to have a shock of the old." (Jencks: 1986, p.38)

Lynch joins the Postmodern tendency towards a new historicism, but is also charac-
teristically Postmoderh in the way in which he adopts past styles and quotes from
old filmsin order to make a different statement about ~hecontemporary~prld.

I This Posrmodcrn proclivity is described by Charles Jencks as double coding) and he

quotes UmbertoEco in order to reinforce his argument:

Umberto Eco has described this irony or double coding: II think of
the postmodern attitude as that of a man who loves a very cultivated
woman ahd knows he cannot say to her, "I love you madly", because
he knows that she knows (mid that she knows that he knows) that
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these worl~$ have. already been written by Barbara Cartland. Stili,
there is a solution, He can say, "As Barbara Cartland would put it, I
love you madly". At this point, having.avoided false innocenee.hav-
jug said that clearly it is no longer possible to speak innocently, he
will nevertheless have said whet he wanted to say to the woman: that
he loves her, but he loves her in an age of lost innocence. If the
woman goes along with this, she will have received a declaration of
love all the same. Neither of the two speakers will feel innocent,
both will have accepted the, chsllenge of the past, of the already said,
which cannot be eliminated, both will consciously and with pleasure
play the game ofirony ...But bothwill have succeeded, once again, in
.speaking onove,' (Eco, quoted in Jen cks: 1986, p.16)

Despite its somewhat flippant tone, this description of the Postmodern attitude is a

thoughtful and accurate one. The task of this thesis is to conduct an investigation
it'

into the methods David Lynch employs in order to make films, "in an age of lost iti,:,

nocence", and which allow him to make an original statement, while responding to

the influence of history.

"I( /



CHAPTER TWO

J~RASERl!E:AOAND1HE FAILURE OF7MODERNI'lV

In Cr!apter One Marshall Berman's thesis, that Modernism and modernity are
ji

closely linked, was discussed;WbU~ examiningEraserhead itwill be advantageous
, "~

to bear this philosophy in mind, since the film's Modernist is narrative reflected by
i i

the ip,oustriallandscape!'yhich surrounds the characters, and which affects and ech-
,I ,I,
r '

oes their psyches.
!,

II

Bernilan describes what he considers to be the central tenet of'Mcdernisnu
i: II \ -
!:i \1 I."

They (the Modernists) are moved at once by a will to change ~ to
transform both themselves and their world - andby a terror of disori-
entation and disintegration; of life falling apart. They all know the

Ii thrill and the dread of a world in which 'all that Is solid melts into ail".
(Berman: 1982,;((13)

!

,i" , " ' , , ' ,_,
~Takiihgthis into consideration (and Lynch must have been aware of this tenet) it fs

!)j -'. ;-

unsurprising that Lynch di&pl:lys an environment so uniformly unpleasant, It would
:!

appear tfi,'ltHenryls world is unable to sustain lift, for instance he is forced to

trav~Irse a blarren, industrial wasteland ~i'1order to gain access to his apartment, in
i! . . . , ;/. ... '/

'1,hich a woman behind (he radiator spends her time squashing sperm-like objects.

Sex 1,8 viewed as a repugnant act, presumably because it results in thl cred~ion of
j! "Ii

nevi~i(e. Modernity, in Henry's world, is a negative. oppressive force which results

in tl~edestructionoftheenvironment. -
" Ii

,--

:1 ,~. c

Berman recognizes both the positive and the negative aspects of living in the mod-
il II,

em age:

To be modem is to find ourselves in an environment that promises us
adventure, power, joy, growth.fransformation of ourselves and the
world ~and at the same time, that threatens to destroy everything we
have, everythingwe are. (Berman:'1982, p.1S)
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Henry and Mary's world promises little but the prospect ofil1gustrial decay, and thg

respon-sibility of nurturing to adulthood-a mutant cJIHd. Although Modernists ini-

tially regarded the growth of technology with a'great deal of optimism, Lynch 'sview
appears jaundiced, and the positive qualities indicated by earlier ~debrants of mo-

() -,

dernitvhave been emden ..r

Berman's description of the demographic shifts which were caused by the develop-

ment of technology are therefore relevant here. The movement from the rural re ..~ -~'" -

gions to the urban areas also encoar)!.?=-.d(t~~development of the nuclear family,
- - _.l)

which became the dominant social grouping in Europe and America. Eraserhead
chronicles the death of a nuclearfamily," from Henry and Mary's 'shotgun wedding'

to ~1aris eventual defection, He~lCY's adultery ..and his eventual murder of t~eir

malformed child. As Lynch appearsto view the situation, the dominance of thenu-

dear family has done little but force human beings into restrictive social structures,

This criticism of the family structure can be seen throughout Lynch's work, from the

unpleasant-parents of 'TheGrandmother, to Lid a'sWicked Witch of'the East mother

.inWild atHeart, cCI

Apart from Henry and Mary XiS miserable marriage in Eraser/wad, there is also evi-
'-n " \\

deuce of sickness in Mary's parents.' marital situation. Mrs. i't sexually harasses

Henry.and Mary's barely animate grandmother is·used as a human salad-tosser.

Since the growth of the nuclear family, as has previously been mentioned, has been

encouragerl.hy the development ofiI1dustf~' it is possible to view Lynch's attack of it
as a responSe to the effect that modernizatibn has had on the 'American Dream '.

-~

Berman describes the modern world as an environment.whichencourages ac;zfon
I I, II' __

and debate:

To bemodern is to live a life of pal ado x andcontradiction. It is to be
overpowered by the immense bureaucratic organizations that have
the power to control and often to destroy all communities, values,
lives; and vet to be undeterred in OUf determination to face ,.t, ese
Ior=es, to tight to change their world and make it our cwn, It;'.' ibe

( )

16 For another exam pie of 11recent film which attacks the nuclear family, See Bob Balaban's 1988
film,Plm1IitH, 111which a smell boydiscovers that his wholesome , all-American parents arc C:lllUibi!t~.
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revolutionary and conservative: alive to new possibilities for !:~~
perk-nee and adventure, fr ighf'med by the ulhW:;;ticdepths to which
so many 1110dem adventures lead, hJl1,ging t(;l create and to hold onto
somethingas everything (Be.m11!n: ps.13-1

~, ,_"_. ',.,

the environment

to have been

little hope for happiness

by unse ..snforces, A' though Henry reveals
never returns to This indicates that

or town in the'tl,tm is set is created bv machin-~ .
which case the dii.',;';tmdltiH of the environment seems

the acstheti c degeneration oxIt seems particularly tingk

an urban area bymachines and factories which have since become useless, since it is
unlikely that Henry's workplace is more visually pleasing than any of the other

, buildings seen illthe film, Also, the fact that Henry seems to lack work as a printe,
'I

reveals that the,rc is a dearth of communication, despite the unsightly evidence of
technology,

As Eraserhead hi examined more closely one: is able to view) with increased clarity,
Lynch's pessimistic reaction to thevislble results of'modernization and Modernism,
!\Berm:.urdiscerns this negativity as characteristic of twentieth century crh}~s of nit"

modern age:

...Marx and Nietzsche ~and Tocqueville and Carlyle and Milt.and Ki~
erkegaard and all the other great nineteenth-century critics - also un-
derstood the ways in. which modem technology and social
organization determined mnn's fate, f,futthey all believed that mod-
ern individuals had the eapadty bodl to understand this fate and;
once tfieyhud understood it, to fight it Hence, even in the midst of a
wretched present, they could imagine an ()pen future. Twentieth-
century critics ot modernity almost entirely lack thi~!empathy with,
and faith in, their fellow modern mel! and women. ,I!Berman: 1982,

c 111h

p.27) II

The people recognize themselves in their commodities; thev find
their soul in theiruutomobiles, hi-fi Sl..l~S.split-level homes, kitchen
equipment (Herman: p29)



·~gt).in criticising contemporary theorists, Berman 'adopts a defensive position in

order Marcuse's censure,

Now this is a familiar twentieth-century refrain, shared by those who
love the modern world and those who hate it: modernity is constitut-
ed by its machi ~~es,of which modern men and women are merely me-
chanical reproductions. But h travesty of'the nineteenth-century

tradition in claimed to move, the cdti~
tal tradition and Marx, To invoke those thinkers while re-
jetting their vision history as activity, dynamic
contradiction, dialectical struggle and progress, 121 to retain but

j their narnes.jIbid.)

":i
Nom~ally classified as.a horror film, Eraserhead is both less and more than its ge-
neric Uescriptiol1. There are conventional scenes of horror, for instance in Bemis
mutdh ofhisenJimt terrible, h,ut the dominant feeling is one of despondency. T~i.sis

\"." \'

largeil~ldw~ to Lynch's portray~l of his modern world as a grrw and unihterestlng at-

ft10SPII~ere, dominated by lU'Ltlttmttioning technology (for instance, the electric

lights ~lhkh frequently blow) and squalor.

Itwotlld, perhaps! be more accurate to describe Eraser/wad as a pastiche, both of
the IH::ii'rol'film and of'the Modernist film text.' Jameson !4efine~pastiche as,

."like parody, the hnifation of a peculiar or unique style, the wearing
1,· k II h i d d l but i 'I 11o\ty H~t1Cmas _, speer Ina.'.,ea', anguage: 0 ut It IS a neutra prac-

tice of'such mimicry» without parody's ulterior motive, without the sa~
tirical impulse, without 1anrthter, without that still latent feeling that
'there exists something !lummi compared to which what is being irni-
tated is rather comic. Pasti. J~leis blank parody, parody that has lost
its sense ofhumor.i.tfamesoj] in Raplun(edo):,1988, p.16)

It is unlikely that Lynch's employment oi'p-::lsticheis as humourless as Jameson he-
lieves the usual Postmodern adoption of it to bel but it undoubtedly features promi-

nently itlmuch of hiswork, ~i,'tluding Eraserhead,

Certainly, Eraserhead incorporates many characteristics of the horror film within its

structure, the most obvious example being the physical repulsiveness of Henry and
Mary's baby, The use of Expressionist techniques also aids the uneasy ambience



which defines-the film, for instance Lynch's constant usc of major contrasts of light
and shade (Of chiaroscuro), which has prominently featured in many filmic works

, ,

dealingwith the horror genre, for instance, George A. Romero's 1968 film, Night Qr
TheLit'ingDt:!ad,

or the violent
considerable usc of the

,

of Bobby Peru in HiUd tit Heart. t\(l~to mention
in1 \ifln Peaks, Lei and Palmer trahsmogrities into

If an overview of Lynch's oeuvre is attempted one is able to observe au element
in all of illswork, Consider the cannibalistic at begirmiug

his psychopathicalter-cgn, One must observe, however, that Lynd~rarely
rates stylistic or generic elements into his:work for no reason, Wt,eli he uses
conventions it is always in an attempt to make an original statem.cu~! such as Bobby
Peru's decapitation revealing that the character is (litertiHy) brainless.

,
q

Eraser/wad is (Inite specificallybased upon the issues raised by MallYShelley's nine-
teenth cent my novel, Frankenstein: or, The Modem Prometheus (l817);, Mary X

, '

(perhaps one couldread Shelley for 'X"l) does; quite literally, give birth to a mon-
ster, but in Lynch's re-working of Shelley's tale she is an unwitting victfm, wh~reas
SHelley·::;Dr. Frankenstein displays a Faustian tendency towards scientific suprem-
acy,

This important difference can be equated with Marshall Berman's resp-?nse to the
twentieth century critics of'Modernism. Possibly LY!1Ch is stating that while we exist
in a modern world which is blatantly decaying, we' cannot help giving birth to 1l1011~

sters, This would indicate an extremely unsympathetic response to all that is mod-
ern, since while Dr. Frankenstein had to work in order to create his monster, Mary

X seems to be totally passive,

Lynch normall¥ uses horror conventions in order to illustrate an aversion to the
human condition. Eraserhead was a reaction to incidents which he observed whilst
living ~nPhiladelphia during the 1960s:

Just like in Philadelphia, the fact that a family is going to this chris-
toning. 1happened to be upstairs painting the third floor black. And
my wife at the time, Peggy, was taking my daughter, Jl'imifer. who
was one, (Jut in this perambulator.i.And a large family across



street was going to 11 christening, And a gang tame swooping down
and attacked the family" in the family there was a teenage son
who tried to defend the whole bunch, and they beat him down, and
they him in the back ofthe head, Those kind of tnings will spoil

atmosphere ~permanently- and bring it way down. (Lynch, quot-
h;;:Breskin: 1990, p,60)

"\

\

Lynch al~~?recalled a less violent incident from his days in Philadelphia, when, ~'I

S;:fVI a grow\~woman her breasts and spea~~1ikea baby, complaining her nipples

will S(~tyou back." (Lynch, quoted by Woodward: 1990,

(Givc1~Lynch's seemingly frequent exposure to this type of weird behaviour

one might td:.~SlderEraserhead as a realist film, in an absurd manner, especially

after he once ~;ommented! "Eraserhead is the philadelphia story," (Lynch; quot-
eclbyGodwin{J984, pA7»)

/1

. The terror cdhtaine,d in Lynch's first feature mim is, however, primarily of a psycho-

logical natUl~I~5the mental condition of the characters finding expression in physical

form. The ~~orroris contained within Henryarather than being imposed from the
, .outsidel1 anl'l is prir!lurHy motivated by the corruptedenvironment in which.the

h [I ,.

characters ~.xiSL
If
Ii

Lynch is ~nstalitlY awn!'!"of the conventions of the horror film, but chooses to ac-
/ Ii .._

knowledge this filmic tradition in a more sardonic than reverential manner. For in-
;' II

r , '. :stanc~iHenry's attempt to leave the apartment without attracting the attention of

his td~nd'is punctuated by a loud organ blast 'when he is discovered, and his startled
reaction is comic, ruther than dramatic. Also, the acting style employed in the film
is blatantly non-realistic and fails to engage the viewer. (Much of'the 19:19film, The
Gibillet olDr. Caligarl employed similar alienating techniques.) Since it is the task

of the director of the horror film to engage the audience in a continual cfes,~endo of

tension, thc_f~:ode (If actingmlrrmilIyutHiscd isreallst, afactorwhich Lynch (;~oose.s
to ignore, Henry's-general appearance and bebaviour inspire laughter rather than
anxiety. although his situation wo.ul'a Seem HRe.Iy to evoke a sympathetic response.

17 Tbl': filmNig}llww'e 0/1 Elm Street (1985) adopted this idea ill order to create a tilnliSki., Freddy
Krueger, who appcmcd onlywhen hisvictiniswere ask.:p,.



IfAbrams's definition ofPostmodernism (first analysed in Chapter One) is consid-
ercd, it is possible to see how, even with his frequent use of Modernist techniques,
Lynch is already displaying Postmodern tendencies within Eraserhead, Abrams
highlights Postmodernism 's concern for the continued well-being of the natural en-
vironment, as wen as its tendency to consider set iously other threats to health the
guise of over-population and starvation, Although Henry wanders through Seem-
ingly uninhabited areas at the beginning ofthe.film, his apartment and Mary's p~:r~
ents' house appear Uh::omfortably small, as though many such habitations were
constructed for a large population. The fact that Mary's mother serves 'man-made'
chickens for dinner also hints at a shortage of natural foodstuffs.

In an essay entitled, "Change of Dominant from Mo:.I.t;rnisf 'to Postmodernist Writ-,
ing", Brian McHale separates what ~e v,iew'> as; prA/fi:::uy COfl.t;en:, of Modernist
writingfrom the dominantfoeus off; ).: (:om~",i~;tion:

.. \. /. . .

l'HE'Sl'S 1 'Th d· '. " .,.".. d . .... . , . . . ... i ,. .' .,
.1 ..1 e .mm):i'\~mtl~, 1\'.10 ~~.rnlstwnttng IS tpls:em t'51C{l, ...

That is,Modernist wrih~g is designed to raise such questions a~:wha t

is there to be known? who knows it? how do they know it, ~:"iWiW
what degree of certainty'! f10W is knowledge transmitted ftoin 0"'"
knower to another, and with what degree of reliability? how does ~
object of knowledge -,change as it passes from knower to knower r
what are the limits of knowledge? and so on. (McHale in Foskema
and Bertens: 1986! p.58)

Mclfale's view of Modernist writing equates with Boyne and Ranansr's previously
quoted claim, that Modernism has not abandoned the search for truth, or the deep. ~
1(,trueture of reality, but merely chooses to employ more rigorous interrogative
rileth6ds than those utilised by Realist or Naturalist. artists. (Boyne & Ratrasnsi:
1990, p.7)

This formulation contrasts considerably with McJ:lale's view of Postmodern writ-
ing:

\
\'
I!

THESIS 2. The don:linan.t ofPostmodcrnist wrhing is ontological.
That is! Postmodernist writing is designed to raise. such questions as:
what is a worl d? what kinds ofworl d are there; how arc they consti tut-
ed, and how do they differ? what happens when different kinds of
world are plated in confrontation, or when boundaries between



worlds are violated? what is the mode of existence of a text, and what
is the mode of existence of the world (or worlds) it projects? ho\~ is a
projected wor'd structured'! and so on. (Ibid ..: p.60)

Although Mcflale was referring primarily to literature when he made these distinc-
tions, one may convert them into filmic terms, although his continual use of the term
liworldll (Ibid.) seems less appropriate than the phrase 'alternate realms of reality'.
(Despite the fact that Dune is literally concerned with other worlds; it is less rele-

,

vant to a description of how these worlds operate within the framework of'Postmod-
ern ism than the film Blue Velvet, Therefore, it seems.sensible to retain Mel-late's
verbal economy, but to state that when a discussion -jf otherworlds is intimated, the
word is used in a more abstract manner.)

The most obvious fact is that within Lynch's films both the epistemological and the
.,

ontological tendency can be con~dered dominant. For instance, the torttited struc-
i

ture ofEmserhead encouragesfhe viewer to believe that" with an amount of'intellec-
tual exercise, there is a rea{~~~)WliclAs knowable, "...that.i.is Intellectually and
culturally penetrable ..." (Boynei~ Rattansi: 1990! p.7) However, it soon becomes

d , . -, .,.' l \\

obvious that Lynch is also obsessed by the world which he has created, and chooses
to focus his attention primarily 011 this universe in which mechanization has taken
over and sexuality is vi~wed as repulsive, In the following chapters McHale's theo ..
des will be discussed with reference to Blue Velvet and Wild at Heart. :i

Having stated thatENISf'rhead contains dements of both Modernism and ~ostmod-
ernism, it is essential to discuss the film with reference both to its epistemological
arid ontological characteristics;

The pessimism with wh;ch Lynch views the external evidence of modernity has al-
ready been discussed, therefore, an examination ofEraserl~ead's.structure and.sub-
text should be attempted, These factors indicate, as clearly as the film's

i', Ii ~

mise-ell-sci me, that the director finds it difficult to impart meaning within the uni-
verse which-he has created,



At least part of Eraserhead's horror is derived from the fact that, within the urban
environment, in which Henry and Mary exist; all hope of finding meaning has been
abandoned. The awkward scene in which Mary invites Henry to dinner epitomises

"

the inability of Lynch's characters to communicate with each other. Mary's father.
(,

after suffering an accident at work, lacks any feeling in his arm, Similarly, Mary's
mother lacks the ability to behave appropriately in a social.sauation, eventually

\ ,),

making unsubtle sexual advances towards Henry, Mary's grandmother is totally in-
- sensible'and cannot negotiate a simple task, such as removing a burnt out cigarette-
from her mouth. Even at the level of basic social interaction, these people are
doomed to failure.

