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‘herent filmic phiffosophy.

ABSTRA&:T . S

- Itis the intention of this thesis to provide a reasoned analvsis of the films of David
Lynch, in order to locate Lynch as a Postmodern fiimm:%!‘d*g‘. | '

-
L]

Although other filmmakers have been secr to include elements of Postmodernism

" in their work (Tim Burten is an example), few direftors have attained Lynch's re~

!

cent prominence or popularity. His recent televisidh series, Twin Peaks, has creat-

'ed an even largf-r audlem,é fm his fitmic style, and the guest dxrectnrb ‘employed
__ wete ubvmu.;lv cncuuraged to employ, asimilar, techmque, in order to create 3 co-

)
Ll

r-.'

This work will concentrate apecﬂ" cally on the three films Lynch has mmpleted _" '

which are. lt)cated in America, in order (o attempt to discover whether Lynch's films
can literally be termed Postiiodern, or nierely the products of a society in which
Pop Arthas encourag,ed the destrucnon of so-calted High Culture. In other words,
an investigation will be conducted in order to ascertain the extent of Lynch's aware:
uess of the Postmodern philosaphy, and, if Lynch can be termed a Postmodermst,&

o the mannerin whtch thiscanbe dlﬁacoverudw.lthm the three chosen fi Im !;exts.

Page v
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v INTRODUCTION

Mo

David Lym-h's (1946 ) recentprominence within the field nﬁ 5.211 crican citiema en-.

courages an enqmty as to why his populanty has become incin ".;:-angf i _plronsunced..

- ‘Froin the comparatively small calt following which even tuzliy endul ] the fame of
his first tbll-iengﬁi feature fi I'in, Eraserhend (1976), to th‘”e wide cinema release of o )
Wild st Heart (1990), his mnst recent fi ilmivoffering, Lynch has shown himselftobe:

constantly aware of contempgrary pi’nlosophmal issues. Heis also tmreasmg,ly dis-
.1‘
cussed as an autenr, his filpss arbusm,c specxf ic expectatmns from his audiencey

Most obviously, Lyn“h utlhsc all- the tcons of an ldcallsed Amemﬂ agdd subverts

them to reveal the i inner putrefactlon‘ .

PR

- The intention of this thesis is to demonstrate Lyneh's appreciation of the Postmod-
arn’ movement, as seen inthreke of his filins, namely Eraserhead {1976), Bliie Veh'et E

(1‘986) and Wild at Heart (1890). The charastesistics discussed in this work can also

' be viewed in Lynck's television serms Twin Peaks (1 999-1991) but the sheer scale

of the work (thd.t is, thlrty-two fifty finute epn.sodes) was conmdered to be tao vast

for this project. quever, frequent references have been made to the scnes, in
-orderto a;amforce statements made about the other film texts under dzacussmn._

By makirig the decision to choose three films which ail represent aspests of Ameri-

can culture, it is hoped that Lynch's frequent references to established genres and

other {ilms will be revealed to mdiuate & speclﬁcally Amer;can Postmodern densxn-
‘bifity. o . "

i ' B o Ta n

- .
- @

ltis dxf*’icult ta ccmsuler Lynbh’s filmie qumatxona as existing rm'rel}& as soiemn or . |

exuberant homa =§ 10 favoured films or dlrectors smce the references are tma

quently alteredin order to display an unexpected abpeut. | Tiis thls J anus—fawd qual-u'
ity whuh placcs I ynch inan umquc artistic p()%ltlm': Hlb films : are not affectionate

pres ey

a
{For = duration of tiis thesis the ward Postmodern will fe. spe!i psoneword, andwith capitaliet-

ter, Howey, v, whet other nhcs are quoted (or :.mmplr.,, Ch.u'lt.s Jem ks) the word will sometimies -

o

appeariwithuhyphen. ; _ AL g

-
Tin
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mbutes to filmic hnstory as, for examplc, George Lucas’s Ammcan ij}“z: (1973)
cealls Nlchalas Ray's Rebel Without A Cause (1955), and his Indiana Jones scrtes'

conjures images of Shturday matinees, before the advent of televisipn. Neither are.

they spoots, sucki as Abrahams, Zucker und Zuéker's Top Secret, Asrp&me and Naked

* Gun tilras, almongh Ly tich's work often seems too laden with humaur to describe :t‘

as mere nastlche. It has a stybn g parodic elelﬁent bubveers away fmm the slapstick

comedy which charm.ternscs the wmfk Ji 1nm Ahmhailns and Dzwld and Jegry Zuékcr.