Mcl lale indicates that the Modernist concern with the gaining of knowledge can be

discovered as a theme within the novel, but also wi thin the narrative structure of the
I)

piece. Describing William Faulkner's novel, Absalom, Absaloml, McHale states
that,

.,.in a typically Modernist mode~.(1bsalom transfers the epistemologi-
cal difficulties gfits characters to its readers; its strategies of 'Impcd-
ed form" (dislocated chronology, withheld or indirectly-presented
information, difficult "mind-styles," and so on) stimulate for the
rcader., problems ot! accessibility, reliability, and limitation ...
(McHale in Fokkema &Bettcns: 1986, p59)

~
I

Similarly, Eraserhead'« deliberately difficult narrative structure forces the viewer to
enter into an intellectual struggle to comprehend the film. IThis, in turn, enab les the II

audience to cooperatein the quest for knowledge, which, as Mcl-lale claims, is the
dominant feature ofModernist creativity.

The narrative form of Eraserhead is indicative of a world corrupted bymachinery,
Ol1~is continually shown the evidence of mechanical progress, but-the film's t'~ar-
aeters seem less aided by technological advancement, than rendered unable to rea-
son PI'communicate, Even if one. ignores the previously stated fact that much of the
technology displayed in *mserlzelld either malfunctions, or refuses to operate at all,
it seems obvious that the so-called machine age has failed to improve. and, perhaps,

~I

!)



has hindered the human ability to relate socially or intellectually within a societal
framework. Lynch ISmise-en ..scene of defunct machinery. acts as a visual indicator of
the malaise of a society in which people and machinery seem equally redundant.

To return to Marshall Berman's argument, that Modernism and modernity are both
a combination of; ".,..a win to change ...and ...a terror of disorientation and disinte-

"\

gration. ..t' (Berman: 1982,ip,13)~ one might argue that although Lynch continually
demonstrates the disorientation and disintegration of modem society, this is ac-
companied by ennui rather than by excitement. Although the narrative structure of
the film suggests that Lynch is attempting a Modernist approach, the deep structure
of the film indicates that any attempts to 'know the truth' will be futile. I There is,
perhaps, a nihilistic influence in operation here.

Eraserhead is also a film which frequently appear~ nihilistic, yet the final scene in
which the murder is committed encourages the idea that, despite the suffering
which Henry is forced to endure' 011 earth, there is a personal heaven to which there
is access after death. However, Lynch's depiction of this nirvana is so vague that it

D II

provides no concrete, answers for 't1heviewer. K.George Godwin, \:\nhis "Eraser-
'I - "

head Retrospect" (Godwin: 1984~p.51)' clearly believes that Henry'smurder of his
child invokes the end of the world, yet there'is no solid evidence to encourage such a
reading.

If one attempts to answer any of Mcflale's questions relatir~g to his Modernist the-
sis, ",..What is there to be,known'] who knows it? how do they know it, and with what

1\
degree of certainty'? ..." (McHale in Fokkema & Bertens: 1986, p.S3), the answers
are uniformly negative. This is not to say that !,.ynch does not raise such questions,
but he neglects to provide any concrete solutions. For instance, when Mary'smoth-
er informs Henry of the birth of his baby, Mary exclaims, "They're not sure that it is a
baby!" Even universal certainties such as this cannot be taken for granted.

The possibility of Erllserhead being a Modernist pastiche has already been men-
tioned. In returning to this idea, it is essential to consider that Lynch chooses to em-

"ploy a narrative form more complex than the style of any of his other feature films.
"

As Boyne and Rattansi state, this tendency ofModernism, to employ complex struc-



tures in order tq understand more fully the underlying Gnth of the situation, or the
r

deen-structure of realitv, is utilised in order to ga~~knowledge. However, within
J. ... ,_.

the tortured structure of Eraserhead, Lynch demonstrates that such activity is futile.

Postmodern creators frequently display doubts relating to the ~,athering of factual

information, 'They realise [hat objectivity is rarely present in the creation of an ar-

tisticwork, whether thatwork is a painting, a film or a novel

.For instance Salman Rushdie, in his novel, Midi/dghtis Children, constantly exposes

his narrator. Saleem Sinai, as being an unreliable source. For instance, he de-

scribes Gandhi's assassination as occurring on the wrong date.

Re-reading my work, I have discovered an error in chronology. The
assassination of Mahatma Gandhi occurs, in these pages, on the
wrong date ...Does one error invalidate the entire fabric? Am I so far
gone, in my desperate 'need for meaning, that I'm prepared to distort
everythin~!::-to re-write the whole history of my times purely in order
to place rily,!;elfin a central role? (Rushdie: 1982, p.166)

Saleem frequently relies on other Informants in order to furnish his -story with
i

Me:

eventswhk~)he failed towitness, and theses too, are often exposed as being unrelia-
11

What follows is a reconstruction of the recent career of Major Shiva;
I pieced the story together from Parvati's accounts, which I got out of
her after our marriage. It seems my arch-rival was fond of boasting to
her about his exploits, so you mayiwish to make allowances for the
distorticnsoftruth which such chest-beating creates.". (Ibid.: p. 407)

Consider the distortions cf truth which Rushdie is suggesting here, The story con-

cerns Saleem's rival, so he might feel obliged to corrupt the story himself, in order to
p ,~

make Major Shiva appear more malevolent or Imbecilic than .¥l rational report
!

might suggest. Apart from this factor, Saleem is rely;n~onhis wife IS account, which .,

isalso potentially biased, the tale originating from a man who has been exposed.at

best, as a murderer and braggart, Although Rushdie's novel illcorp()rate~ manyhis-

tori cal events, his story Involves such a bizarre melding of fact and fiction that it is



frequently impossible to separate fact from fabulation, and the usc of such an im-
perfect narrator as Saleem further questions the possibility ofknowing, for certain,

the deep-structure of any reality.

It should be noted, however, that film performs a different function to thatiof the
\i

novel. What, in a work of literature, can be left largely to the imagination of the
reader, is made more specific through the use of celluloid Or videotape imagery.
For instance! the mention of a cat in a novel or poem may be left to the reader to vis-

II

ualisc, but film must De specific. Therefore, the word 'cat \ which.may remain non-
specific in a piece of writing, is always precisely defined by the use offilm, 'eat'
becoming (for example). 'large, male neutered, ginger mixed-breed feline. This
obviously lessens (but does not eradicate )the occurrence of the kind of testimonial
discrepancies described by Salman Rushdie.

Lynch enters this debate in Wild at Hean when a seemingly drugged inhabitant of
Big TUlia (IJi~ayedby Jack Nance) talks. of his dog to Sailor and Lula. He suggests
that, since they have not seen his dog, they-should picture Toto, Dorothy's dog in
The Wizard of Oz. Apart from 'providing another link with the latter film, this se~
quence relates to the Postmodern debate regarding the reliability of evidence pro-
vided by history, aswell as by other people.

Similarly, David Lynch creates this sense of doubt within Eraserhead. Henry's exist-
ence, which is strange even before the arrival of his mewling infant, is further fJOm~

plicated by sequences which appear to be dreams, or hallucinations. However,
- Ii

given the tenuous resemblance which ¥ enry's life bears to our own, ~hese might aJ~O
be a part of the film's initial reality. Because of Lynch's determinsiion to present a
world at least superficially removed from our .own; we lack the ability to judge
whether dream or real ity is in operati on, l'at(:; of Saleem's stq,l'Yseem alsp to inhab-
it a confusinglimbo, as Rushdie investigates similar territory,

What is to be known? who knows if? how does knowledge change when. it is passed
from one knower .to another? These are some of the questions which Brian
Mcl'Iale views as being dominant within the mode of Modernist enquiry, but they
cannot easily be answered .. With the current dominance of Postmodcrn thought



, 'I

they-appear to have disappeared from the pantheon ofimportant' issues.

A'i well as being exposed as an infrequently achieved (or achievable) goal, it seems
"

as though the appeal for vcrificarion is no longer so important, since the Scientitlc

Age has been usurped by mass-communications. Another Postmodern paradox;
with the increased availability ofknowledge', the contemporary information-gath-
erer is frequently surprisedby its ephemeral nature. For instance; if one consults
more than one British daily newspaper in order to gain a better understanding of a
political or econosnic event, it is likely that the same incident will be reported very
differently in paper, because of the bias of the editor, the economic concerns
of the newspaper's owners, and the market atwhich each is aimed.

There is also a growing tendency, in this age efflux, to regard the hopes which the
Modernists retained with a degnee ~fscepticism. In an article entitled, "From Here
To Modernity: Feminism And Postmodernism", Barbara Creed states that,

"

In The Postmodern Condition, Lyotard discusses in detail the ques-
tion of kn owledge and the problem ofits legitimation in so-called ad-
vanced societies given what he sees as a collapse of the grands.recits
or Great Narratives, that is, narratives which have been used to legiti-.'
mate the quest for knowledge and the importance of scientifib re-
search. (Creed: 1987, p.50)

~I
\

Deprived of the prop of scientificcertainties, then.jhe Postmodernists have set
their sights on creating and exploring new worlds. Mcflale, claims that Postmodern
writing is dominated by a tendency towards ontological enquiry and this would ap-
pear to be more helpful in conducting an examination involving the world ofEraser-
head than any epistemological focus. As_ has been previously discussed,
Eraserhead's structure encourages the viewer-to believe that Lynch is attempting to
use Modernist form in order to uncover some universal truth. The film ISmajor diffi-
cultylies in the fact that, beneath its complex exterior, no knowledge is to be gained,
nor does any specific reading of the film reveal a coherent philosophy. Eraserhead
is a filmic folly, a complex exterior concealing an interior bereft of epistemological
value.



they appear to have disappeared from t~1!pantheon of limporta nt' issues.

As well as being exposed as an infrequently achieved (or achievable) goal, it seems

as though the appeal for verification is no longer so important; since the Seientific
, /'

Age has been usurped by mess-communications. Another Postmodern paradox;

with the increased availability of'knowledge', the contemporary infcrrnation-gath-

erer is frequently surprised by its ephemeral nature. For instance, if one consults"

more than one British daily newspaper in order to gain a better understanding of a

political or economic event.it is likely that the same incident will be reported very

differently 1neach paper, because of the bias n,fthe editor, the economic concerns

of the newspaper's owners, and the market .ay;hi ch each is aimed.

There is a growing te-ndency, in this age of nux, to regard the hopes which the
Modernists retained with a degree of scepticism. In an article entitled, "From Here
To Modernity: Feminism :/\11d Postmodernism'', Barbara Creed states that,

In The Postmodern Condition, Lyotard dir=osses in detail the ques-
I I

tion ofknowledge and the problem of its legitimation in so-calledad-
vanced societies given what ~Y sees as a collapse of the grands recits
or Great Narratives, that is, narratives which have been used to legiti-
mate the quest for knowledge and the importance of scientific re-
search. (Creed: 19~~_\7'p.50)

\\
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Deprived of the prop of s~:}entit1ccertainties, then. the Postmodernists have set
their sights on creating and ,tlOring n~wworlds. McHale claims that Postmodern

writing is dominated by aten~~-mcy towards ontological enquiryaad this would ap-

pear to be more helpful in con(.1~tctinganexamination involving the worldofEraser~

head than any epistemologi~(l focus, As has been previously discussed,
Eraserhead's structure encourage~he viewer to believe that Lynch is attempting to
use Modernist form in order to uncd¥er some universal truth. The film ISmajor diffi-
culty lies in the fact that; beneath its 4;~p1plexexterior, no knowledge is to be gained,

\\
nor does any specific reading of the fiin\, reveal a coherent philosophy, Eraserhead
is a filmic folly, 3 complex exterior con('~hng an Interior.bereft of epistemological
value, I,

\,
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hlthough it is often difficult to separate the epistemological from the ontological

(the interest in different worlds is merely another way of accumulating knowledge),

it is clear that more can be gained from an ontological approach-when discussing

Eraserhead, for asMcHale states,

Intractable epistemological uncertainty ...becomes at a certain point
ontological plurality or instability: push epistemological questions
far enough and they "tip over" into ontological questions. By the
same token, push ontological questions far enough and they tip over
into epistemological questions - the progression is not lirriar and
one-way, but circular: and reversible. (McHale in F()kL~,'ma.&
Bertens: 1986, p.60)

Obviously, increased communications networks have: fuelled the Postmodern inter-

est in other worlds, and modern cities have mutated into collections of different

worl ds, extreme poverty existing wi thin metres oft uxury urban dwellings ...

Returning to'Lynch's worlds, one can observe Henry in his decaying bed-sit being

enraptured byvisions of a heavenly world t.ef¥t!;l1'etres from his bed. IfEraserhead.
truly represents Lynch's experiences inPhiladelphia, one may observe the social di-,-,

chotomies contained within that city. It is not necessary todiscuss or display more
exotic environments when such contrasts exist within one urban area. Perhaps the

tendency to divide into rural arid urban areas, noted byMarshall Berman as a char-

acteristic of modernization, encouraged the Postmodern Interest in other worlds,

since Henry's questrto enter a realm in which industry does not feature, is viewed by
him as being heavenly.

Although Lynch's other American work, that isBlue Velvet, Wild at Heart and Twin
,
Peaks, represents life in a smaller American town, Eraserhead depicts an environ-

ment equally Artlerican. The director's experiences in Philadelphia have already

been noted, and obviously affected him. The so-called American Dream, celebrat-

ed in countless Hollywood'movies, isexposed by Lynch as a fallacy. Whether inves-
tigating an ugly industrial centre (or a rural '(lommunity~ Lynch's interest in other

worlds is a key cinematic issue.
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Eraserhead, as has already been noted, differs from LYllCh'~)oth'(;rfilms in several re-
gards. Most obviously, the characters in Blue Velvet, wild at Heart and Twin Peaks
e~ist in\~world in which both positive and negative forces arc oonstaritlyvyingfor at-

tention. Untb.ltunately for Henry, his existe.nce;6ffer~ nO·;1ingin the way of hope or

happiness, His only ~hance to be LdPPYappears to involve the murder of his chiid~-
(to 'i;vho~lt,_~_cis seen to flispl~y a large amount of parental attention), in order to end

- (~----, .
his :Pli4~BQ''\,IV ,~'i\1ationand find contentment in an alternative universe.

contrasts the environment ofEraserhead with the. community of Twin Peaks,
for example, the differences with regard to LYllth":;aW,tllde towards America ..may
be observed. Although the cnizens of Twm Peaks are frequently exposed to $nger

(,-

and evil, in the shapes of Bob and Windom Earle, as well as tbe malevolent forces

surrounding the Black Lodge! thexc. ~i'C~~Juanyvalidworld contained in the b64

r-~:-:"! i\~;,\, ::'-\-;~ ,\ ",-,-:,"; ,'~" '_,,_~,,(; , " ,_ I-~

nevolent surroundings ofpla~es~.', ~1a~tEe-~~~u~:l~i~'(;Diner, and in the shape of'ehe
--:_,O'_:",!,,'/. ,," _' ... __.. ,': _' II

White Lodge and the BookhouseBoyr-: In Iyr'zhls rnore industrial realm, there iss> (,-
110alternative hutto reject entirely one's SUr-r('mldq'jg~., Eraserhead offers no place

of refuge. and presents a more cohesive \~or1dthaa the more dualisticsocieties seen-

in Lynch's other, and later, American films.
\: ., ' !, I,"~ - ,_ tJl

However, the use of costume in Dune indicates that even the futuristic societies de-
picted are dualistic in nature. The strict hierarchy presentin th

l
\? various social

groups is reinforced by the use of influences from Elizab~than costume design. The

Elizabethan influences-are combincdwith a style. more obviously suH.e:.\ to a SCience
'i( \\

fiction text, q.ut exist aria reminder of the strict hierarchical order of'the Elizabethan

court. Agairl, Lynch can be seen to be making an ori.p;~al statement by combining
previously existing factors. However, all Eraserheadis characters are similarly
dressed in clothes which cannot easily be categorised as belonging to a specific peri-

'. )

od, although theywouldappear to he influenced more bythe 1950sthan the 19705.

However, the lack of a schizophf;i:nic society does not indicate an environment

more conducive to mental well-being, Although Henry periodically escapes from

his mundane and egl.vevistence through his d~ramworld, these dreams or halluci ..
nations fail to provide a
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Douwe Fokkcmatjn-the article cnt~i('d, "The Organization

of roslmorjemist'h::xt!~", lists some motifs which frequeutly occur in Postmodcru
, "" \\

texts. Unsnrprisingly, he notes that the theme ofthe labydntfi\ is a vel'j!,f'ommon fac-

tbr it is to Lym,t v.. but. that "journey' (",lYith(fut de;;,tirwtion)"

f~equently recurs,

plied to David Lynch's but

definite reading of the complex

narrative structure, and which no definite closure. nH:,refore, an audi-

might (',l{pCricilte the type of'frusjrations felt by a traveller who cannot findhis

or 11('1'\\'ayI hmug,h \t.~)emultitudinous passageways of a labyrint(l Each turning,
\\ ',',

w)iuill:'h is assumed wi~t\~:lnd11way out is discovered to\offer false hope
The viewer ofEru(j'edle~~(iis similarly thwarted in his or her quest to find meaning,

\\ \,

\\~\, , ,'.

Fokkema refers to the oplh\iont:: of David Lodge and Hi"b Hassun reparding the dif.,

fcrencesbetween the Mod(.~~pand Posrrnodern creative process: (7
,~ ,

i\ \\ . _ \\, _,~
In discussing Postinodcrnism, several authorshave further sp).!'~ified
dte notiorrof nonselection or quasi nonselection, Lodge sees!th~fol-
lowing manitestations of the prrnciple of nonseleetion: contradic-
tion, permutation discontinuity, randomness, excess, short
drctfi~ ...lhab' Hass. i1...provides a longlist of oppositions between
Modernism and Postmodemism, several On\'~hich can be made oper-
arional in all empirical investigatiol1,notahlythe binary distinctipns:
purpose I play, design I Chl1I1",e.~distancc rparticipation, hypo.tfl:~isI
parataxis, selection I combination, determinacy I indeterminacy,
(Ibid.: p.85) ,

Clearly, the ch:n'actt'd:1Hf!·~iofPostmodernism ale se(~.f1here to lack coherence, and
",' ' ,-_ " ".", \

a1'eattributed to chance, rather dmnl';lt1Vinhcrent artlstic design. 17niswould seem

'to describe the, form and function ofrJ~rasetlwad.more clea(v than the ~l?i~\epur; ..
poseful qualities ascribed to Mlr!,:!ernism. '~ny attempted r~~diftg of the ~pm(is
equallr1i'iignedlu chance asHenry's experiences w~tllin the film seem to be, F t1k.ke"

" ,-- '/ ' \',

/}m attempts an explanation of the widespread presence of chance within Postri)od
-',1

crnism:



II n

Just as the products of ecriture automaiique were often edited in
order to suggest the ideal of automatic writing ...the Postmodernist
writer may, quite deliberately, produce texts which have the appeat»
ll1~Ct!of being hum. on the pdl\df~~e . nonsetecUort: We shou~dre~,\
mind ourselves that the Postrnodernists an'! polemical: they wish to\,
[Hake that are differentfrom Modernist texts. (Ibid., p.84)

I,)

the primary force behind Postmodernism is to break away frotil the
characteristics of Modernism, is often overlooked in the more complex issues sur-

rounding the Modern/Postmodern debate" Erast!the/h{ is a film whichsuccessiully
camourlages its Postmodern tendencies hy using ail outer shell of Modern narrative
,characteristics, such as fragmentation and the incongruous juxtaposition ofse~~ni.-

\1

ingly unrelated images. I

Marshall Berman might view Lynch alibeing an example of twentieth century :[\,11)l1'S
tendency to view the evidence of modernization with a jaundiced eye, although CI

Abrams's definition ofPostmodcrnism WOUld adequately incorporate Lynch's con-
cern with his environment.

Undoubtedly, Eraser/wad's broken narrative and concern with Surrealist imagery
could not have.beenachieved without the pervasive inflm.ace ofModernism. The

scene, in which Henry stands in what-appears to be a makeshift courtroom and is de-
capitated, his head being replaced by the phallic heau of his baby, directly refers to
the Freudian symbols so beloved Surrealists.

Without the work ofBufiuel, Breton and DuB it ishighly unlikely that Lynch would
haw had uCtesS~i) the imagery which he tmes so freely in Lraserhead. To 'claim that
Lynch has been t"xtensively imlucnccd by the Modernists would not iH~an exaggera-
tion, the fact that he intended ~()study painting; under Oskar Kokoshka (Jones:
1990; p.45) providing more proof of his indebtedness to th~ spirit of the Modern
movement in the Fine Arts, especially since'Kokos-. ..a's work emb.aces elements of
Expressionism and Surrealism (see The Stowt),



However, Just aanis awareness of t.he artistic possibilities suggested J~Modernism
l7 ,'" Ii I)~

influenced ~ynchls:choiC(~,~fstruct~re forB~as~rhetrd~,the existence ofjithc ?ostmo~~
ern aesthetic ensured the film's ul tnna~,erejection of the Modern world. cAsMary s
father enthusiastically praises the man-made chickens the viewer ISmade aware of
iheir lin;itations. They are impossible to carve and ooze a substance which sicken-

"""'. (l

Inglyresenfhtes blood, Although they have been created by a society which pOSSeSS- ;i

-,ese high level of technology, they ~re inedible and demonstrate, as well as comment
I{ ~

on, the negative side.of modernity.
"

Although the ~~~,ncinvolving the man-made chickens is not central to the film's plot
V i

it has significance when. one considers the radical nature of suclt an invention.
Technology has played a major role in supplementing natural Br~~cesses, fop in- ,
stance, one might quote the e~alllple of the combine harvester as a i~~elcomeaid to
the farm worker, but the introduction otindustrially produced fowl .seems less oht"

benevolent assistance to humanity" If Industry is a~le to iepIi61~~chickens, this
process ~light be easily applled'to the human form, in fact Henry and Mary fro-
quently behave as ifthey are automatons,

" \,

Marshall Berman's optimistic vi~w of the power of teclmologicat~nnovation fre-

qu~ntly appears misplaced, v.:hntHel1l'Y ant: Mary struggle to e~ist\'ithin an ~co~ c

logically unsound world, allied to l?c environments created In p~ces such as
Hiroshima and Nagasaki. Th~ earth seems barren and unabl e to ~rQ!lu~,~r sustain,
life. In fact Henry's bedside decoration of a branch m a mound of ~Iarth sJ~g·ests the

\ eli. .

\\.
!y
\\
\~,

scarceness of natural growth.

Eraser/lead's post-nuclear environment docs manage to encourage life and growth;
but the objects which it nurtures are.either deformed (Henry and Mary's baby) or

.~,

unpleasant (the worm in the cupboar- }which develops and SWt~US with obscene

haste.) The puppies at the ),.(18house look and sound like a host ofvoracious'rats, an
image which hardly suggests any genuine optimism at the evidence of new rife."

(i

Although the viewer can be distracted by Lynch's nominal plot and confusing narra-
tive stnueture, as well as the frequently unpleasant Surrealist imagery; it is possible

view Eraserhead as conlornring to it Lynchian pattern, Continually present is the
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motif of the labyrinth, present in all of Lynch's films and represented in this 11r5t tea-
tun! film by the narrative structure.as well as by the duz;kcorridors which continual-

ly challenge Henry.

The interest it'l other worlds is also present in Eraserhead, although displayed in
, .1

detall.than in Blue P"e/vet,Dune, or Wild at Hearl. The film is set in motion by a
strat'!ge character referred to as The Man in the Planet, who appears to bea god-like
figu~e, and Hem)' gazes longingly at his dream woman who also inhabits another
world, or dimension. However, wast of the action takes place in the industrial
wasteland ofHenry's inmu:diat~(~~.~riet1ce and which seems the least unfamiliar to
t~lea~el'age viewer, factory sou~~ and urban decay being a constant reali ty to many
crty dwellers. . )1

. I

This visual motif of urban decay features strongly in Dune, and defines the appear-
ance and environment ofthe Harkonnens, Again, Lynch is commenting negatively

"
on the intrusive presenc~ of technology which leads t~e, viewer to question to what
extent 'he is subverting the tenets of Futurism. The most obvious clue indicating

co that a surfeit ormachinery is not a good thing is positioned at, the end of the film.
For all their technological sophistication, the. space travellers of Dune are .still
obliged to rely on the agepld patterns of the weather. The rain does not appear in

'<\ '

Frank Herbert's novel, which reveals that: ius Lynchwho has provided this piece of:
irony, It is the rain which is capable of revitalizing Arrakis, while the technolog~ of
Giedi Prime seems comparatively redundant.

The fact that Futurism is being quoted in order to investigate the nega tive aspects of
speed'andjhe machine, suggests that Lynch's vision Is again reverting to Postmod- /
ernism, The director pays a visual tribute to the Futurist.movement, within the scil
ence fiction genre, which itself demands the extensive use of futuristic machin~s
and gadgets, and demonstrates the negative aspect of both. This use of subvetsion/4s
charncteristically Postmodern, since, while, the Postmo,let1~ creator frequently ~!e~
fers to establisheugcnres and past styles, these are incongruouslytreated in orde~t,o
give life to ,an entirely new creation,

The; conclusion of Ercserhead seehli;: directly to prefigure Blue Felvet and Jeffrey's



(\

battle with the underbelly (figuratively and literally) of Lumberton. As Jeffrey bat-
ties with Frank Booth, who threatens Jeffrey's happiness with Sandy, so Henry can-
not hopeto join his dream woman until he has confro!1tcd the demanding presence
ofhis deformed child, and destroyed it. Lynch reverts to mythology in order to sub-
mi~ his heroes and heroines to a test of their fidelity and courage. Before leaving
the labyrinth, the minotaur must be slain. ThIS thematic device is used in several o(~ .. ;

Lynch's films, most obviously in Blue Velset, as.Jeffrey is forced to murder Frank
Booth, but it can also he seen in Dune, with the murder of Baron Harkonnen.
the.conclusion of 112eElephant Mall, John Merrick commits suicide in order to ~~S~

'.1 "," ..._:-,

eape from the restrictions of his body, in itself a labyrinth from which then: seems 110
"

Lynch's next truly Amerlcaufilm, Blue Velvet developed many of the themes present
"

in EraSerl?ead, and continued to display his interest in the bizarre and grotesque.
Howeverj instead of choosing to continue his examination of the Modernist fihn,

BIlle Velvet displays Lynch's ability to work within a predominantly mainstream
framework.



CHAPTER THREE-

BLUE VEl.VET AS AN gXAMINATION OF T~E MYTH O}~THE .AMJ~RICAN
DREAM

When Lynch filmed Blue Velvet, he.had! atthat period, abandoned his affinity for
monochrome only once; this was while makingDune. However, working in Techni-
colour did little to curb Hisinterest in past cinematic styles; since tne heavily.saturat-
ed colour he used in Bille Velvet immediatelyassociated an identification with the
IIoak' of the early Tcchnicelour films, that is, very bold and deep colours, which
were later rendered more subtle by n1KJI!i!3 sophisticated methods of film stock pro-

duction and developing
I'J

His awareness of past filmic styles was also evident in the generic mixture. of which
~I

Blue Velvetwas comprised, Elements of the detective film, t~e teenage romance
and even the soft-core pornographic film are represented, 3}J1 Jeffrey Beaumont,
the film's main protagonist is soon seen to be the main actor ineach of these aspects

of the film. Frank Booth opposes Jeffrey in the detective section of the filr. ,'Sandy
- \' \

Williams provides motivation for a wholesome teen romance, and the 111ghtclub
singer; Dorothy Vallens, may be c;lassed in a scenario borrowed directly from the

') if

pantheon of soft-core pornographic films.

The fact that the dominant motivator orBlat? Jlelvet's plot is the detective story auto-

matically privileges its epistemological function (which Brian Mcflale has equated
'\ ' '.' n

wi til the Mode mist text j as was discussed in Chapter TWl).) As MCHi<iJt..states, II he
detective story (is) the epistemological genre_par excellence: (MeHate

i

ill Fokkerna
I & Bertens: 1986~p.58) Furthermore, in his discussion ofFaulkuer's Absalom, Ab"
salomi, Mclfale notes that,

Faulkner's protagonists, like characters in Jnany classic Modernist
texts ~Henry James's and Joseph Conrad's, for instance ~sift through
the evidence ofwitnesses of different degrees of'reliability in order to
recoustructandsolve a "crime" ...(Ibid.)

n
1,/



In the course of his investigation Jeffrey Beaumont is confronted ~rpvarious piec-
es of evidence which eventually enable him to solve the mystery which He uncovers

\ r-.

at the beginning of the film, but in solving mystery he is confronted by another
way of life. As has previously been noted, Brian McHak regards an obsession with

',...,)1 n

other worlds, ways of life (or ontology) as a chajacteristic of Postmodernism,
'/ ~\

McfIale acknowledges that epistemological and on~ollJgkal questions can often be
seen to be two sides of the same coin, and that e,pist~molugicai questions can easii'r
become ontological. and vice versa, and this ,""I illbe demonstrated through the analj\il.., ,~)

ysis ofBlne Velvet.

Jeffrey takes on the role of detective when he discovers a severed cur. This aspect
{J

leads him to discover a side of Lumberton (hilhomet.own) of which hewas una-
I! \1

ware. From the beginning of the t1~i~Jeffrey isser up as an interesting mixture of'in-
sider and outsider, since he has l~iftLumberton in order to attend college. and.is

II -,

only recalled from there because of his father's sudden illness, However, he is re-
r\

membered as a local by Sandy and her father, Detective 'vlilliams .•as well as being
, ,

enthusiastically welcomed by the two men who work [n the Beaumonts' hardware
store, In ;)1any ways Jeffrey resembles the stereotyped lawman from the East, ch~r...;

- -t

acteristlcof 50 many Westerns, He is not only obliged to fight the forces of evil ii~
\

the name of the law. but also in.order to win the respect ofthe woman he loves.

Epistemological and ontological concerns are intertwined throughout the. film, be-
\\

cause the knowledge which Jeffrey gains leads him further into Lumberton's under-
n

world. Jeffeey's fascination withthis t.revio9s1y undiscovered world leads him to
strive to uncover as much knowledge about. it (and its inhabitants) as he can, which!
in tum, leads him-yet more deeply into the realm of Frank Booth, his cohorts and
Hen, the sleazy drug dealer ..

Mcl-lale, discussing Samuel Beckett's trilogy of novels. MoUdy. (f950~55},Malon~
Dies (1951w56) and Unnamable (1952w59) mentions that, during the courseof
Molloy, iieckett's:

I(
iL
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...Modernist poetics begins isvhaemorrhage, i<~!i:T,ak;1\Vd.';;. though not
fah~!ly" smce it as still (barely) possible to-recuperate these internal
contradictions invoking the model of the "unreliable narrator}"
thus stabilizing projected worldand reasserting the epistemolq;i;2-
ical dominant oftne text. (Ibid., p.61)

Blue Velvet lacks a formal narrator (there, is no voice-ov l::), however the camera fre-
hi! .

quently reveals Jeffrey to be an Ulrli~eliable protagdnist. Often he an epistemo-
<'I

Iogical advantage 1,)y revealing a pr, "i~usly hidden aspect' of l1is personality.
,,? c \

However, t,he revelation o¥Jeffrey1s complex: and schismatised psyche does~~:;tlleto
help in.the stabilization of either projected worlds, He frequently appears to

, . I

be more a psychological collage th",.u/a unified human being, and his, environment
I~ I"

·reinforces this sense of dislocation, since Lumberton's underworld appears t6 be so .
mcongruoas, given the idyllic. picture of the town which Lynch promotes at the be-
ginning of the film.

Blue Velvet's opening scene depict l'lylHc Norman Rockwell type of setting. A
fire truck moves (in slow motion' ugh a green and well-tended suburb and a
friendly fireman -'f:S. Tile hl,'tJfvily saturated colours of the fire truck, a row of tu-

_, c: 'I

lips. a white picket fence and tile. sky are emphasised, reverting to a homage to early
Technicolour processes, as well as comprising the colours of'the American flag.

The first hint of the duality of Lumberton occurs when Lynch shows a patriarchal
figure (who we-later discover to be Jeffrey's father) collapsing while watering the
lawn, apparently haying suffered a stroke, After this incident the viewer is shown
the cannibalistic insect life; which moves unseen beneath the grass, and which pte-
figures many of the negative incidents whicl; occur later hi the film. The part down

:\

into the grass which reveals. the insects.is merely the finnl movement hi <1 scene
which began by exposing the intense blue of'the sky over Lumberton, moving,rlowl1
to reveal tJ~ewhite picket fence and colourful flowers. It is only when Mr. Beau-
mont collapses that the negative aspect ofthe garden is revealed.



Later in the film the superficial, well-tended garden which surrounds the Beau-

monts' house IS revealed to be a pretty fa(~ade,the criminal element which thrives in

Lumberton representing the dark side \?r small-town America in the"same way in
which the ugly insects infest edenic g~1rden.

Danny Peary 1'6el1$justified i'h,matching the opening shot of the insects wit~~many of
the human inhabi rants of Lumberton:

It is;(a) startling image, illustrating one of Lysch's two main themes:
lfyot.l search beneath the surface of idyllic, tree-lined Norman Rock>
well America you'll find a terrifying, violent, soulless world. Lynch's
scientistfather researched disease in trees, and nowwe sense disease
is infesting Lumberton. This unsettling image of scary black bugs is
our introduction to the insect motif that is so important to f~epicture.
If is Lynch's intention 1:0 present his villains, Frank and the other
, criminals. of Lumberton, as the "less-than-animal" human equiva-
lents of insectsi(ugly insects • not ladybugs or butterflies etc.) Just as
bugs emerge at night'and run rampant, depraved criminals rule Lum-
berton once the sun goes down. (Peary: 1989, p.~9)

Although Peary's tendency to emphasise the importance of the insect motif initially ...

seems misguided, given the many other important factorswhich combine to charac-
terise the film's appearance, thereare many reasons to believe that Peary is correct
when he h_ghlights its centrality,to the plot.

Pot when Jeffreyvisits Dorothy's'apartment he. is disguised as an insect ex-

terminator, all cady indication of his later role as the destroyer of Fratlk and his

gang. Also, Frank's erratic behaviour aligns him with the cannibalistic insects seen
, () ,-.

beginning of the film. He is capable of behaving violently towards the other
members of his gang, seemi~gly without provocation. Danny Peary compares
Frank's bizarre appearance with that of voracious beetles wh_kl}g are. exposed in
the fi.st scene of the film: "Dressed in black and with a plastic inhaler over his con-

tort~p face, Frank attu~ny resembles an insert." (Ibll.L;''p.41)

At the end of the i1l.m U11 absurdly mechanical robin holds a large beetle in its be~J,c~
another that the human insects Lumberton have been vanquished. In 'an

earlier Sandy relates a dream she has experienced to Jeffrey, in whk~l '~e
, II'

earth, bereft of robias, is it place of darkness, but love and peace are restored with



their-return. It is therefore possible.ro regard this dream as an explanation of the
bird at tl~eend.ofthe film ~the robins of-love have been able to destroy the corrup-

,-, \ '<, ,.,

tion and evii of'Lumberton's dark halt,
(\

To return to Mcflale's two theses of'the epistemological and the ontological, the in-

sects and the robins represent two'~,itjes ofsthe same community. in the same w;r:J
that Sanoy Williams and Dorothy Vallens are contrasted as two examples ofL~~l-

" '" I L

berton's female citizenry. Jeffrey's compulsion to discover Dorothy's secrets'~~
other words, to gain knowledge) leads him further from his.safeworld into the dan-
gerous environment ofthe gang.

lnteresting:ly, Lynch chooses to identify Lumberton's two c0n.3p1~nitiesc:vithtwo dif-
ferent physical environments. While Sandy is safely ensco~~ed in a typically mid-
'\

dle-class American house (complete .with white picket fence) in an equally
respectable suburb, Frank and his henchmen are frequently identified with ugly in-
dustrial areas. In one scene, Frank meets an accomplice ~hO is later revealed to
be a police officer) in an abandoned sawmill. When Jef_!ffy'isviolently attacked by

Frank, he is dumped miles from.his home in a di~~1industrial area. Dorothy, who is

a m.nreambigu,;~s r,igu,e, lives i~ the "entre Of.t.O)yn in an area which is sufficiently
undesirable for Jeffrey's Aunt Margaret to warj:),~imnot to go shere when he takes
an evening stroll. These factors are further e1idence of Lynch's interest in contrast-
ing aspects of a 'place' (worlds) within the framework of a film.

The fact that Lumberton is divided into \i~'\IO,'strongly contrasting; halves, aids
Lynch's examination of the American Dream, which is persomfied by the Williams
family, as well as by Jeffrey's parents and Aunt Margaret. Opposing this almost un-
reasonably idyllic image of family life' IS Frank Booth, who represents the snake in
the garden of Eden. This analogy is enforced by the shot of the garden hose, which
wrapped itself around a plant in the garden and illogically appeared to cause Mr.
Beaumont's stroke, as he fought to free it. This incident may be seen to prefigure all

. of'the unpleasant occurrences which dominate the film from this point.