The fact that Lymh‘s wvrk has prcdommamly reﬂecied (and suhvcrted) the idec!lm "

gy of Anterican cultute contributes tow ards his zmpurtance as an umaue anawholly .- .

i mdlvxdual voice. Instead of being primarily concerned with propoundmg, tm-: ideals

cons:dercd by so-called Hollywood ghrectors ta be appropriata; Lynch neglects to

pmpounda phliobophy of mm‘allty a/nd fdmlllal harmnny ‘
n o | -

.- The three fiim tez.,ts discussed wnhm the contcx:. of this thesty’ all operate as devices

to reveal the unsa"mury facet of Amerman cultural and family life. This fact C-annut

easily be disputed, howe it is the tqsk of this text to attempt to prove that the.di-

- rector wnstantly *pp!:es the phllos*ophy and style of Postmndermsm in order to o
achieve this enf.i ' SR . S o |
. - '\l;“r."% ' cn .
/1 D,
r . - .“;"-'..
' nn"’-“n..w_l‘ .
- ¥ n T, ‘5,.I
i ! ! ' 4 o
. P . -
o - } _ ~ 7 ) '
" f - ‘a lll

: 1 K l\\ :_'
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. lN‘r&onUCTmN TO ASPECTS OF DAVID LYNCH'& mesorm* AS
| _'FILMMAKER

’ _maybt, termed Postmodern.”

a - .
.91 » R S s L

" CHAPTER ONE-.

3 ’ . PR

The pnmary fecus mt this thesis w1Il be a study of the chango:.s vu:wed in Dawd )

Lynch's viork as a filminaker, from his early Modernist short E'lms of the 19605, to . '
the. Pestmndem 0 Lpnearance and structare ot ¥¥ild ut Heart (1990) ftis hc}ped thata

ratmna!e may ‘be tmmd which exp]amg Lynch's uh.mgmg style, aird his more recent
_'tendency’ to cledve inceeasingly to the styhshc and thematic opportumueu Whlcl‘l

u

o (... : {(' i

Ha\rmg, recewed his traming m the Fine Arts at'th Penusylvanm Acad.emy of Fine
Artin Phlladelphla, David Lym:h biegan to make llms in the'1960s, ongnall:, asa

response to the mahilaty of th: canvas 10 p"ﬁ?l . e the various effedss which he re-.

" quired of hiswork. In B1 articlein Cinefantastique, K. George Godwm noted that,

- "His first love was pdmgm g m;i his work with film began as an extension of his ex-
ploration of pa-iniinﬂ; tkﬁ;iﬁlﬁniquev " {Godwin: 1984, p42) Ina televised interview -

with Ch*'ls Auty on Br‘it.}m s Channel Four, Lynch revealed that he wished to teii
sta?tes, and found that the two-dmensmnahty of the- canvab was preventing him
from dlscovermg thé pmeﬂt&al of movement and natrrative. In this way, a mm:e-
nmeit away fromthe meArfs toFilm seemed mcvatablc. K

i
o

and employs an extremely di ﬂrt.pt» d narrative. (Godwin: 1984 p 43) Desplte laqt-_.f-""
mg only four mtm.tes, thr* wr,m demonstrates a cleatly Modertist technique in xts s

dmlensmnallty of the 63ntral ferale character. Acmrdmg 2nLynch ‘The Alphabet's

0 IR

a

_2¥orinstancs, Lyni:h‘s frequent tendency to quote past siyles and filsn .texts inhiswork. Blue Velvet

mirrors the heavily saturated shades of the early days of Techuicolour, as Lumberton echoes the .