If this religious analogy is to be extended further, it is possible to view Dorothy's role
ill the film in a different light. She is not sO_lUuch represented as Eve; the perennial



ruin of Man (although.'ter el1~unters with Jeffrey have a lapsarian quality), as
-t i:

much as Mary 'Magdalene, She is forced into having sex with Frank in order to pro-
tect the interests of her kidnapped husband and son, but also appears to gain some
-~easure from these encounters. However, the final scene of the film shows
othy tc'be capable of reverting to her former role of loving mother to her son,
Donny, despite the sexual abuse she has suffered at the hands of Frank, She repre-
sents the culturally popular conflation of virgin and whore, in the same way as the
two Marys portrayed the virgin/whore dichotomy in the New Testament.

While Eraserhead offered no indication of a positive side to the repugnant world in
which Henry existed, Blue Velvet proposes a perfect world for the inhabitants of
Lqriiberton, as long as they arc willing to be circumscribed by the limits of the law,
andmost importantly, do not ask questions. Jeffrey is accepted back into the 're-
spectable' community after the conclusion of his quest for knowledge, he has not
been expelled from the garden of Eden, but he will be forever changed by his episte-
mological supremacy. His innocence has been irrevocably damaged, and his reali-
zation that Lumberton's rotten underbelly exists will permanently change him.

The image of the labyrinth, which, as Douwe Fokkema notes, is a frequently recur-
ring motif in Postmodern texts (Fokkema in Fokkema & Bertens: 1986, p.87) ap-
pears in Blue, Velvet in more literal form. As Jeffrey pays an evening visit to
Detective Williams's house, in an attempt to gain more information about the ear
which he found, the camera appears to track into th",:severed-ear. This may be read

.,!
as an indication of the jouni~y into darkness which Jeffrey will embark upon, as he
strives to find out more about the hidden aspects of his hometown, the labyrinth
heingvisually epi tomised by the cavity of the inner e~r"

)

The theme of the labyrinth originated in the myth of Theseus and the Minotaur.
The Minotaur was a fierce creature, half man and half bull, which was kept in an im-
possibly complex structure of passages and emerged only to feed on virgins provid-
ed by the king! Minos. After much opposition, the King agreed that the sacrifices
should stop, but only on condition that someone could kill the Minotaur. Theseus
volunteered, and .n order to be able to find his way out of the labyrinth, was accom-
panied by the king'!':daughter, Ariadne, who stayed outside and held a large. ball of



thread; which Theseus unravelled as he walked through the labyrinth. By this
method Theseus was easily able to find hisway out after killingthe Minotaur.

This myth can be seen to link directly to BlueVelvet, as,Jeffrey can be viewed 3S the

equivalent ofTh~}H~US?who has to confront theMinotaur (Frank), Sandy, posted
outside Dorothy's apartment building to warn of danger, is Ariadne, since her help
should enable Jeffrey/Theseus to vacate the apartment/lebyrinth safely. Theseus's
later abandonment of kl!.ldne in favour of her sister, Phasdre, can be compared to
Jeffrey's discovery of Dorothy's sexual nature, wh~ch furtherhighlights the use of
the virgin/whore myth. Sandy is the blonde epitome, of pure American teenhood,

't

while Dorothy is a dark (and, ntost importantly, foreign) woman of the night

Jorge-Luis Borges has written obsessively about labyrinths, attempnng a detailed
description of one in his short story, "Thelmm ortal". (Borges: 1?70, ps.135-149)

A labyrinth is a structur> "'~'mpounde4 to confuse men; its architec-
ture, rich in symmetries, IS i~uborcHnatedto that end. In the-palace I
imperfectly explored, the architecture lacked any such finality. It
abounded in de a d-end corridors, high unattainable windows, porten-
tous doors which led to a cell or pit, iacredible inverted stairways
whose steps and balustrades hung downwards, Other stairways,
clinging airily to the side of the monumental wall, would die without
leading anywhere, after making ~woor three turns in the lofty dark-
ness of the cupolas. I do not know if all the examples I have enumer-
ated are literal; I know that for many years they infested my
nightmares; I am no longer able to know if such and such a detail is a
transcription of reality or of the forms which unhinged my nights.
(Ibid., p.141) .

Dorothy's apartment, while lacking the eerie magnificence. of the. building de-
scribed byBorges, is as much a mixture of the ascendant and the descendant. While
Jeffrey believes that' [he knowledge gained there will enable him to ascend suffi-
ciently to be able to solve the entire mystery of the severed ear, the evil which he en-

c , ',' \\, ,- \

counters forces him to descend into Lumberton's da~1}cside. The'sadistic sexual acts
- i(

which Dorothy persuades him to perK~rm unhinge his riights, as much as the narra-
tor of''The Immortal" is disturbed by his ~ncounter with the labyrinth.



Also contained in Labyrinths! Borges'scollection o~s~jays on the subject, is a piece
of writing (described as a 'fiction' in (')I;;' table of contents) entitled, "The Library of

«

BabeJU(Ibid.f ps.18~86). The figure of the labyrinth is extended to the uncertain

and obfusca tory nature oflangua gt:t As Borges poilus out;

This much is already known: for every sensible lihe of straightfor-
ward statement, there are leagues of senseless cacophonies, verbal
jumbles and incoherences. (I know of an uncouth region whose li-
brarians repudiate the vain and superstitious cn~tuln of finding a
meaning-In books and equate.it with that of finding a meaning in
dreams or in the chaotic lines of one's palm ...They adaiit that the in-
ventors-ofthis writlng imitated the twenty-five natur~'l symbols, but
maintain that this application is accidental and that tfit' books signify
nothing in themselves ...) (Ibid., p.80)

r,

This rhilosophyK~most notably e~hoed by Umberto Eco in The Name ofthe Rose
, ~

(1984), where the labyrinthine library forms an importantpart of the novel IS. plot
(and structure.) Italo Calvino, in his text, if on a Winter's Night a Traveller ..• (19g~)~
also questions literature's sinuous aspect as the novel's main protagonist fruitles51~)

."attempts to reccver the lost section of a novel, only to discover more novels which \\
also prove to lack a conclusion. In Foucault's Pendulum 0.989), EGO describes the

".method bywhich his protagonist, Casanbon, enters random information into a com-
puter and obtains a narrative nom ore bizarr!~J(hanthe ones offered By so-called au-
thoritative texts.

(\ -:':"

Although the questioning of narrative authority is by no means ail, l~r'·~<11function
of literature it is a specific concern ofPostmodern.texts, This is nIso presentinlilue
Velvet in the form of Jeffrey, the un~eIiable protagonist, who displays a .large
number of public; and private personae. (Lynch's most advanced experiment, to
date, with multi-faceted characters has been Twin Peaks, in which the town's name
suggests the two-faced quality of itsinhabit ants. )

I",
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Earlier in the chapter Brian McHa!e's response ti) Samuel Beckett's trilogy of nov-

..els was mentloned. McH~il1's suggestion, that the use of the "unreliable narrator"

was a means of "reasserting the epistemological doreina=t of the text" (M.zHule in
I~' ,i . , : l

Fokkelna & Bertens: 1986, p.SS) can also be seen to describe Jeffrey's function in

Bluei~'i:lvet.

',1

As the fllm progresses Jeffrey is exposed to an increasing amount of violence, per~

verse ~exlWUtyand corruption, but Lynch indicates that Jeffrey's psyche is damaged

not only by his negative experiences. When Frank discovers him leaving Dorothy's

apart~Y7nt one evening he forces them to accompany him on a "joy ride", :durifig

which he c:onfronr~ Jeffrey with the statement, "You're like me," This is correct, but
it is only true oft~e corrupt aspect of his nature. While opef~.(tingas a detective, sex-

ual pervern;n:dl~eeping 'Tom, Jeffrey retains his positive personae as upright col-

lege student and Iv'#v~ngsort. Despite his ad~ent~ifes inthe labyrinth, he seems able,,!-:
to retain a connection with theworld outside

- ,0

i! \
_ i I

Since Sandy and Jeffrey are taken directly'from the/gent bfihe teenage romance
I, ,-

film, the viewer .will retain a number of'liJ:'xpeetati.-;>ns abouj' tlleir behavioural pat-
\'.1..-'

il '. . 1\ ':,:,\,\ . r

terns and realm of experience. Sandy e%i:~tsas a reminder of the genre's.normal pa-
rameters, which Jeffrey frequently subverts. ~NhileSandy worries about ~.heeffe~t

that her relationship with Jeffrey will have on her boyfriend, Mike, Jeffrey is cross-
ing generic boundaries into the Bogartian territoryofthe detective film, and having

:-:-; . \, I, . c- fl' "I n

a concomitant amount oftrouble '\\'ith the inevitablefilm lwil'woman.

The fact that Sandy does not enter Dorothy's apartment wh~,n Jeffrey;--disguised as
":'.:;,--..

the tbugman' sets the detective story in motion says agreat deal about her role in the

film. Although she initially provides the information which enables Jeffrey toview
, ' .• I

Dorothy as part of'the mystery, she acts as a restrai~~in~jpflu(': \;te for the:re~t efthv
film, continually indicating the danger inherentin.Jeffrey'ssituation. ,.

"..



The relationship between these two characters dearly demonstrates the concerns

of the genres repr,csf:l1ttyd. Sandy is worried about the P?ssibility of her f&thl~rc(and
boyfriend) findi!lg out about her misdemeanours, while Jeffrey is forced toabundon
such typically teEnage a~~ieties for the more immediate dangers as found in the. de- I

tective film genre,

McHaJe, commentating 011 the """v,'"

m9tif otrhe "transnistorical party",
Car-los Fue- mCIJduBS the recurring

...where characters apparently from disparate histc l'jc~ll etas are
-brought together at the same time and pmce. Obviously a carniva-
lesque motif, in Baxtin's sense, it Is also relaTed to the typical Mod-
ernist motif of the party that assembles, or reassembles, all the
eharaeters of the novel at a single locus ~for instance, the Guerman-

'7 tes party in Le Temps retrouve,Clarissa's party in Mr0~ballowoy, or
even the fiesta at Pamplona in The Sun Also Rises. (McHale in
Fokkema & Bertens: 1986; pJj8) u

'\

Although Mcflale's emphasis upon the assembled party being a motif of the Mod-
ernist novel is, perhaps, stretching the point a little too far (the reassembled party
being an integral part also of the novels of Agatha Christie, amongst others, who can
hardly be described as a Modernist), the motif of the, carnival is definitely an inte-
gmt part of Postmodem ism.

The. 1'\105t logical explanation for this Postmodern emphasis on the carnivalesque is'
that one of the movement's primary c_0!l~cmsis to iii~hallengeth~ "..Jncreasing uni~
formization of mass culture ..." as Lind» f'h1~the(m)describes it. (Hutcheon: 1988,

\\ - .

p.6)

\', .";\

Lynch operates within the parameters of American culture, but his vision of this cul-
ture is frequently fractured, for instance in the deliberate confusion of period styles
and genres in Blue Velvet and Wild at Heart, for example Jeffrey ~assume~Jr;lerole of
11 1950s teenager andsimultaneously :1 1940$ detective, both derived from the ge~
aerie codes inherent within filmic stereotypes.
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When consulting Brian Mclfale's paper, "Change of Dominant from Modernist-to
Postmodernist Writing", the reader ismade constantlyawaresof'the vast importance

many critics place on the detective novel, when discussing aspects of Modernist

wri ling. Mcl'Iale quotes Douwe Fokkema who,

",.identifies themes ofintellection and intellectual Independence and
detachment as being typical ofModernism, The semantic universe,
of Modernism. according to him, is organized around terms such as
detachment, awareness, observation. (McHale in Fokkema &
Bertens: 1986, po~7)

Obviously; Jeffrey's obsession with solving tne mystery of Dorothy; Frank and the

, missing car indicates a terrain intellectual detachment. His ability to conceptualis,

and process the information which he has gained depends on his ability to attain a

certain amountofdetachment, but he is also wholly immersed in the new world

which he has unwittingly uncovered.

In the same way that the tracking shot at the beginning of the film revealed the can-
nibalistic insects which exist in the underworld of the grass, so the information
which Jeffrey obtains enables hitt! to :~nteran unfamiliar environment.

However, due to h,;8 burgeoning relationship with Dorothy, Jeffrey is unable to

maintain the type of detachment normally associated with film detectives, His ~·jITI·iJ"

talization of Dorothy, although requested by her, profoundly upsets him, .31Hl! the

different worlds, which he discovers within himself appear to unnerve him.

The character of Jeffrey Beaumont represents thefilm noir hero (9r anti-hero) who

has been exposed to the Postmodern carnival of opposing cultures, styles and gener-
ic influences. Charles Jencks credit~ the information explosion for the creation of
the Postmodern philosophy of culturai heterogeneity (Jencks: 1986~1'.7), and it is

true that theM~.~ernist tendency to propyund a cultural uniformity seems singular.

~yunsuitable in a world in which the ~)~'r"mgeor foreign is so accessible.

65
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.Jencks also views Postmodern heterogeneity as a reaction againstthe "less is more"
"...minimclism ofLate-Modern ideology and all revivals which are based on an ex-
clusive dogma or taste. el (Ibid.)

I

Hutcheon extends the Modernism vs. Postmodernism debate into a discussion of
the differing aesthetic and moral values {Jfboth movements:

u

Modernists like Ellot and Joyce have usually been seen as profoundly
humanistic ...in their paradoxi )31 desire for stable aesthetic and
moral values, even in the face of their realization of ~he,inevitable ab-
sence of such univcrs !Iso Postmodernism differs from this, pot in its
humanistic contradictions, but in the provisionality ofits response to
them: it refuses tv posit any structure or, what Lyotard.i.calls, master
narrative ~ em, ",1 as art or myth - which for such modernists" would
havebeen consolatory, (Hutcheon: 1988, p.6)

This ideological gap between Modernists and Postmodernists is seen byHutcheon
to have emerged from a fundamental difference of approach between the move-

I,

ments. Postmodernism has elected to challenge the notion of consensus, and,
, Ii

Whatever narratives or systems that once allowed us to think we
could unproblematlcally and universally define public agreement
have no((;vbeen questioned by the ack..nowledgement of differences -
in theory and in artistic practice. (Ibid. p.7)

While the Modernists retained their belief in reality's deep structure, the Postmod-
ernists rejected this idea that any knowable truths existed. (This type ofnon-closure
may also be observed in the novels of John Fowles; for instance, The Magus, 11w
Frencli LitJutelumts WOl1umandA Maggot.)

Here we have the heart of Blue Velvet's dift1cUlty as a detective story. Althouglt
Postmodern writers have frequently embraced the detective genre as an area of in~
vestigatlon it is clear that their distrust of''master narratives" or consensus! as Linda
Hutcheon describes it; renders them unable to pro~idc the type of closure offered
by conventional writers; such as Agatha Christie or P.D. James. Lynch's lack of
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commitment to anyone genre (although the detective genre dominates) also affects
the visual style of the film, with visual characteristics from the 19405, 50s.und 60s

mixingstrangelywirh 19808 technology,

The fact that Lumberton is a small town helps considerably in the creation ofthis
temporal uncertainty, since technological progress is not so obvious in a rural set-

<

ting, commenting on Bod.}' Heat (1981), Frederic Jameson perceives the move

awayfrom the city to be an important component of the Postmodern film:
"~

.'\
One begins to realize after a while that the small town setting h~sa
crucial strateeie function: it allows the film to do without most of the

.0 (_1 I

signals and references wh.ch we might associate with the contempo-
rary world, with consumer society ~the appliances and artifacts, the
high rises, the object world of late capitalism, Technically, then, its
objects (its cars, for instance) are 1980$ products, but everything in
the film conspires to blur that immediate contemporary reference
and to make it possible to receive this tOI) as nostalgia work w as a nar-
rative set ill some indefinable nostalgic past, an eternal 19305, say,
beyond history. (Jameson in Kaplan: 198B! p,20)

It is obvious that Lumberton shares many of the characteristics of the small town
which also dominate Body Heat. III her review of Body Heat, Pauline Kael de-
scribed it ass 1I••• a 405 pastiche that verges on camp but takes itself straight ..," (Kael,
quoted in Peary: 1989) p.43), which echoes almost exactly Jameson's clain: that pas-
tiche is, n:JlpHfodythat has lost its sense of humor :(;,(Jameson, quoted in Kaplan:

o ,~

1988, p.16) Although Lynch's work is frequently less than wholly serious (consider,
for example, the slapstick humour in Twin Peaks); there are undoubtedly similari-
ties between Kasdan's film and Lynch's, largely due to Uiagu~temporal setting of
both films.'

I
~
,)

Matty Walker, the noir woman of Body Heat, ~swholly American, but Dorothy Val-
lens is noticeably foreign. Lynch constantly capitalist's o111s~\beliaRossellini's Ital-
ian accent, although Dorothy's nationality is never stated. Hans Bertens, in an
essay entitled, w~l)ePostmodern Weltschauung and its Relation with Modernism:
An Introductory Survey", discusses the manner ill which Postmodern writers em-
phasise the,
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...inaccessibfjity of the object world. Fe: them, the v,fPr1d outside the'
subject (nature, objects, other people) must be restored in all its ob-
jeer-ness, to its total inaccessibillty .., (Bertens in Fokkema &
Berten~: 1986, p.19)

'This philosophy is reflected in the character of Dorothy, who seems unknowable to
Jeffrey. as well as to Frank.who does not relate directly to her, but plays Oedipal

sexual games with her, calling her "Mommy" and referring to himself as "Baby",

Dorothy is unknowable because (,~uer multi-faceted personality and also because
of her foreign background. Lynch later returned to the theme of the Inscrutable

~i ,

foreigner in Twin Peaks, where Josie Packard displays evidence of a seedy past

which SItehides from thepeoplethat she loves, notablySheriff Truman and Pete
-

Ma~:ell. How(~ve~,her l:istoryis nltvetm~de e~tirely clear to the. audience, either,
despite frequent hints that she was 'a prostitute U1Hong Kong. Since Postmodern-

ism characteristically fails to appeal to. ....ny so-ssllcd established truth, this failure to ,

pr6vioe a concrete history for a character 15entirely congruent.

I""

Dorothy's sexual nature is similarly muddled, since she is shown to be a masochist as
well as being a good mother and wife. It is true that she 11msbeen forced into having

, I

sexwith Frank, buther decision to seduce Jeffrey is entirelyvoluntary.

()

Since Postmodernism signals a return to the concerns and icons of'popular culture

(via the,Pop Art movement) it is un surprising that Lynch chose to cast Isabella Ros-

sellini as Dorothy Vallens. Disregarding Lynch's personal involvement with Ros-
I .

sellini, her presence contributes a great deal. to the Postmodern vision which

det1nesBlue Fe'lvet"

As the 'Lancome girl', Rossellini has become an omnipresent image in magazines
and on advertising posters worldwide, her presence indicating beauty and glamour.
Lynch uses Rossellini's glamorous aspect when, as the Blue Lady. she performs at",·

the Slow Club, but also subverts the image forwhich she bas beeor-e famous.
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While Jeffrey hides in the closet, Dorothy removes her clothes and wig and,
stripped of these accoutrements, looks less than seductive. Later, when Jeffrey and-
Sandy arrive at the Williams's house and confront Mike, Sandy's Jealous: boyfriend,
Derothy st~'1dsnaked and h:r:fterical on the lawn, a.vision of pale cellulite. Her ap-
pearance is entirely consistent with her age and the tae't'that she has had children,
hut it is a IOflgway from the elegance which Rossellini ~rl.miBy exudes,

\

r-,
t , I

Mo~t obviously, Lynch's decision to negate. the actress'::) beauty in tkis way is a return
1.(

to the untlinchiug interest which he has ,11splayed in all his films for the freakish and
grotesque. Although it would be stretching apoint to compare Dorothy to John
Merricx, 'J:d:O R?rI'011 Harkonnen, it is nonetheless obvious that this interest in phys-
leal ugliness is a major theme in Lynch's work. Even in t;l~nPeaks, a series charac-
terised by the beauty of most of the cast, Lynch sawfit to i~plude ~ giant and a d\'i~rt;
two nwfe examples of a departure from physical'normalltji ..

~

Linda Hutcheon claims that ex-centricity is an importanreomponcnt of Postmod",

ernism:

The ex-centric, the off-center. ineluctably identified with the center
it desires but is denied. This iii: the paradox of the postmodern and its
images are often as deviant as this. ,language of decentering niight
su,ggest:·the freak is one com~on examples. (Hutcheon: 1988, p.Gl)

Hutcheon further claims that this concern with freakishness is not arbitrary, but ex-
ists as ;1 criticism of.the seltfoth(.~rdichotomy which features strongly in much Mod-
ernist work:

Postmodernisru retains, and indeed celebrates, differences against
what has been called the ;iragi....""~ logic of the exclusive" ..•The
(M)odernist concept of single and alienated otherness is challenged
by the (Pjostmodern questioning of binaries that concealnierarchies
(self/other), When Edward Said calls for theory today to have an .
"awareness of the differences between situations" ...in its "critical
consciousness" of its position in the world, he is m?ing (beyond the
e.:.rly Foucaldlan ...definition of modernity in terras of otherness
allone. Difference suggests multiplicity, heterogeneity, pluraiity,
rather than binary opposition and exclusion. (Ibid.)
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Dorothy is not the only example, in Blue velvet, of Lynch's obsession with the 'freak"
(i

Frank Booth being an even more obvious example of the species. Danny Peary sees
Frank as ;trongly representing the film's insect mot;f:

Frank ismeant to bethe human counterpart of those hideous black
bugs we saw in the opening ~that's why it is necessary for him to have
no human quaUHesj not even an ounce of sensitivity to ma,k{\ him
more palatable. His foullanguage reflects how the bugs would speak
if they could. His brutal sexual manner, consisting or groping, clutch-
ing, slapping, and mounting - while spewing vulgar threats -seems
patterned on a bug's violent reproductive act. (Peary: 1989, pAl)

Frank-would certainly seem to be an alien presence, and Lynqh's decision to have
Dennis Hopper (who plays Frank) inhaling some unnamed gas adds substance to
this argument. Although Frank is probably hooked on the effects of nitrous oxide,
the fact that he finds it necessary to inhale encourages the theory that he is alien;

"one who cannot exist in the earth's atmosphere without added assistance,

, ,

Frank is also an un~appy existential hero, since, despite engaging in spurions acts df
violence and murder, he cannot seem to break :;uffich~ntiyfree from society's strie-
-tures to find peace. Although Frank is never less than menacing. whether having
sex with Dorothy-or threatening Jeffrey, he is simuttancously a comic figure. His
mental torment is fr4.queptly sointense that he is unable to speak coherently, con-
tinually repeating the '1/:ord, "Fuck".

In aRoiling Stone intetview Lynch confessed that he found a grbat deal ofhumour in
the scene in which.J effrey watches Frank raping Dorothy:

"u

11m sure pretty near every psychiatrist could tell me right now why I
was laughing, but I don't know. It was hysterically funny to me.
Frank WitS completely obsessed. He was like a dog in a chocolate
store. He could not help himself; He was completely into it. But be-
cause Iwas laughing and 1 am, a human being, there.rmist be some
logical reason why. Ithas something to do with the fact that itwas so
Ihorrible and so frightening and-so intense and violent, that there was
also this layer of humor, It has to do with the degree of obsession
'where people cannot help themselves. (Lynch, quoted in Breskin:
1990, p.62)
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, Again~ Lynch uses a pre-existing form. and.with the use of double-coding, ~~lanages

to make an original statement.

Frank has' moved beyond the existing parameters of the existential hero, who,

through his.destruction, is able to move away from the restrictions of'the law and. so~
defy's beliefs and mores, to a realm inwhich the individual loses his self-control en-

tirely, _Existentialism does propound a structured philosophy, albeit a destructive
one, but Frank is no longer able to functi on within any ideological framework which
places even th~ smallest constraint on his excessive libidinous energy.

\1

Although Lynch provides definite portrayals of guod and bad inBlue Velve«; Sandy
and her family representing America's law-abiding citizens and Frank and his gang
exisrinr.as stereotyped baddies, what is interesting is that he chooses to focus most
of his attention on a charactcrwho is able to thrive in both worlds. Although Jeffrey

is beaten up by Frank, while trying to protect Dorothy, he soon learns enough from
Frank to be able to shoot him in the forehead. He frequently appears to be similar

to Billy Bathgate, the character who features in B.L. Doctorow's novel of the same
name, who obtains his 'education' from the mobster, Dutch Schultz.

Jeffrey is a college Day, but yve learn nothing of his educational pursuits after leaving
" -

high school. At the beginning of the film his unsophisticated attempt to amuse
Sandy by performing.the chicken walk leads the viewer to believe that he has failed
to mature successfut1~; but by the film's conr"lt~ion he has killed a man, a significant'

'1 . . ~
rite of passage. Kyle Macl.achlan's perfohnance as,Jeffrey Beaumont prefigures,
his appearance as Agent Dale Cooper in Twin Peaks •. Throughout the series Coop"
er represents the positive side of America's F.B.I.; since he is brave, incorruptible
and morally sound, but at the end of the final episode he 13shown to.bsve been POS4

sessed by the evil which pervades the comm uni ty of Twin Peaks.

\\

What t'~~~kesLynch's work unique is his realisation that murder and mayhem are as
much & part of America's heritage as the white picket fences and tidy gardens of
Lumberton. He feels no compunction, therefore, about displaying them side by
side in his work,
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The violent shoot-out at the end of.Blue Vell!et isreminiscent of numerous westerns
and gangster films, where men habitually engaged in territorial battles. Af~)erhis
decision to salvage. his relati, i,I,! -'hip with ,~andy.Jeffrey is able t'9 any mm~elf to

Lumberton's POS! tive side, in order to be able. (0 destroy Frank.

, "'~he'happy ending' which Lynch offers at Blue Velvet's conclusion i& problematic,
, As me-camera zooms ~u~of Jeffrey's ear ~the viewer ismade aware that he has es~fL~
caped from the dark part of Lumberton. Frank has been eliminated by the 'bug'
man" and Jeffrey is free to enjoy hE,'ilInOCcnt relationship with Sandy, represented
by the peaceful domestic SCCJlIj into~~ch he awakens., Sandy and her par~nts are
visiting the:Beaumonts for a harbecut:;,t:he women gathered in the kitchen and I\.~r.
Beaumont (fully recovered from his stroke), ciOlwe.rsingwith Detective Williams
around the.barbecue.

The image Qft~e journey out of the ep,r (which is obviously linked to the zoom ifito
the labyrinth which occurs near the beginning of'the film), could suggest that Jef-

frey's experiences with Frank and Dorothy have been a dream. Thefact that Jeffrey
- ~

Isrecltntngtn a deck chair at this point, sndseems to be woken by his father and De- ,
'1 ' r.

tective Williams calliag to him from the other end of the garden, reinforces this idea
of being woken from a fantasy. However, this seems unlikely, since the sight of the
robin with an insect ip its beak points to Jefl:~ey'svictory over Frank and his cronies.

The robin. too, is an ambiguous lmage, since Sandy earlier spoke of the robin being
a symbol of love in her dream, but this bird would seem to be related to the hawk, '
rather than thy dove, Nevertheless, given Lynch's understanding that America is a

! 1 _ I,'

cornbinasion 'oi savagery and sentimentality". this is possibly the only manner in
which love is able to flourish in such-a divided society. Since the robin is, at that 1n~~

ment, crushing an insect in its beak, it is evident that, despite Jeffrey's victory over
, ~'II C'

Frafik, there are morehuman insects survivingwithin Lumberton's un~erworld.

It has been noted that, despite Lynch's superficially happy domestic conclusion,
\\

there are a number oflapses of logic which remain unresolved at the end of Blue
Velvet. Danny Peary, viewing the film as a detective story, notes some oftheE:e_:
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Why does 11effrey rusli to Dorothy's apartment? I assume j Frank '
killedthe Yell-ow Man and Dorothy's husband (who! earless, rCSCfH-

bles an insect) but why did he do it? WC~ happened? _And why did
he leave them there'! !i\,\lhy does Frank l,;:tuf,Q to Dorothy's apart-
ment, especially ifhe already left the corpses there? .And why ishe in
disguise, especiail y a disguise the cups must be famil i(ifwi th? (Peary:
1,9'8<' "h 4"·).s. - ,,! !J'<i , ...'.i! ,

(\.:_..

!fBiue is viewed merely as an ,addition to the detective genre, then these

'loose ends' indicate an inabilfy, by Lynch, to conclude his film in a logical and intel-
r .

Iigent mimner.i However, given the other Postmedern characteristics prevalent in
the film) t~s lack of interest in unequiv~cal closure reveals a positive interest in

il

Postmodemism in the director's philosophy.

Hutcheon statesthat, (I

... the (M,)odernist tradition of the more "open" ending is both used
and abused by (Pjostmodern self-consciously multiple endings

r. (Fowles's The French Lieutenant's Woman) or resolutely arbitrary
closure (Rushdie's.Midnight's Children}l (Hutcheon: 1988, p.59)

o

The conclusion ofBlue Velvet comes only'-'f't~r Jeffrey has ended Frank's control of

lumberton's underworld, but, as previously stated, the fact that there are still ugly'

insects to be found at the end of the film indicates that perhaps the (~yc1eof extermi-
nation will have to begin again,

This theory is supported by the fact that the final shot of the film, a tilt into the blue
skies over Lumberton.matches the first shot of the film, a slow tilt down from the
sky, concludingwith a,'shWtof the insects in the grass. 'I'his circularity discourages a
strong feeling of closure" but encourages a notiorrof continuity; the beginning of an ..
other cycle.

Lynch's next feature film, Wild at Heart (1990)., eontinued Lynch's Postmodern viM
sion, and dealt with the issue of closure, or non-closure, in an entirely different man-

nero
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CHAPTER FOUR

WILD ATHEART,A POSTMOD1ERN IROAD MOVIE'

Although Wild at Heart contrasts strongly with some of the major themes used in

Blue Vd'l'et, here the bucolic attractions at amberton are replaced by the highways

ofAmerica, L:ynch'~Iatest feature film continuing to explore his'interests and theo-

des offilmmaking.

Lynch again narrates a story which involves a rite of passage; in this film two inno-
\.. . '. /'

cents are involved, namely Lula Pace Fortune, a rich girl from the East.coast, and

Sailor Ripley, a young convict who confesses that he lacks parental guidance,
/J \..' ()

Neither Lula, nor Sailor; al~ remotely original characters, Lulaclosely resembling

the type of gum-snapping slut popularised by such musicals as Grease, as.wen as

teenagers in films such as Rebel Without q Cause. Sa.ilor is a·composite of James

Dean, ElviS:l":r~.!:.leyand Marlon Brande .: For example, clad in his snakeskin jacket,
he rese~l).ble~,.~rando in the 1960 film, The Fugitive Kind. His declarationthat he

was deprived of his parents' attention when young brings to mind the song, "Gee,
1; .,.-, ,

_ . Officer Krupke!" from West Side, Story, anotherAmerkan icon of misunderstood
iF

youth.

While Blue Velvet was quite plainly shaped byPostmodern ideology it was, nonethe-

less, quite accessible for the viewer who wished to categorjse it as a detective film,
I'

albeit one with certain complications. However, with H1UdJat Heart, Lynch chose to

ignore many of the constraints of so-called mainstream cinema.
Ii

For example, ,i..laugh the performance by Dennis Hopper as Frank Booth was
I., '

memorably bi':4~gerated and unsubtle, the acting in Blue Velvet was predominantly

'realistic'. The same cannot be said for Wild at Heart, the acting styles employed

ranging from melodramatic it:, :.:)aen. Nevertheless, considering that most ofthe

characters in the film were obviously based on cinematic stereotypes, this lack of

'Realism' is wholly consistent with Lynch's vision, since the film includes so many

, \
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stereoty~~,\{generic characteristics and situations. Tq_impose a rigidly Realist style
~, I '

upon a film which concludes with a Romantic serenade 6r1a car bonnet would. be

misguided, at best,

In his review of Wild at Heart in the September 1990 issue ofEmpire, Kenny Mathie-
,..-, ',' '"- , -

son effectively pinpoints the major difference he tween this film and Blue Velvet:
n -

(-,-,

Unlike his last feature, Blue Velvet;where the emotional charge came
from two ultra-normal characters suddenly pitched into a world of
menacing evil, Wild at Heart starts out from a comic book situation
andjustgetscrazier. (Mathieson: 1990, p.19)

Although Jeffrey Beaumont's normality has been disputed in Chapter Threes this

comment suggests-that Lynch's latest feature film has moved further away from

mainstream Realist Cinema.

While most-of the dialogue provided in Blue Velvet was coherent (except for that
n

provided for Frank), the characters in Wild at Heart communicate by using cliches,

banalities and platitudes. Twice, during the course of the film, Sailor communi-

cates his love to Lula by singing two songs made famous by Elvis Presley, namely,·,

"Love ~ell and "Love Me Tender", Although both songs represent 1:b~ap~~ of pop-
r' " , _":"_~_.y!'" 1':.,'\')

ular songwriting' in the late 1950s and early 19605, neithercan b~;,.' \~s.e:dot-being
) ."""~" ":' ," ,",.-.

complex or profound. However, Lynch, through the character ci~;";.Lil9r'i:a~~i~gthe

Postmodern device of double-coding, although instead of saying (as Umberto ECD
, ,-

suggests), "As Barbara Cartland would-put it. I love you madly" (Ecq~'quoted in

Jencks: 1986, p.16), he is singing, "As Elvis Presleywould put it, Hove you madly,"

I

The aspect of Wild at Heart which has beep noted most frequently, is the constant
t-

reference to the 1939 film, The ,Wizard of Oz. Lola's mother, Marietta, is portrayed

as awi tch, appearing as a figure on a broomsti ckwho is seen byLula as she and Sail:

or are driving towards Big Tuna, and is referenced as, "The Wicked Witch or the
East" byLula.

Ii
'~

1/ Marietta Pace ~'ortune is a representation of another cinematic stereotype, namely

the wealthy mother w1l6 is unhappy about her daughter's association with a man

who she feels is her social inferior. Her name leads the viewer to identity her'as be-



s-hging to a more ele~ated social class than Sailor, since the Fortune is a direct'
.....---~

erence to wealth, aswell as the use ora doable-barrelled surname. Marietta's name

ssa codingdevlce which reveals her socialstatus, She also indicatesthe degenerate
quality dfi'§.~~f'icanwASP1! culture, causing her husband's death, and itnitiating the

de$~ruction of her lover, Johnnie Farragut. Atthe end of the film, following Lula's

reconciliation with Sailor, her image (in a.photograph! on Lula's coffee table), dis-

appears In a puff of smoke, an obvious parallel to.the wicked witch's fate in T/~eJViz~

ardof6Jz.

Lynch uses this coding devicethroughout Wild at Heart, for instance the name Sail-

or indicates a man who travels from port 1:0 port, as does Sailor Ripley. Another ext

~mple of this coding device is the character 0.0. Spool (played by Jack Nance.j
Spool fails to interact with Sailor and Lula, speaking to them as if he is a malfune-

tioning tape recorder, his surname illustrating his mentally unbalanced state. Ma

rietta Pace Fortune has passed the semantic promise of money to her daughter, but

Lnla chooses to reject her social status. Presumably her forthcoming marriage-to

Sailor win change her surname to Ripley, aless financially promising and socially

elevated label.

Marietta's rich bitch/witch character is ex~~sed throughout the m,ll, the length.of

her hair inexplicably changing in every scene, and her behaviour constantly causes

pain and death, although her final destruction proves that the power of Lula and

Sailor's attraction fOr each other is capable ofoverriding any opposi~ion, howevJr

powerful. However, the appearance of the "Good Fairy" at the film's conclusion

might indicate that the lovers require some help, despite the strength of'lheir rela-

tionship"

The Wizard of Oz theme is continu~9 whc!lJ'~b,ecouple reach Big Tuna
,
encoun-

)

ter 0.0. Spool, who states that, "My''''. c .~~'kssome", and, realising that neither
r': \\

Lula nor Sailor have seen the animal, ask.~them to imagine Toto, Dorothy's .. in

The Wizard of 02.- Also, after encounteri&g Bobby Peru's sexual aggression, Lula,

like Dorothy in The Wizard of Oz, clicks the lieels of her red shoes together, hi a vain
attempt to hasten Sailor's return.

18That is,White, Anglo-Saxon, Protestant.
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As'Lula and Sailor follow the Yellow Brick Road they indulge in frequent sexual ac-
tjyity(cluring which Lula rr· ~ ~:.esan Xrated reference to 'being taken over the rain-

'_ J

bow) while the audience are continually exposed to violent images. These
recurring scenes of violence are always related to Lula and .5';lilor,since they either

~ \ /

happen during the film's main narrative, or are displayed in order to illustrate the
stories which they ten each other. Most notably the audience is permitted to wit-

ness Sailor being sexually harassed byMarietta, and Lela's reaction to having been
raped byUncle Pooch, a family friend.

Incest is a constant theme in Lynch's work, from Mary's mother sexually assaulting
Henry, in Eraserhead, to Leland and Laura Palmer's.unorthodox relationship in
Twin Peaks: In Chapter Two itwas mentioned that Eraserhead exists partly as a crit-

,0, ,...-,

icism of the nuclear fa:~'<~:l,a structure formed predominantly by the movement to
-'.. ,' _.~.

the urban areas, brought aboufhJ'~Ge IndustriajRevolntion, and by the Modern
I

.age,

It seems as though Lynch has chosen to highlight the theme of incest because it is a
simple and effective way of causing his audience to be repelled by the unnatural
structure of the nuclear family. If incest does not exist in full blown form, there is ev-

idence of an obsessive relationshipbetween two relatives. For exam pie, although if

the audience ~§.-9nlyallowedto see John Merrick's mother briefly atthe beginning of
1~-e l',;ZepnantMan, and after that.only in photographs, Merrick's Oedipal fixationis

. '; )
made quite plain. l I

lIi
;
j i

The incest displayed in n>hd at Heart is extremelyunsubtle, as befits the film's 'comic
book" style. (Sailor is proposj~foned in the lavatory byMarietta, who asks him wheth-

~"'.,~/ r;

er, "You wauna fuck Luhi:.<i"S.mainma'?", while Lula is shown, bloody and weeping,
after being raped by Uncle Pooch. He refers to her as a "pumpkin", an American

.\\
euphemism for the female genitals. These incidents, apart from continuing Lynch's

u

thematic concern with c~allenging societal taboos, further encourage Lula and
Sailor to rely only on each other, since people who exist outside the confines of'their
relationship prove to b-e untrustworthy. This is proved conclusively by their in-
volvement with Bobby Pen! and Perdida Durango later in the film, since these two

'1



~ha~?aers betray Sailor; Perdida untruthfully informing him that there has been no

contract taken out-on his life, and Bobby giving him a 'dummy' gun. Apart from
lying to Sailor, Perdida and Bobby put his life in danger, and condemn him to a
lengthy prison term.