type of small town ‘often depicted in American filus whick exelt the s -called American way, forin-
stance, Oeorge Ludhg's populer work, Americah Graffiti, (1973). Lynch proceeds to subvert these
valuesbs- m.mapulaimg, ¢ the past turms inorderto make an eut:xely new statement about America’s
dec.aynn* tanderbelly, - : Y

PR ' Page3

His frst short film, The Alphaber,(1967), combines human actors.and animation |

. complete lack of 2 wnvmtmnal R csalist arrative structure and the deliberate twom



'mques, such as dxstarted smmd and Surreahst 1magery ' SR

o K - . o~

main eoncern is the traums J,nviblved in thﬁ process of le%(inmg (Ihxd ), and this feel-

n

ing of trauma is conveyed to the wewer bv His deliberate use of ahenaﬁng fech~ e

A -

[
b u

. 5 - 7

In1970 Lynch corpleted }us second short f im, The szpamorker whlch wasa long-— :
‘ér work thun Zie Aa?:habet lpsting 34 minutes: (Godwm' 1_?84 p42) - Althoug,h L

ynch still emplaycd the comb -nancm of human actors/azﬁ animation thisr-*ecoqd

f' Imitext had a more coherent Mhﬁi'atlve thait the first. Briefly, a young boy whols
frequr*ntly in trouble with his distikable and dmmahsuc parents for wetting hisbed, -

£rows hiinselfa graﬂz'mnther from a seed m;d amound of earth. Sh,e«zs lltcrally an

'Barth Mother* and s emh}es the boy to cop., withlifeinar mc:z /fﬁosmve manner. .
~ Aswith Thed{phabez the soundtrack is aull of bl.e:arre soynds, ¢
“and barking like ammals and the narratlve structure bemg trequently dlsmpt::d by

parents growlmg

animated hallucinations. Instead of employing cmventmnal music, Lynch used a

| combinatmn ofindustrial nm.ses and-rhscordant musical sounds

s
o o

At this stage of his career Lynch seems to have been'influenced priniarily by Mad-
ernist techniques, particularly in his lack of interest regarding coherent narrative

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

kead in1976, He appeared to be questioning the artisti¢ possxblhtxes of Modernism.
For mstanca, although a charactenmc of Modernism isthe acknowle&@e ent that,
“..the deep structure of reahty is knowu!-2.." (Boyne & Rattansr 1990, p. 7 my ital.
ics) Lynch provides no explanatkon of the meaning ofEm.serhead Ieavmg the disori-
entatedwewelj mcntai{y tointerpret the workfrom his or herown pgrspectwe. q

Superficially, it would appear that -Eraserhead was little more 'thuana lengthy exam-
pie of what Lynch was attemptitig to cadlfy in his earlier works. However, a more

.. detailed examination of this film mdlcates that Lynch was begmmﬂ{g to test the

boundaries of Modermsm, and extend hns vision: towards a/q ostrrodern aesthetlc.

3 Fot instance, Lynch wsed a nzmbes of soundswhich resembled the noises ntade by steam-powered
machmery and combined thiswith barsh mngle thordsfnrdmmatmsﬁ‘ect. o

4 M.H. Abrams describes Modemist magrative structure thus: "Major works of Modernist
fiction..subvert the basic conventions of carlier prose fiction by breakiug up the narrative continui-

1y, deporting from the standard ways of representingSharactivrs, and violating the tmlitmnalsymax
and coherence of narrative language. (Abrams: 19 /I, ps. 1{19«* 10)

ESh

A ir - oo
. K !

Page 4 . ’ | | o
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I Cl*apterf'l‘wu, Erdserhead vf “xammeﬁ and its style and content finked to
Lynch's later work, most spec:ﬁ‘calry I*llxaﬁ: Velves (1 986) and Wild at Heart ¢ 990), but -
"reference will also be made b The I‘Iephant Man {1980), which they closely resem-
ble,. Apmfmhn ihe fact that both Fms'erhead and The ElephantMar feature char-
- uciers whose physical appearaqce is gratesqut:, ‘both films obvmusly use -
Expresmomsm and Surrealism in 0; ’der to create a frequently threatemn g and hog-
: ule environment. Thisuse ofa sm‘hlar atinosphere is more.obvious because of the

us;p of monochrome, rather than Techmcoiaur

el = f'_'

0*16 of the mbst noticeable factors ahout Eraserhead isits duahty Whlle it appear*: |

1o be another example of Modernism w1thm L‘ynch's oeuvre, it aiso operatesasa .

Modemist ;sast;che. This element of pastiche would seem to link it tirongly to the -
- later, mm'e ohmously Postmodem ﬁ!ms,ﬁﬁuch as Blue Velvet and Wild atHean butit .

differs in many ways, quite dxstmctiy lzw\mg the accessnhxhty of the latter films.

Most mnapacuously, it employs a narrahve structure whlch isso dlSjOll'ﬂ'ed fh@t the -
viewer is forced to participate wgomusly in a reading of the fi Im,(although any in- -
o ~trinsic meaning remains essennalb unknowable, or re,hes prnmarlly on personal

transtation.) Whlle many Moderrrist fi}"mmake rs have speclﬁc point to make,
-some definite political statement, ta @ipound, Lynch seems to be merely experi-

mem;ng with form. Ifone attempl:s to recount Eraserfead's piot, very few wordsare

needed, although mere descrlptu'jn of ihe ﬁlm s content cannot begin to express its

o

’ Although a brief cﬁmparisoh bet&;eenEmserheé& and The Elephant Man (1980) wili

be undertaken in Chapter Two, the latter fi Im, aswell as Duie (1984) will notbe th

_ sub;ect of a detailed examination.: The primaty reason tor thisis that they were not

generated by David Lynch, The E&pkant Mcm beinga Mel Brooks project and Dune
having been afilm financed and controiled by Dino de Laurenns Lynch involved

. himself in the scripts of each film, fmt was not aliowed unhmlted artistic licence on

elther project. (Auty: Channel Foqr Video, 1984) Itis Lertamiy posmble to argue
that artlsts throughout the centuries were comm:ssmned to undertake tasks and

were, nonetheless, abje tomake the project unmlstakably their own. However, the |
degree of mterference by external forces was certainly notas 1mpnsmg and, particu- -

5 Amore r:gnmusex;_:miuatmu of Erasorhead's elements of pasuchewxll be qifered in Chapte;’[‘wo.

-Paged d
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tlve ofLynch“swork almfeaturedmﬁmpxm

- Y L : “ L - : . .
a ) j L L, . ! . o
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larly on thc setof Dtme Lynch frequén lv t‘a;lbaa. though hiy demsn onx were L eing on-

dermmed Inarecent mﬁémew with Richard B. Woodward f(..;tured inthe British.

film magamne, Emp:re, he stated that, "The exper:entetauﬂht me a lesson A would

- rather not niake a hlm than make one wherel don't have final cui. “?Lynch quoted-v-
iy Wootiward 1990 p.78) Furthermore, he states thathe finds the subject otﬂrme
" and m subSequent cntlca{ condemnation, " extremely pamf,:l tm taik abo’ht

Nl 'pl o

i

A typical example of thts criticism is msb!ayed by Andy lel in a critical retmspe& .