By the time Lynch completed his third Technicolour feature film. it was obvious
that he felt <.IS comfortable working with colour as he previously claimed to feel ---,
about workingwith Monochrome, While working on Eraserhead, Lynch stated,

1 thh'lk black and white makes ~hings seem not so normal. Because
we're 'Usedto seeing in color, it[~·~tUovesyou one step fi'iUIlt a normal
feeling, Itmakes it easier to go into another world. (Lynch quoted by
Godwin: 1984~p.58)

However, the worlds which Lynch created in Dune, Blue Velvet and Wild at Heart
clearly demonstrate that the possibilities created by the use of saturated colour
were frequently as disturbing as the black, white and grey worlds wnlch character-
ised Lynch's early work.

Whereas Bille Velvet exposed the dualistic rum! community of Lumberton, Wild at
-,

Heart extends Lynch's focus to indud~ America's highways, moving from an unspec-
ified location on the East coast, to NewOrleans and Big Tuna, Texas, However, the

I /...'\

world which the lovers, Sailor and Lula ,encounter, normally lacks even the srtpertl~
dally idyllic appearance of Lumberton. - Their journey towards the West also lir-ks
Lynch's film to the Western, with its generic convention of moving westwards to
'new' t~rritory,

Wild at Heart, like Blue Velvet~contains a mystery! but most of the questions raised
about the death of Lulu's father remain unanswered at the end of the film. Where
Jeffrey shows considerable determination to solve the puzzle of the severed ear,

Lula remains largely incurious about her father's death, her eventual discovery of
Sailor's involvement in the plot.bringing her actual pain. The knowledge which Jef-

"frey gains about the duplicitous nature of his hometown, enables him to be aware
and watchful! but Lulu's discoveries cause her to note unhappily that, "This whole
world's wild at heart and weird on top", a realisation that does not please her. II This
unhappiness could be seen to link to Sandy's emotional pain in Bille Velvetwhen she
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discovers that Jeffrey has been conducting a sexual r~lati.Jnshl~'with Dorothy, AI·
though Lula is less naive than Sandy. she is nonetheless wholly dedicated to her life
on the road with Sailor, attd is disturbed by the discovery of her pregnancy, which
will obviously impede her movements, and by Sailor's involvement with Bobby
Peru, whom she has good reason to distrust. The fact that both Sandy and LuI a are

I '.1

played by Laura Dern is no coincidence, Luls frequently exhibiting the type of opti-
mrstic innocence disp~ayet!l in Btu'!' velvet by Sandy, although Lula is noticeably
more streetwise.

Although Blue Velvet contained many Postmodern qualities, its central concern

with the detective story dictated the Importance of epistemological taetors, As
Mcl'Iale indicates, the detective story is, l' ... the epistemological genre par ercel~
lence" (Mclfale in Fokkema & Bertens: 1986, p.58) Taking, as an example, Wil-
liamFaulkner's text~Absi11()m,Absaloml, Mcl'Iale continues to explain the function
of the epistemological dominant within the genre of the detective story:

Faulkner's protagonists, like characters in many classic Modernist
texts ...sift through the evidence of witnesses of diffe.rentl'I"degrees of
reliability in order to reconstruct and solve a "crime" ~except that in
Faulkner's case the quotation-marks call be dropped from around
the word crime, for there really is a murder ..mystery to be solved
here. Absalom foregrounds such epistemological themes as the ac-
cessibility and circulation of knowledge by different minds, and .the
problem of'unknowabillty" or the limits of knowledge, (Ibid., ps. 58y

59) ,

"According to'Mclfale the epistemological element is the dominant focus of Mod-
emistworks, whereas Postmodern novels or films tend to emphasise the, ontological
aspect, with their ineeres; in a different manner of viewing the world. In ..his case",it
is logical to view JVild at Heart as being characteristically Postmodern, since neither
ofthe two main protagonists seem tob= intJ~~sttdin deductive, thought. Both Lnla
and Sailor are continually confront~l. Jy other worlds, although tbey do not make

o li.,~ "

any positive attempt to find '!hese parallel universes. They also-do l:!_otattempt to
make intellectual sense of them, preferrlng-to respond in am&re. phYsicaByactive.
but mentally acqui escent way,
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Apatr from Lula's apparent lack of curiosity about her father's death! she frequently
Ii sells Sailor bizarre stories, but seems.more interested in her narrative than-in dis-

covering the motivation behind the characters who populate l.tef tales. For in-
stance, when relating a, story about her mentally disturbed cousin, OeB, she is

i/

completely unable to provide, an explanation for his obsession with Christmas; or .

his penchant fur tilling his underwear with cockroaches, but maintains: a detached
interest In hib, behaviour, \, While p~oviding little meaning for Lula, Den further

"\ \1.

demonstrates l~ynch.'scontini:!j)]lgobsession with the grotesque and the: surreal.
"~i

1·",
\\

Moving away from any genuine attempt to findthe answers to the mystery posed,
Lynch displays art interest in the bizarre, world view which Sailor and Lula encoun-
fer. A'SMr 0 Fortune's murder is amystery without. a resolution, so Lnla and Sailor's

i' _ c

journey isa journey without a destination, a rnotifwhicli Douwe Fokkerna notes as a
peculiarity of Post modernism: (Fokkema in Fokkemaec B~rtens: 1986, ps. 87,·88)

Fokke\inaalso notes that,
"

In discussing Postmodernism, several-authors have further specified
the notion of nonselecsion or quasi nonselection: contradiction, per-
mutation, discontinuity, randomness, excess, short circuit. ..(Ibid.,
p.BS)"

This process of'nonselection must irrevocably alter the interpretive strategies ofrhe
reader or viewer. Hans Bertens, discussing Susan. Sontag's essay, "Against Inter-

prcf:ationU~states that,

For Sonteg.i.Postmodernism is characterized by "a flight from inter-
pretation," and that aversion against interpretation gives rise to cer-
tain parodic, abstract, or decorative forms, all defying interpretation.
Postmodern art may even become "non-art" in order to resist intet'-
pretation, and it is this avowed aversion that constitutes a definite
,breal<:with Modernist art that invited, if not begged interpretation.
Postmodern art simply is and must be experienced; Modernist art re-
fers to a meanfnghidden behind its surface, and must be understood.
Postmodern art presents itself as surfs ..ce, Modernist art claims ~epth
behind that surface. (Bertens in Fokkema &, Bertens: 1986, p.15)
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This definition ofPostrnodemism is echoed by Umberto Eco's paean to the surface,
in Foucault's Pendulum: "...seeking mysteries beneath the surface reduced the
world tiP a foul caneer.;' (Eco: 1989, ps, 567~568) If this philosophy is applied to

David lYflChjs vision in Wild tid'Heart it is.possible to state that, due to the use of pre-
viously utilised generic and filmic conventions, the audience is robbed of its inter-
pretive function. Since Lynch deliberately juxtaposes established genres and

cinematic styles, not to mention his continual reference to a specific film text (The -

lVizardp! Ot). the viewer is forced to accept the, fact that his or her role as interpret-
I'

er, or reader, has been irrevocably changed .. This obsession with surface is un~
doubtedly an inheritance of the Pop Art movement, who originally posited the idea
ofthe importance of surface, as a re.~ction to Modernism's continued interest in a
deep structure, abandoning metaphor and reflecting the post-war obsession with
household commodities. (Although Warhol did examine the possibility of a deep
structure with some of his silkscreens, for in stance the Car Crash and Electric Chair
series.)

Later, discussing Richard 'Wasson's interpretation of Sontag's essay, Bertens com-
mentsthat,

In Richard Wasson's words, Sontag claims that lithe new art extends
its medium ~nd means into the world of science and technology, into
the popular, and does away with old distinctions" ...He goes on to
quote Sontag herself: "From the vantage point of this new sensibility,
the beauty of a machine or of the solution toa mathematical prob-
lem, of a painting by Jasper Johns, of a film by J:ean- Luc Godard, and
the personalities and music. of the Beetles is equally accessible"
...This "unitary sensibility," fae Sontag calls it, has obvious affinities
with whatHassan will later term "immanence." It is totally commit-
ted to eclecticism, ranges far and wide 3C!!OSS the cultural and scien-
tific.landscapes of the twentieth century and recognizes no barriers.
(Bertens in Fokkema &,Bertens: 1986, p.16)

The irony of this exercise is blatant (a critic commenting on an earlier criticism of
Sontag's essay, which exists solely to challenge the cultural tendency towards inter-
pt etation), but if this massive inconsistency can be overlooked it may be seen how

" "wa« atHeart conforms to this "unitary sensibility", since itutilises many established
cinematic devices in a manner which demonstrates that Lynch is thoroughly "com-
mined to eclccticism't.tlbid.j

Page 81



Returning to Wasson's interpretation ofPostmoderni~m's tendencies, Bertens finds
itnecessary to state that,

The e }t~L~, <Jlogictll;basis of Mode mist aesthetics is seen as radically
unsr ' ....' I;,} tact nonexistent, and instead of Modernism's belief in
unity, no matter how. harp 'won, \Vasstlnts Postmodernists believe in a
literature that denies unity, ~hatreplaces a world that offers ontologi-
cal anchors, so-called highti.,'_~iscomses,with "a world of eontingen-
cy~ a world in whi':~ mali], is' tree to cope spontaneously with
experience ...j~ (Ibid., p;:i9) ::.

This perfectly describes the world observed in Wild at Heart. f~ .pears that the in-
terest in the epistemolo~ical, which played a ~~jor rble in Blue Velvet has here been
replaced by the arbitrary and unknowable. \

For instance, when Lula and Sailor pull off the (Yellow Brick) road in order to ph-
serve, more closely the results of a car accident, they encounter a confused young

II

woman (played by Sherilyn Penn) who has temporarily survived the accident. The
n n scene reflects an incident in Jean-Luc Godard's tllm,'Weekelld, -hf~;hi~ch.a well-

dressed woman searches in vain for her Gucci handbag; Lynch's victim displays the
,

same absurd ..obsession with finding her handbag, while her brains leak ft:jm a fis-
sure in her head. The two scenes are sufficiently similar to Iead the viewer to be-
lieve that Lynch is deliberately parodying Godard. Lynch includes this fragment
from Weekend in the same irreverent manner in which he includes referencesto The,

Wizardo! Oz. For instance, following Lula's description of her cousin Dell's behav-
\'>;; "

jour, Sailor suggests that perhaps a visit to the Wizard of Oz might have cured him.
Lynch's reference to Godard's great classic of filmic Modernism seems equally flip-
pant.

After witnessing the accident victim's bloody and unpleasant death Sailor ar IiLu-
la's luck changes for the worse, Lula verbally linking the accident to this negative
transformation. However, there is nothing which actually links the two occurences;~--
they seem to be entirely unrelated, Lula's determination to flnd meaning retaining
an air offutility,
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This lack of any central meaning, ..or authority is also hinted at when Lula, who is
driving the car in order to allow Sailor to rest, struggles to find a music station on the.
radio. There is no shortage of news, but ft isdispersed via multitudinous radio net-
works, and seems to consist of many m'Pc<;tulegends. 1:u1a is .subjected to stories
about enormous nmtalu crocodiles living in asewer system, and necrophilia (which;

,-" s-; ,i.

following the details disclosed during the D~hlrter trial, ironically sound relatively
unremarkable.) 'These references also Indicate that Lynch is parodying the series
of horror films, such as Piranh« (l978}andAlligutor (1980) which feature a menag-

/1

Quoting Inab Hassan, Hans Bertens views the theme of chaos to be central to Post~
modern creativity:

• .. .-li" . ,.;
·'".Modernism u excepting Dada and Surrealism - created its own
forms of artistic Authority precisely because the center no longer
held, Postmodernism has tended toward artistic Anarchy In deeper
complicity .with" things falling apart .. or has tended toward
Pop" ...Wrel'eas the Modernists sought to defend themselves against
their own awareness Qt cosmic chaos, of the impossible fr"J.gilityof
any "center" they mightperceive, the Postmodernist recognition of
the. final demise of all Authority, of all higher discourse, of all cent-
ers, leads to an acceptance of chaos and sometimes even to a mystical
attunementwith a chaoticuniverse ...(Ibid., p.28)

This certainly would seem to be true ofLync)l's most recent feature film. Instea of
//

setting up a vision of normality, as he had I.\one in Blue Velvet (however bogus that
so-called normality was eventually exposed to be), Lynch completely neglected to
anchor the events in Wild atHeart to any kind ofrecegnizable reality.

Obviously, t'~~lYuniverse in which plurality, eclecticism and a sense of the carniva-
lesque are dominant, will display a tendency to lean towards the chaotic, rather than
the ordered. Linda Hutcheon views this disordering, or decentering, tendency to
be one of Postmodernism'smost important features. o8he suggests that, "Perhaps
the (Pjostmodern motto should be ...'HaH to the Edges!~!~Hutchc.on: 1988, p,73)

She fur ther states that,
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This lack of any central meaning, or authority is also hinted at when Lula, who is
driving/the car ill order to allow Sailor to re~t, struggles to flnd a music station on the

j)" • r:

radio. There is no shortage of news, but ~i{sdispersed via multitudinous radio net-
r,

works, .and seems to consist of many urban legends. Lula is subjected to stories
about enormous mutant crocodiles living ina sewer sys:tem. and necrophiliajwhich,

'.

following the, details disclosed durilJg the Dahmer trial, ironically sound relatively
unremarkable.) These references also indicate that Lynch is parodying the series
of horror filins, such as.Pirtmha (1978) .~ndAlligator (1980) which feature a menag-

!i -

erie ofmean-minded mutants,

Quoting Ihab Hassan, Hans Bertens views the theme of chaos to be, central to Post-
modern creativity:

"",Modernism w excepting Dada and Surrealism - created its own
forms of artistic Authority precisely because the center no longer
held, Postmoderniem has tended toward artistic Anarchy if'. deeper
complicity with things falling apart .~ or has (tended toward
Pop" ...Whereas the Modernists sought to. defend themselves against
their own awareness of cosmic chaos, of the lrnpossible fragility of
any "center" tiiey might perceive, the Postmocernist recognition of
the final demise of all Authority, of all higher discourse, of ~Ucent-
ers, leads to an acceptance of chaos and sometimes even to a mystical
attunement with a chaotic universe ...(Ibid., po-:m)

((

This certainly would seem to be true of Lynch ISmost recent feature film. Instead of
setting up a vision of normality, as he had done in Blue Velve: (however bogus that
so-called normality was eventually exposed to he), Lynch completely neglectedto
anchor the events in Wild atHeart to any kind of recognizable reality.

Obviously, any universe in which plurality, eclecticism and a sense of the carniva-
lesque aredominant, will display a tendency to lean towards the chaotic, rather than
the ordered. Linda Hutcheon views this disordering, or decentering, tendency to
be one of Postmodernism's most important features. She suggests that, "Perhaps
the (Pjostmodern motto should be ...'Hail to the Edges! III (Hutcheon: 1988, p.73)

She further states that,
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.-Like much contemporary theory; the (P)os~modernist novel puts into
question tI1ut entire series of inserconnected concepts that have
come to be associated with what we convenientlylabel as liberal'hu-
manism: autonomy" transcendence! certainty, authority, unity, totali-

) zation, system, universalization, center, continuity, teleology..
closure, hierarchy, homogeneity. uniqueness, origin, (It:>id".p.57)

In If,Ylicil's case; one must read.r'the Postmodernist film" instead of" ...the, Postmod-
ernist hover" but it is easy to see how the liberal humanist tradition has been trans-
gressedbythe director, particularly if'one considers the case,ofWild atHeart.

Due to wu« at Heart's status as a 'road movie', (in the tradition of Jack Kerouac, as
I: , - (,

well as Easy Ride1i.:~,David Lynch's vision of the America that is, "Wild at heart and
r· , . " !! " " , ,_ ,'," _,,"

weird on top", is ~fxtended to. incorporate muchofthe country (unlike Blue 'Velvet,
which focused on !rl1e community), as Sailor and Lula speed along the highways in

their car, which i~in itself a visual reference to the 1950s. The car resembles the
,

type of vehicle pd:pular during that era, rather than the more economical models
which have becom e popular following the fuel crisis ofthe 1970s. -,,.

uu- I,

The fJ~that Wild' at Heart involves a lengthy journey through America links it to
Easy Rider, and it~frequently pessimisticvision of America's corruption makes this
comparison increasingly valid, In Ea!.y Rider the two maineharacters call them-

selves Billy the Kid and Captain America, indicating that they identify themselves
strongly with an optimistic, heroicview of their country, but the ftlm's conclusion re-
veals that trust to have been misplaced. In Wild at Heart Sailor and Lulapontinually

c seem to be in danger from the power and influence ofthe moneyed class, represent-
ed byMarietta and the decadent Mr. Reindeer, although the closing scene reveals
that, despite the corruption-which he has viewed, Sailor is nonetheless stilt capable
of hallucinating a Good Fairy when his relationship with Lula is threatened.
Lynch's use of devices from Fellini and Godard 190k suspiciously like parody, but

his reference to Easy Rider.is less straightforward. It is possible that the 1969 film
exists as a warning within Lynch's filmic palimpsest,
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In New Orleans Lula and Sailor encounter a bizarre character (played by F~eddie
Jones) when visiting a bar. Instead of communicating by using normal speeSh he
makes a series Of strange ~lilim~\:Micgrunts, squawks and 'barks, and, -within the
realm of Lynch's oeuvre, is strongly reminiscent of the parents in The GraJildm()tl~)er,

despite appearing to be a more benevolent character than the llt1&'y~1patheticand
II

aggressive progenitors, .Although both Lula and Sailor seem amusel~ by his strange
vocalizations, they do not seem to be particularly sh6cke~; and agi!in T_"ynch intro-

I; ~

duces an incident which would seem to demand an explanation, yet offers none,
I.) I

leaving the reader to locate the meaning of the scene. "Thisisyet another example of
how the role.of'the viewer in Postmodernism differs considerably from the emotion-
al involvement required by Realist films; Instead of merely emotional engage-. . G_
ment, Postmodern directors appear todemand intellectualeffort.