I

- Lynch's fiest ctlour film is a complete dlsaster, wﬂh the director ad~
. mﬁtmg years later that even he can't quite nnderstand what's going
~ oninthe version finally rg! ¢assd, His basic problem was in tryingto © .
.. betoo talthful to the'Frank Herbert book, which, with its four plan- SO
ets, varied life-forms and apparently ageless dynastic intrigues, is -
simply too big even for a 140-minute movie. Thus, desplte the entire ’
first half of the, film being given over to, dutiful exposition, it is still
¢pmpletely umntelhgxble toanyone whohas not read the book. The
%7 sti-fi plot - opposing galactic factions battle it out for control of :Lgt-
ant-wornt infested p’lanet,whleh produces a valuable drug-spice - is
. too mféstee? 'with & vi « array of unnecesdary characters, nene of
" “whom is’ gdequately introduced. Still, with its vast deser: locations |
and 1magmatlvely-de51gned interiors, Diine looks like a miilion dol-
lazs. Unfortunatcly it cost 50, (Glu 1990, p. ?6) ‘

' ,_ - g

P

tistic licence by Dino de Laureniis's company. In order to ebtain this artistic free-

" dom, Lynch accepted a limited budget, but after considerable interference by

producers on the set of Dune he was willing to forgo much of the financial aid orlﬁ

k nally nffered by de Laurentls (Glll 1990, p.77)

Blue Velvet cie&*ly demonstrates a ¢iange in aesthetic on the part of Lynch, who,

.after working in Technicolour on Dune, now chose to move away fmm hiS earlicy
obsession with monochrome. This immediately helped the director to become a

Page 6

In 1986 Lynch _completed Blue Velvet,’a project on whic’la"a“ he was given cam.plste ar-



- more popular ﬁlmmaker, and his w:llmgness i draw on Amerlcan wons inorder to
_ Structure hls natrative alsé aided him sz his movemem away from the morenesotenc ,

diégems of Eraserhead. Aithougﬂ Lynch's first fuil lenigth feature film (Emserkead)
- hadsince become a cult tlll‘l‘l itwas not acoessxble to the fessliterate cmema«-goer in

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

film's structure as well asits usp of generlc formulae. _ ' )

Tlua tendency to conﬂatt genres was jot confiuef b film, Axthcmgh genre is possi--

ny more obvious wlthm the area of film, the tendency is also apparent v vnthm the
' spherercf ixierature. For mstance, ifone comdcm Alisdair Gray's novel Lanark itis .

obvious that the author has drawn on mythﬁlog:cal texts in his creation of the world

of Unthank, as wellag relymg oh 'thé British trend of Social Raalism forits asthmatlc -

-anﬁ-hero, Duncan Thaw. Itisthe jarring combination of the heroic and the banal
that p’hwdes the main thru.st for Gray's tale, not to inention the more nbvnous quo—
; tatmnsﬂfrom poets. such as T.S. Eliotand Sylvxa Plath. (Grag‘ 1982) |

In fi I, conventions which 4 jré rccogmzed as bexfﬁg t}széal mf a s;}eciﬁc cinematic

,5("“|

genre (for instance, the Western or the Musxcal,), repiace Hickary genres (f{er in- .
stance poetry and drama.). Alasdau‘ Gray often turns his novel intoa dlChonary of

sorts, saparatmg the page lnto two sections, so that words in the text canbe simuita-
- neously semantlcally analysed The effect of concurrently explormg two or.more
genres at one time may, however, be achievedina less jarring mant; r\mf:h the use
| of film because of autlience familiuritywith the conveiitions ofﬁlm;c genres, aswell
" as cinematic historical prepedents having already been set. Consider, for example, .
the number of detective fi ims which contain elements of the love story However,

Postmodern film uses more than one génre for different reasons, the “mericconflas_

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

o - -

0

T 1990 Lynch won the Palme d'Or at the Cannes F_iiin Pestival with his latest film,

Wild at Heart, which, while continuing many of the filmic peéuliarit'ics of Blue Velvet”

also appeared to extend his vision of America. This was achieved pnm.mly by the
use of many lokations, Wild 4 Heart bcmg a mad' movie,” as opposed to Blue Velvet

6 Since the mcreasmg!y widespread use of Technicolour from its fnception ir'the 2930s, mono-
chrome becatme associated, vertainlyby the 197Ds,wﬂh niore compler-srso-called art films.

7 The tern: froad movie'is used when deseribing a feature film in which two or more sharasters are
. : oin,

.

o Paée 7 - ..,, __ - o
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~which was focused on thc town of Lumberton. (Thls use of a small mmmumty was _'
further exploredi in Lynch and Mark Frost's TV series, Twin Peaks, whlchfncuaed on

the darkeraspects ofa small, scemmgly moffenswe, neighbourh ood. ) H(}wev&,r Gk
this thesis will show, there is also a definitz movement téwards a pure Postm{edern«
ism in Lysch's ocuvre, from Eraserhead's use (and pastiche) of Modernism, t~ }ﬂ!ﬁ
at Heart's cbvious elements of Postmodernism.”.

ot
a

'I'his thesis will be prxmarlly concemeu*umh coniducting a uhrcmolog,mai study into

three of Lynch's films, completed in the years betwe&n 1976 and 1990. Itis hoped |
that a close examination will reveal an evolutlonary process from the use: of Mod-

ernism in Kis-early work to the employment of Postmodetnism i in his most recent
films. The argument propounded will be that Pnstmod&mlsm, apart from dlsplay-

_.;} ing Lynch's propensity to acknowledge current artistic trends, provi ides the; perfect

framework for the director’ ] obsessions. - It also renders an excellent ;Jpportumty
for Lynch to exainine American societyina crltzcal maginer, and enables Ium to utl-

lise. h;story in order todo this. B

o

3

For mstance, thé use, in Twin Peak.r of names which acknowledge Atnerica's pohtz-

_ cal’ a;ld ccunomlc past also comments on the current state of the USAT. The most
obkus examples are the' sheriff Harry S. Tmman, ‘and Josie Packard the Asiar

w1d0w of ona nf the most economieaily powerful members of the commumty The

-faci ij: J lef‘ has mherlted the wealth of the Caucasian Andrew Packard, says a .

Hé‘ilywuod ﬁroperncs hav

gt de«d abnus Amer:cajLantt-Asmn paranoia. In recent months some major *

_isechoedin. Twin Peaks by Josig'snitial control of the Packard sawmill. Packard'is

one of the most promment names in Amencan ecoriomic history and the fact that
Lynch chbse to use an Asian actress to play Joste Packard cannot be wmcxdental
(deSplte the fact that JoanChenis Chmese, not Japanese. ) "

However, __béforg ad examination of Lynch's Modern and Postmodern tendericies

can be conducted it is essential to attempt a definition of these terms. Since Post:

volved in a penpatetw series of incidents or adventures, for instance in 1 the 1969 film Easy Rider.
{See also Juck Keronac's 1957 novel, On the Road. )

- & For many yearsthe pame Puckard was synunymuuswnh the autcmabxle mdustzy Now it isstrong-
Iylinked to the wn*pulermr!ualry - "
) )

Ve
o Lo Y
3 I

-= . ° o .
f. ) - !
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een purchased by large Japanese corporatlons, which.
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mcvden}lsm is .—;t lbggi.m\rhaﬂlv a reaction agamstModemlsm, it secms iog,lt.blal to :!e;-

~fi ne lhe lam, z tem{ ) Ta reasmled dascussmn of Postmadernism can cmhmcnce -

:; e =
. - . !
..-_'.-._.L. - f . n A

R .
Marshall Berman qtates in his text, Alb Thatis Solid Melts nuo.dzr,that Mcdermsm ié
awedpon of empmvﬁrment the movement conmstmg of o ‘

n ,||
B - o

.vigions and&deas that aim to make men a.ndwomcn the subjects as ..
well as the objects of modernisation, to givé them the power to
- rhangathewor‘dthat is changing them. (Berman: 1982 p.16)

]
lr" -
. - : .
i Ty = a L " ('3" a
SR ;

Eugene Lutin (Lamm 1%2 ps. 34,-3'?’) ideritifies feur major charactenstlcs of Mod--
emlst works. Fxrstly, tm, presence of an ‘assthetic self-reﬂexiveness which exam~

ines e material andl fm'm utilized mwthe formguon 6F the \simrk in qu@stlon Boyne