Ij

I~I

Another visual motif common to all of Lynch IS fih'q~appears in Wild at Heart, name-
ly his continuing obsession witn. the grotesque. When Sailor and.Lula arrive in Big
Tuna they learn from a group ot'locals that there is a pornographic film beh,,g made ,;

;\ . ~" Of: ~

in one of'the rooms at the motel in which they are staying. One of the men ~d&sthat
r

the film is a "Texas style" porn fllm, which, presumably, is a reference to the fact that
the women, who are shownparading semi-naked across the motel's forecourt, are
much larger than the women normally featured in pornogra~hy. ,I

~\~ ~I,
This scene also echoes much of Federico Fellini's work, in its carnivalesqu€:i;asp~ct.
Charles Jencksmentions the fact that the carnival is a constant aspect'ofPostmod- ,
ern ism, and links Fellini b) this common artistic trend:

, '

~:cderico Fellini often turn: the mad competition of many opposite
tastes into a melancholic spectacle of hilarious sadness and nearly
every one of M:;,movies has such a scene ~a Post-Modern carnival.
(Jencks: 1986, p.55)

As-has been previously mentioned, Jencks links th¢!frequent appearance of ~hecar~~
nivalesque to the plurality of modern society. He claims that if society is 'hetero-
dox" then art will have todeal with that reality.
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However, 12ynch's references tt;tlhe carnival Irequentlyj'erge on the monstrous. Aj~
- ., 0 ,.

.though The Elephant Mat: contains-a measure of critic~~ln of the 'freak shows' so
II

popular in carnivals an? fravelling fairs, his inclusion of deformed characters is usu~
ally less judgementai~Aince he prefers to offer little moral comment on these char-
acters. He displays at1interest, but thi .. is obsessional, rathertr=~thital.

~ n

For example, Bolli)}, Peru can superficially beviewed as an entirely villainous char-
I',

acter, since he involves Sailor in the bank robbery (which leads to Sailor's arrest and
""\ _I

Bobby's death), but this is undercut: in the scene in which he sexually threatens Luia.
-Although this is made to appear shocking by the, juxtaposition of Lula's freshness
with_,Peru~~-decadep.ce(even his teetp are rotten), this tension is dispersed by the un-
expected use of humour. Bobby holds Lula in a tight grip with one arm, his other

Ii ~l

hand working down her body and finally resting on her crotch as he.tries to force her
, to say, "Fuck me." Whenhe finally succeeds he breaks away, saying, "Someday,

baby, I will, but right now I gotta go!" His unforseen response has the effect cf ne-
gating milch 'of his earlier menace. Peru is demoted from his 'status' as a potential - It

rapist by this piece of crude schoolboy humour, despite the fact that.the viewer is left.
in nodoubt thatLula has felt genuinely molested.

Lynch's determination to include physical deformity in his films conforms to his
overallphilosophy ~~a filmmaker. The decision to include Isabella Rossellini in
both Blue Velvet anll'lVild at Heart in order to deglamourise her, might be viewed as

(-I r:
a decision by the director merely to reject the Hollywood standard of beauty, and to

c·

make his actors conform to the physical failings commonly experienced by 'ordi-
nary' people. However, this theory can be rejected due to the fact that Lynch almost

('I

always reaches beyond ordinariness in order to locate the point at which deformity
begin«.

For example, Lynch includes two female characters in Wild atHeart who are linked
by their appearance and who apparently both work for 1fr. Reindeer. Perdida Du-
rango.isplayed by Isabella Rossellini, who wears an obvious and tasteless blonde
wig and whose (dark) eyebrows meet in the middle. She is visually matched to an

'I
((

equally stra~ge character, played by Grace Zabriskie, who plays Sarah Palmer in
Twin "eaks. She, like the Rossellini character, wean; a blonde wig as well as calli-
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pers,' has very dark eyebrows, and is responsible for Johnnie Farragut's death, as
I,

Perdida is at least partlyresponsible for Sailor's incarceration. In a strange cere-

mony Farragut is shot whileshe shouts, "Fuck me now, Reggie!" to one of her 3.C~-

complices. Both women dress in black and are directly involved in, the death ofa

man, leading the viewer to define them as black widow spiders, particularly Grace

Zab~iskie'8 characterwho has sex at the moment of Johnnie Farragut's death.

Since Bobby Peru can be viewed as a Lynchian equivalent to the Scarecrow from

Wizard of Oz, who lacks a brain, perhaps the two female assassins can ife seen to .

be equivalent to the Tin Man, whose heart is missing. One of the women even
spor ts a leg encased iri metal callipers, perhaps a visual indicator. Their violent and

cruel behaviour negates the dominant image of the female as being the giver of life,

Gnde they are the harbingers of death. If this view ofthe film is extended, Sailor can

be viewed as the Cowardly Lion, who almost ati~ndons the chance of a permanent I:

relationsh~p with Lula and his son, Pace, but is encouraged to persevere by the

Good Fairy.

Itis true, that the role of a parent is considerably more demanding than the idealised

situations frequentlydepicted by Hollywood, but :fewwomen are sufficiently unfor-

tunate to give birth to a baby who closely resembles a skinned lamb, as does Mary X
~ .

in Eraserhead, This....~peofvisual overkill occurs throughout Lynch's work, indicat-

ing a schizophrenic sen:,ihilit-j;'for Lynch uses extreme examples when indicating'

ugliness, yet his positive visions are equally exaggerated. Consider, for example,
I'·

t~e idyllic Rockwellesque town of Lumberton, or tlJle even more rural region which

incorporates the town of Twin Peaks. Beauty and repulsiveness are constantly jux-
taposed in Lynch's view ofAmerica.

DOtl'W,'VoKkeu.tadescribes Postmodernism's world view thus:

The world vi~~wof Post modernism is the product of a long process of
secularization and dehumanization. In the Renaissance the condi-
tions for a man-centred universe were established. In the nineteenth
and twentieth centuries, under the influences of the sciences - from
biology to cosmology - the idea of man being the center of the cosmos
appeared more and more difficult to defend; finally it became unten-
able; even ridiculous. In li~isrecent ho~~~on the origin of the uni-
verse, Steven Weinberg argues that I'hur';flm life" is "just a more-or-
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less farcical outcome of a chain of accidents reaching back to the first
three minutes" ...Pli:fsidsts~ like Weinberg, teU U5 that for sure our
world faces "a future er~tinctfon of endless cold or intolerable
heat" ...and the awareness of irreversible destruction between now
and several billions of years from now has been aggravated by a sus-
picion that the human nice will destroy itself within the foreseeable
future. 'The unavoidable conclusion is that mankind is no more than
the result of a whim of nature, and (trtainly not the center of the uni-
verse. (Fokkema in Fokkema &Bertens: 1986~p.82)

Furthermore, Fokkema posits that,

The Postmodernist world view ...appears to be characterized by the
conviction that any attempt towards constructing a world model -
however much qualified by epistemological doubt - is pointless. The
Postmodernists seem to'believe that it is both impossible and useless
to try and establish some hierarcti:;~al orders some system of priori-
ties in life. If they admit aworld mo\~.eI,itwill be one based on maxi-
mum entropy ..•i.e. on the equiprobablllty and equivalidity of. all
constituent elements. [Ibid., ps, 8~-83)

Ii'
Ii

Sinc~ it is now commonly believed that the human race evolved from a chance oc..'"

currence, by Steven Weinberg amongst others, it is only fitting that artl;~icworks
I\

should reflect that belief. Lynch's work would appear to conform to this d~scription

of Postmodernism, with its portrayal of irrational characters and illogical events,

the.universe depicted in wu« iii Heart being the natural habitat for creatures such as

Bobby Peru and Cousin Dell. When L~j~hears the seqnenceof'urban legends on

the radio, apparently being reporte4 as if they were legitimate hews reports, she
" - "

fullyenters the realm of the Postmodern.

When providing an explanation ofthe Postmodern psyche, Douwe Fokkema also

provides an interesting manner in which to view the two malrrprotagonists of Wild

at Heart:

...the Postmodernists see thcll1selves as captives of the status quo, of
its conventions, procedures, and compromises. Often they try to ii

tight this situation by denying the legitimacy of the social and cultural
network they are living in, one that they consider the outcome of a
chance development. are ~uspfdo~~_) therefore, of conc~pts
providing a legitimation or the status quo. They deny legitimotions
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based-on metaphysical concepts ofjusticeand reason, on cliche dis-
tinctions of good and bad, or on the simple logic of cause and effect
(Ibid., p.83) 1-

Sailor and Lula similarly attempt 'tQJocate a manner inwhi~;lthey can survive in j50~
~ ~

lation from the status quo represented by Marietta Pace Fortune, Marcello dos

Santos and Mr. Reindeer. The two characters are content in their fllogical behav-

ioural pattern, which causes them to dance wildly in a field for no apparent reason.

Although the.motivation of the more. senior characters in the film is never made eJJ-
tirely-clear, it seems as though all are spurred into acnon primarily by a love of

money! although Johnnie Farragut is an exception, being motivated by a misplaced

love for Marietta. C'~

P
//

Despite Sailor and Lula's desire for freedom from the.i~strictions of the status quo

ill which they have been entangled, they choose to.iebel in a manner which is.remi-
niscent of numerous 1950s films. Sailorwears his snakeskin ..jacket because he

views it as a symbol of his individuality and personalfreedom, a primary concern of

~1950syouth films, and he serenades Lula with Elvis Presley songs, a convention

which was a common device of Presley's films, but in the 1990s has a positive feelh,g;-
" of irony surrounding it. Lula acts in a manner which conjures up images of,the ar-

chetypal' 1950s·'bad girl', yet due to the sexual revolution she is not seen as wholly

immoral, the sexuality which characterises her relaiionship with Sailor being de-
I "

I~ictedasentiselyhealthy.

~
!

,?

h r...

Fokkema alsolinks the Postmodem attitude to the Modernist ethic which preced-
~~~"~"~'; ''""

edit: /'. II

(L--,

The Postmodernist world view comprises more than- the belief that
man and his world result from a chance, development. If the Post-
modernists really believed that all things am equally 'Valid, it would
be difficult to explain their urge to write ...As so many of their prede-
cessors, the Postmodernists, however, seem-to be motivated by the
idea th:~t the immediately preceding generations have failed in rep-
resenting certain aspects of reality ...Of course} they resist the Realist
and Symbolist beliefs, but in particular they turn a~}inst the attempts
of the Modernists to construct coherent, though hypothetical models
ofthe "world. They openly criticize and parody the;Modernist hjer!~
chies. Indeed, the world view of the Postmodernists ;~,J;uiIton th j
principleofuonhierarchy ...(Ibid.) .' .
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Fekkema's tpeoryi~learly demonstrates thati~lthough Postmodernism has been

he~~;ilyreliant on Modernism toprovidethe l/a~is for many of its theories, it also ex..;
ists as a criticism ofthepre'?"ding movement Fokkema claims that Postmodem-

ism's main furrction is as," ...a polemics against Modernism I, (Ibid.)

'{he fact that David Lynch expects the viewer to become engaged in an intellectual

effort in order to read his film demonstrates that the heritage of Modernism is posi-

tively present, although Lynch frequently presents his audience with a sequence of

'previously constructed images, for instance Sailor's serenading of Lula at the P0W-

ermadgig, which juxtaposes a contemporary musical setting with a scene which
closely resembles an early Elvis Presley film, However, the viewe~js thenobliged

to deconstruct thes~,.familiar images and/or quotations from previous films and

genr!s.fin order to discover why they have been utilised in this new context. For in-
stance, John Fowles in The French Lieutenant's Woma~ uses all, the devices ofthe

_ . Vi~toria:t:ll1oveUn order'to expose their artifice, as well as to subvert s;rme Realist

conventions.

Hans Bertens, while describing "The ~"C;;trhodrcrn Weltanschauung", quotes Ray-

mond Federman wh~; in an article entitled "Fiction Today or the Pursuit of Non-

Knowledge", states that, "Novels must expose themselves continually as ficeions,
1\ ' ,

they fuUS! be "an endless denunciation of [their lawn fraudulence'". (Bertens quot- '

ing Federman in Fokkema &Bertcns: 1986, p.39) '-'I
Ii

/'/

Postmodern film also conforms to this artistic pattern, largely due to the frequent

use of quotations from past styles, genres and even specific films. This self ..con-

scious device, or meta-fiction, is common to .many Postmodern WOtk8~ and can be

clearlyseen to influence the form of Wild at Heart.

The film'sfinal scene conclusively demonstrates the pr~se.n~e orthe device of'meta-
(\\ \)

fiction; or double-coding-as (]'tarlesJencks prefers to lapel it. After Sailor'sen-
n ,. I)· :Ii

counter With. the Good Fairy (a visual counterpoint to Marietta), he is moved to

change his ways and to mend his relationship with Lula, In an ertliier conversation
witf1 Lula, Sailor mentions that "Love Me Ten~)711is his favourite Elvis song, and
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when he sings it. it wiil be to ask Lula to marry him. .b~the final scene of the film
Sailor locates Lu!a':j car in a traffic jam (a bizarre sight~ since previously Lynch
chose to display roads empty oftr~fffc), and sing::.the song to her as the credits roil.

The dirCl::.i .!ll'rind viewer are equally aware of the filmic antecedents of this scene,
"

since such romantically successful conclusions abound throughout the history of
[.

cinema. iUibviousiy one is expected to ma~y similar endings within the genre
the musical (and mort': specifically, Elvis Presley films), as well as teenage orien-

tated films, melodramas, and even soap operas; such as Santa Barbara.

However, despite t~i(sttong conclusion, the viewer is made aware that this 'happy
i)' .-"-

ending' resoun<Jitoo strol1g1}l~and a feeling of irony. rather than closure; prevails .
.-~~/ '

The scene~.intail1s an element of humour too strong for even an uninitiated audi-
.:

ence _!9:illsmiss, There are also many ques~ion<;left unanswered at the conclusion,
for instance the part played by Mr. Reindeer and the intentions of Marcello dos

i - ~J

Santos. The only obstacles to Lula and.Sailor's happiness to disappear by the film's
{j

end are Marietta ~llldBobby Peru,who decapitates himself during the bank robbery
in a manner which proves that his empty-headedness is quite literal. At~er Lula
throws the contents of her glassat her mother's photograph, the Ice ctibes cause her
image to evaporate in a puff of smoke, a visual parallel to the fate of the Wicked
Witch in The Hlzzewdvl,P",;, .

( .
! 1\

/;
\)\i

The movement away from closure originated in Modernist thought, ami is contin-
- " I -I

ued by the Postmodern creurorsswhose multiple storylines CO!\,~.')in~in the move ..
ment away from linearity. Lim,» Hutcheon, discussing Salman Rushdie's novel
Midnight's Children and n.M. Thor?~$'s "[he White Hotel, states that the detlnhuL.
feature of these works is their undermining of, ",,,the humanist notion of Man as a
coherent and continuous subject." [Hutcheon: 1988, pJ.77) It is this humanist no-
tion which Lynchsubverts in Wild atHeart.

o



CONCLUSION

The thr....e films chosen for discussion in this thesis represent David Lynch's 'Ameri-
canwork', Thisphrase indicates the subjectmatter of the rather than itst111an~
cial origin, The tt"ifee films selected also belong in the same category, because
ttwir connection as Lynch's most personal statements, each project being either
written by Lynch (in the cases of Eraserhead and Blue Velvet) or adapted by him
from n chosen primarj 'ource, such as Wild at Heart being based on a novel byBarry
Gifford. (Jones: 1990, p.46)

\\
The thr~~ films are similar in many respects, not least because they each present a
more disturiilUtlg vision of America than is commonly recognised or acknowledged
bymost Hollywood directors, Eraserhead, in particular, presents a picture dfa soci-
ety which seems to possess no posi rive aspect, its prbtago~~st escaping only by enter-

" ing another world. Bille Velvet offers the Rockwellesque ~lommunity of Lumberton,
but displays an equally dark side which is given asmuch 4r,ee~time andcredibllity
as its attractive rural aspect, WUd aiHean contains two li~relyand attractive protag-

"

onists, whose positive sexual relationship is threatened b(V numerous outsiders, in ..
Iieluding a seemingly insanely jealousmother. !i

"IiII
Ii

These filmicworks also demonstrate that Lynch'smain hiiterest lies within the area
'I

of Postmodcrnlsm; since all contain many Pcstmoderu characteristics, despite
" -r: I!

Emse~hetld~sSu?ertki~~IY M6~le~nist appe~ral1<:e'. By t~tetime Wil¢a, t Heart was
completed m 1990! Lynch's arttsn (~tendencies l:'pplMr J~9,~:~ve.been fully developed,
and his most recent feature film has defined him con('l~sj~;ely as one ofthe leading
ii I'
['f ,Dponents1)1'filmic Postmodernism. II

ii
II

These.films also display 11strong criticism of the nllcleajlr family, in particular the
American variety of this social structure. Although Lync~ldoes notsuggest an ~It{~r,;;,

il
native to the husband, \\lac and children arrangement C01flttlOn to an nuclear fami-
lies, Edward Shorter, lp his text, The 11l'aJdl1g Of The .~r{)defll Family includes a.

)
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chapter entitled, "Towards the Postmodern Family':' in which he suggests that the
Postmodem family is in .the process of replacing the nuclear family, ~l~scribing the
nuclear family :IS a "nest":

A...way in which the, nuclear fa~)1ilyhas been giving way tothe {P)ost-
modem familywe might call rthe destruction of the nest,' The.nucle-
ar family was a nest Warm and sheltering, it Is~pt tbe childr,en
secure from the pressures of the outside adult world, and gave the.
men an evening refuge. from the icy blast of competition. (Shorter:
1976, p.279)

.Unfortunately, the so-called nest proved to be an incestuous temptation for many (if

Lynch's, characters, from Mrs. XiS sexual attack on Henry in Eraserhead, to Laura... ,-, . ,-, _.

ndLeland Palmer's nocturnal assignations in Twin Peaks.
~I

Shorter suggests that the-Postmodern family will move away from the parents and
children scenario towards more varied family structures. One can already note an
acceptance of these changesby WakBilrlt!g television sU:..:com5 and noting the dearth

of so-called conventional family urlit&,!:vho't 11w Boss and The Golden Girls being
;". ,I. ... r:

two popular examples. (In soap ,[!)cr% such as Santa Barbara, Dynasty et al, the
f:!miIy ls continually under threat; yet it still adheres to the nuclear family unit in

if .

structure. )

Shorter'also speculates on the reasons for this movement away from th~ nuclear
family. He state;s thatthe rising divorce rate has destabilised the Inl~lcarstructure~
children frequently choosing to socialise according to their peer group, rather than
the values promoted 'by their parents. Adding to this cri~ig is the current emphasis
on the erotic element of relationships ...As Shorter claims; "Because sexual attach-

"ment is notoriously unstable, couples resting atop such a base-may easily be blown/
apart" (Ibid. I p.21S}, thus ad~.:ingto the abovementioned risingdivorce rate, /.<

<~

Finally, the women's movement of the 1960s has changed the role of-women from
homemakers to contributorsto.the ...~orld economy, A woman who has a full-time
job is less likely to be wholly enthusiastic about a role as nest maker, and may prefer
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to include grandparents or other relatives as child-minders, therebyfreeing herself
towork for longer periods of time. In this way the extended family ~lightbe seen to
become a more powerful force than the nuclear unit. (Shorter: 1916, ps.269~280)

Lynch posits no sociological solution; buteffectively reveals the inadequacy of such
, J,. ,_

at'!outdated piece of sociological architecture. It is also interesting to note that in
all three films analyzed in this work, a leading character lacks one parent. In
E?asedtead 'Mary walks out e11Henry and her baby, unable to function without the
sleep ofwhich she is deprived by her continually crying offspring; in Blue flelvet Jef-
freys father is hospitalised, only being released after the Junge!' that threatened
Jeffrey is (at least temporarily) over. In Wild at Hean Sailor reveals that his parents
b'cithdied when he was young, while Lula's father is also dead, and her mother re~
mains a malevolent influence on her life. According to LYftch, the nuclear family is
suffocating. but is not able to provide adequate protection against the danger which
assails the young ofthe 'nest', It is restrictive, without being safe, indeed, given the
frequent instances ofincest in Lynch's films, it is possibly the least safe place for a
childtobe,

Lynch IS, continual awareness of past styles, genres and film texts characterises his
\\ \

work .. The constant use, in Wild az Heart, of existing cinematic conventions has
been noted in Chapter Four, as well as the constant references to The Wizard 0:[ Oz.
While discussing Postmodern litemry conventions. Douwe Fokkema clafmsthat,

In the universe of Postmodernism, words invent our world, words
shape our world, words are becoming the ~flle justification of our

.'. ._1
world. Therefr' ,',e, the Postmoderrdst keeps talking! even though he
may be, conscious of the fact that he cannot do more thanrecycle pet-
rifled meanings, (Fokkema: 1984, p.45)

This statement was made in reaction to the writings of Borges, but one, can extl:ibd
this analysis to the films of David Lynch. Although he works with images, rather
than words, his films frequently appear to be a reaction ttl a world in which, as
Jencks states, !!... all traditions seem to have some validity," (Jencks: 1986~p.7)
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.As much as words shape our worlds, so do images, ann Lynch (n director of adver-
tisements as well as feature films), seems constantly aware of the influence ofimag-
es from women's magazines and billboards. Isabella Rossellini's loull~of ecstasy, as

she engages in sex with both Frank and Jeffrey; is tfl-,ical of the pseudo-sexual pose
constantly employed to sell ~ array of products from. lipstick to swimwear. The
fact that Lynch chose to employ an actress who is identified as a model for a cosmet-
ies company adds to the ambience of pastiche and irony which permeates the direc-

r

toes work, andwhich isalso a typical aspect of Post modernism.

Lynch's constant w!ilUngne5s to submerge himself and his work in the medium of
popular culture also indicates his status as a Postmodernist, As Jim Collins states,

Postmodernism ha$r "...destabilized traditional distin~Hons between High Art and
mere "mass culture/III (Collins: 1989, p.2),.an ideological MV,derntst norm.

Douwe Fokkema observes the following differences between the Modern and Post-
modern philosophy:

Whereas the Modernist aimed at providing a valid, authentic, though
strictly personal view of the worldin which he lived, the Postmodern-
ist appears to have abandoned the attempt .owards arepresentation,

. 'i ofthe world that is justified by the convictions and sensibility of an in-
dividual, The Modernist did not claim a general validity for his
views, but defended his private assumpti '/is and value judgements.
The Postmodernist may have his private views, but sees 110 justifica-
tion for preferring them to views held byothers, He rejects the intel-
lectual hypotheses of the Modernist as arrogant and arbitrary, and
therefore irrelevant. (Fokkema: 1984, ps, 40~41)

The, worlds represented in Lynch's films indubitably conform to the description of
Postmodernism provided by Fokkema, In each of the three films studied, an ex~
traordinary eonflation of worlds, ideas and social mores can be observed, Lynch fre-

quently fit:~,lilowledgingthe presence of an ideological ~iemocracy by frequently .
.;

conflating aspects of''High Art' with popular culture.

Furthermore, Fokk(~nia adds that, '
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The Posnnodernist does not discriminate. H~ris eager to dethrone
the intellectuals, who in a time of ser;ularizat.iqI\\tried to climb on the
empty throne of God in order to spread the go~.p:\elof their private se-
~'lan~\icuniyel~e. Wit~ the ~ostl:nod~rnist &buse'r:inteUectuul think-
mg, the capacity for .discerning, judging and sel e~ttmgalso goes down.
(lbi do!pAl)

Lynch's lack of intellectual discrimination is due Iess to an a decreased capacity Ior
cerebral discernment, than to a decision to concern himself primarily with the dom-
inant concerns of American popular culture. His visual obsession with large, fast
cars, diners, and the so-called typical American small town connects him, ideologi-
cally, to popular culture.

Fokkema also links Postmodemlsnrwith the idea of the palimpsest. As he states,
"The Postmodernist is convinced that the social context consists of words, and that
each new text is written over anolder one." (Ibid, p.46) In this case originality be-

-r:

comes not only unimporrant, but impossible. When Lynch connects disparate ge ..
neric conventions in Blue Velvet and Wild at Heart he is not only demonstrating that
he is aware of established cinematic conventions, but also that he is constantly
aware of the manner in whi ell his story is being narrated. Fokkema asserts that,

In Postmodernism the emphasis on the code is evert clearer than in
Modernist texts. In certain cases, the question of how a story should
be told appears to be more important than the story itself, (Ibid; ps.
46.·47)

Most notably! the argument ed by this thesis has been concerned with Brian
McHale's two definitions 01 .iern and Postmodern '....riting, It has been demon-
strated that, particularly considering Lynch's frequent use of the detective genre, it

is difficult to separate the epistemological (typical of Modernism) from the onto-
logical (typlcal of Post modernism).



11

C Despite this minor diffisulty~ it is possible to discern all ideological development
within Lynch's oeuvre, as the obfuscatory narrative of Eraseshead eventually evolves
into the Postmodern patterns of Wild at Heart. AUthree films display an intense in-
terest in other worlds and Eraserhead and Blue Velvet also contain a strong epjste~
mological element.

However.Because of the confusing narrative which characterises Brasemead, the
viewer becomes epistemologically obsessed, whereas the characters, Henry and
Mary, seem less concerned with defining their world or social situation, or in solving
the mystery O[\'Hiy their baby looks more like a skinned sheep than a bona fide
human being. In Blue Velvet the detective genre features strongly within the narra-
tive structure, the plot and the concerns of the viewer.who is undoubtedly encour-
aged to'participate in the mystery surrounding Jeffrey's discovery of the severed ear.

Returning to Faulkner's novei;Absalom. Absaloml, McHale s~ates that two of its
characters, Quentin mid Shreve, behave in a peculiarly Postmodern mannci'r:

Quentin and Shreve'projcct a world, apparently un anxiously. Aban-
doning the intractable problems of attaining to reliable knowledge of
ourworldj they improvise epossibieworld; theyj'ictionalize. (McHale
in Fokkema &Bertens: 1986, p.59)

",-",' ~

Similarly; Cousin Dell.deals with the problem of knowing his immediate environ-
mentby erecting a mendacious faiitasy that every day is Christmas. Sail Of, threat-
ened at a nightclub by a rival fqf,Luhfs affection copes with the situation by not only
behavinglike a y<:>ung,tough, Elvis Presley, but also by singing Love M.e~one of the
songs made famous by him. Soddenly a heavy metal band (Powermad) is trans-
formed into a tightly disciplined backing group, complete with 'doc-wop' vocals.

_-i1

Similarly, Lula and Sailor project themselves as a mildly pO!'itographic Romeo and
Juliet! a pair of star-crossed l~;~versWhOSl~ language, however, is noticeably less ro-

I·

, mantic than Shakespeare's, C(!rltaining a great deal of1950s and 19808 slang, WIlen
Sailor believes that he is abaryfioning his SOIl he uses an amusingly meaningless quo-
ration, which appears to havei'been plunder~d from the genre of the Western. Such
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examples of characters creating (or projecting) worlds occur throughout Wild at

Heart, indicating that David Lynch has now fully embraced the concept off'ostmod-
ernism.

If one considers MJ-I Abrams's claim, that Postmodernism has been heavily influ-
enced hy the environmental crisis, which began to be discussed in earnest after the
Second World War and is nowreaching 11 crisis point; it is obvious that this same en-

, ,

vironmental predicament has significantly affected the filmic:work of David Lynch .
.Eraserhead is located in a world which appears to be in the throes of a post-industri-
al crisis, Blue Velvet's underworld is visually located in ugly industrial areas, and the
world of Wild at Heart is epitomised by the comrnunity of Big Tuna. One feels com-
pelled to enquire as to the:'experience a barren desert town, whose welcoming mes-
sage is "Fuck You", can offer,

The most unnerving aspect of Lyhch's work is the fact that, despite his decision to
focus almost exclusively on the rural community after Eraserhead, there is no more
comfort to be obtained within the' comforting confines of a small town. His message
implies that America is universally corrupt, as the viewer witnesses Jt'ffreYiR~auw

{! .-\_

mont's brutal rite of passage, Lula's ordeal at the harios ()f Bobby Peru and Laura 'l

Palmer's perverse relationshipwith her insane father;

However, Lynch also propounds the importance of America's positive side, so

Sandyis permitted to witness her dream about the robins oflove I1ccoming a reality,
Lula and Sailor are reellt1lted as tbc closing credits roll, and the White Lodge in Twin
Peaks is as powerful as the Black. 'fhe co-existence of the positive and the negative

is hardly an original thematic peculiarity, but Lynch's decision to function as a non-
judgemental witness, rather than a moral presence is indeed a departure for Ameri-
can film, and marks David Lynch, quite specifically) as ~d wholly Postmodern
filmmaker.

Page 98



· BIBLIOGRAPHY

Abrams, M.B. (19l:H)A Glossary O/Literary Terms. Japan: Holt-Saunders.

Alexandrian, Sarane, (1969) Sunealist Art. London: Thames &Hudson.

I

Apollonio, Umberto (ed), (1973) Futurist .Manifestos. London: Thame~ & Hud-
son.

n

Appignanesi, Lisa (ed), (1986) Postmodemism: leA Documents 4. London: ICl\. .

..Arac, Jonathan (ed), (198~) Postmodemism and Politics. Manchester: 'University
ofManchester Press.

II,
Auty, Chris. (1984) Interview with Lynch on Britain's Channel Four: Channel Four
Video.

Barthes, Roland. (1973) Mythologies. London: Paladin.
r

Barthes, Roland. (1974) S/Z. London: Cape.

Berman, Marshall. (1982) All That is Solid Melts Into Air. New York: 'Simon &
-,

Schuster.

Borges, Jorge Luis. (1970) Labyrinths. Harmondsworth: Penguin.

Boyne, Roy and Rattansi, Ali. (1990) Postmodernism And Society. Baslngstoke:
Macmillan.

Bradbury, Malcolm and McFarlanet James. (1976) Modernism, Harmondsworth:
Penguin.

Page 99



\I,
Breskin, David. (1990) i!Intervieww~~hDavid Lynch!' in Rolling Stone Issue 586 Sep-
tember Sth 1990.

Brode, Douglss. {1980} The Films Of The Sixties. New Jersey: Citadel Press.

Byatt~A.S. (1990) Possession. London: Vintage.

Calvino, ItaII),(1982) If on.a Winter's Night a Traveller.: London: Picador.

Cameron; Deborah and Frazer, Elizabeth. (1987) The LUst to Kill. Cambridge: .

..f' Polity Press.

Carpenter, Humphrey. (1989) The\Brideshead Generation: Evelyn Waugh and his
Friends. London: Weidenfeld &Nicholson.

Collins, Jim. (1989) Uncommon Cultures: Popular Cuuure and Post-Modernism.
London:' Routledge. "

Collins, ~ictael. (1981) Towards Post~Ufodernism: Design Since 1851~London:
British Museu~l Publications,

Collins, Michael, Fuller, Peter, Fischer, Volker and Jencks, Charles, (1987) The

Postmodem Object, London: Academy Group.

Creed, Ba~?(tr_!._(l~_~?)_"~E()~_!-]_:E:_!?!V!.0_tl_e!~ltl:Fem_!~ismand Post-Modern-
cjsm!i inJ:'ostmodem~cl'ee1ZVo/ume,;28, Number 2 (Spring 1987).

Doetorow B.L. (1990) Billy Bathgate, London: Picador.

Dudley Andrew, J; (1976) The Major Film Theories. London: Oxford University
Press.

Eagleton, Terry. (1976) Marxism And Literaty Criticism, London: iMethuen.

Page 100



\. ,I

EeG, Umberto. (1989) Foucault's Pendulum. London: Seeker & ;W~rburg., . f

Eco, Umberto. (1984) The Name of the Rose, London:

Eco, Umberto. (1987) TravelslnHyper-Reality. London: Picador.

Ferry, Jeffrey. (1987) "Blue Velve): ':' ie Movie" in Tile Face Number 82, February
J98-7.

Fokkema, Douwe. (1984) Litll'ary History, Modernism, And Pdstmodemism, Am-

sterdam: John Benjamins,

Fokkema, Douwe and Bertens, Hans (eds.) (1986) Approaching Postmodemism .."
Amsterdam: John Benjamins.

Fowles) John. (1977) The French Lieutenant's Woman. London: Granada.

Fowles.John. (1985) A Maggot. London: Guild Publishing.

Fowles.John, (1977) The Magus. London: Cape.

Gablik,~uzi.(1984) Has Modernism.Falled? London: Thames & Hudson.

Gerhardus, Maly and Dietfried. (1977) Cubism and Futurism, Oxford: Phaidon.

Gill, Andy. (1990) Retrospective r~~!jewofDune in Empire, September 1990.

Godwin, K.George. (1984) "David Lynch Retrospect: Eraserhead" in Cinefantas-
i

tique Volume 14Number4/ Volume 14Number 5, September 1984.

Gray; Alas, 'ltir. (1982) Lanark: A Life In 4Books, London: Granada.

Harvey, Sylvia. (1978) May l68And Film Culture. London: RF.I.

Page 101



D

Hassan.Ihab. (1982) The Dismemherment of Orpheus: Towarda Postmodenul.uer-
") )

ature. Madison: University ofWisl!onsin Press.

Hassan, Ihab. (1975) Parairiticisms: Seven Speculations of the Times. London:

University ofllliuois Press,

l"--~>:'=,'J" ,..-r) "-,'1

Hassan.Thab. (191My 1{"te:RightPromethean Fire. London: University of Illinois
{( ,Press.

Heller, Agnes. (1990) Can Modemuy Survive? Berkeley: Universityof California,

Hutcheon, Linda. (1988) A Poetics ofPostmodemism, Londov.t;'/;IRoutledge.
-) / «(

r, \1 ~"I

Hutcheon, Linda (1?89) The Politics of Postmodemlsm, London! _Routledge.

Jencks, Charles. (1~86) Whatts Post-Modemism? London: AcademyBditions.

Jones, Dylan. (1990) "Lynch: Suburban Spaceman" inArena September/October,
1:"',,"\

1990. \\

Kaplan.E'Annjed.) (1988) Postrf(todernismAndlEsDisconttmts. London: Verso.
N
1,1

/I
. [i Ii

Kariel, Henry S. (1989) The Desperate Politics of POSIMODERNIS.M. Amehnrst:
I') ,r;

University of'Massachusetts Press.
s-.

Kerouac, Jack. (1972) 011;The Road. Harmondsworth: Penguin.
I' n

\\

,', ' , , ",' 11 " ,I ,

Knlckelbine, Scott. (1990) Welt::omeTo Twin Peaks. Illinois: Signet.

Lee, Alison. (1990) Realism And Power: Postmodem British Fiction. London:

Routledge.

Lippard, Lucy 0 (1970) Pop Art. London: Thames & Hudson.

Page 102

I I



Lenn, Eugene. (1982) Marxism And Modernism", Berkeley: University of.Califor-

nia Press,

Lyotard.J ean-Francois. (1~1)J4)The Postmodem Condition: A Rep,Qrtpn Knowledge.
- ,

Manches{"» -nehester University Press,

Math_K~n~ermy. (1990)'Revk~ ofWild atHeartta Empire September 1990.

~!uner, Joseph-Emile and .BelHdo,Ramon;\Tio: (1985) A Century.oj Modem Paint-

ing, Londenr Methuen.

Osborne, Ha~old (ed.) (19f'm) The Oxford Companion To Art: Oxford: Oxford Uni-
'], 1/

. versity Press.

Peary, Danny. (1982) Cultllt[ovies; London: Vermilion.

Peary, Danny. (1989) CultMovies Three. L~~don: Sidgwick & JaCkson.

,~)

Rushdie, Salman.(1982) Midnight!s Children. Londore t l:Cador.

---. \', r" \ ~i ("-----:

Shorter, ~dward._(19:;r6) TheMaking()ftheModeirtl~amily. London: Collins.
"

Sontag, Susan. (lQ83) A S_usanSoniagRead"',. Harmondsworth: Penguin.
Ji -, ::

I'
!i

Sp~?k~, Penny.11987) Design InConteit. London: Bloomsbury.
II,: II ~_

Stangos, \~ikos( ed. )(1981) Concepts ofMbdemArt. London: Thames & Hudson.

Siiskind, Patrick. (1986) Perfume: The StC!1Y Of A Mard~ter. Harmondsworth: Pen-
i) II

guin. '
!l

c>

Thomas, n.M. (1981) The White Hotel. Harmondsworth: Penguin.

Page 103



()

\)

Tisdall, Caroline and Bozzolla, Angelo. (1971) Futurism, Lcnden: Thames &: ..
-..-~

Hudsbu.

- , .

W~"imficld,cN~vH'1t\,-~;199q)Postmodcmism: The TwUigizt of the Real. l.6nd~n: Pluto
\ ,-

PIe::;::..;;"

.\ViiHam,:r;Raymond:-{1977} Marxism And Literature. Oxford: Oxt'nrd University
Press,

Woodward.Richard B. (1990) "Wild at heart.i.weird on top" in Empire September

1990.

Wurman'iR4chard, Wnrman; S~ul and Lynch; David, (1991) TwinPeaks: An ..4ccess
- ., ...... . ',I

Guide to the fo;"n; Hatrt1onciswo!{'~~!..'~rl~~uin.

\\

II



Author: Elsdon Kerry-jane.
Name of thesis: David Lynch As A Postmodern Filmmaker.

PUBLISHER:
University of the Witwatersrand, Johannesburg
©2015

LEGALNOTICES:

Copyright Notice: All materials on the Un ive rs ity of th e Witwa te rs ra nd, J0 han nesb u rg Li b ra ry website
are protected by South African copyright law and may not be distributed, transmitted, displayed or otherwise published
in any format, without the prior written permission of the copyright owner.

Disclaimer and Terms of Use: Provided that you maintain all copyright and other notices contained therein, you
may download material (one machine readable copy and one print copy per page)for your personal and/or
educational non-commercial use only.

The University of the Witwatersrand, Johannesburg, is not responsible for any errors or omissions and excludes any
and all liability for any errors in or omissions from the information on the Library website.