- & Rattansi ((eds.): 1990, ps 6-7) mentmn, in part;cular, Picasso's investigation of

"...the two-dlmensmnahty of the painting surface." (Boyne & Ratlansi (eds }: 1990,

X 6) and Brecht's t;xpostre. ‘of theatrical conventions and structures in his work.
These concepts all sﬁ Q:nbe to the. sc-called Moc!(\\rm.,t Theory, the 'JwSt obwous

characteristic of winch is tha tendency to examme t-ne posmbllmes of each litex ary

)

and art;st:c genre utxlised 5/ oo . A

" b ‘o 5
" ) - .- . - s - N =
o -

_ Secondly, Lunn names jtixtapositio_n?(that_is,n 'montagé) as 8'_rcéurrin'g Modernist
motifin film. Montage, as demonstrated by filmmakers such as Eisenstein and Pu- «

Therefor;z, in aitemptmg a reading of the film, audlences were obliged to engage(

then‘melves mtelleutualiy before bein g ableto ‘break the mde and thereby readthe’

film. The wrlters James Joyce and Gertrude Stein also were beginnin gto discover

hew créative possibilities in their chosen artistic gcnrcs, especlaliy wﬂh the break-

down Ut fthe lmear narratwe
' 20N
{5 :

R - " n
9 M.H. Abrams desrribes the philosephicaf toots of Moderuisn: "The (M)odemist revolt against

traditional liteeary forms and subjects manifested itself strongly after the catastrophe of World Warl-

shook mien's fuith i the foundations and continuity of Western civitization and culture.’ Perhaps

thifs introvirted artistic temiency was a desire to disengass from thc uulca‘ world, with which mmy

arlists and Writers let themselvesto b& r-‘méda*m\ a '
S i . '

vy
\\I e )

U N -
/ m . N Page ¢ ﬁ ' ) ; |

_ dovkm, consisted of the 3uxtaposmon of seemmgly unrelated or opposmg xmages. ;



ol

: @d’i ) 1994, p. 7) rather thana clcarly defined past, prusent and future.

A,

o

Relatedto this breakdown.of the siiple artrative structure in the Novel, Play, Fine
- Artsand Filin, is the conftution of mul-‘iple"harratiwz voices and temporal divisions, .
~ In much Modernist woxk thére is a "..continuous prment.““ {Boyne & Rattansi

|

Fmaily, Lunn mdlcates the i mportance, in Modermst theoretical structures, of the

abandonmmt of the integrated mdmdual Sﬂb]t.act (Lunn‘ 10‘8?., i37) ﬁ‘foyne & .
' Rattansi state that, e L

- |
B .thc (M?odermst novel pres%nm individuals as riven by psychic con j
.. Dlicts, while in (E)xpressionist and (C)ubist (A)rt the humnan form i
., either distorted or geometricaily recomposed.” (Boyne & Rattansi '
(ed.a,) 1990 ) I S ‘ |

i
it
y _ . I

! ’ i ' Al "

- 'I o ' ,‘al.

. Whe‘ther ot riot Lunn is entlrelv accurate or suffimently comprehensive in lﬁis sum-
mation DEModemlsm, afie’can at Jeast acknnw!edge the fact that Modermsr artmts _

began to aiter the cxpectatmm and perceptions of their audience.” The CU"&::&tS and
Surrealist artists dlStDl‘teQn form and rejected purely 1epresentational eirt, the

~ Dadaists cnncmted (amongst other anti-artistic artifacts), theatrl cal revues,genurew

| Iy alien to an audience conversant with- ihe Naturalism of Chekhov andF Tosen.
“James J oyce experlmeuted with the narrative form in novels such as Ef{ys#ies' {1922 -
. and .F’mm’gans Wake {939) Creator., 'such as Dah, PlLdSSD, Henry Mod e and

Frang Kafka seemed th feel ancomfortable in contmumg to work with forms whlch

had boen formulated during the Age of Reason. Inthe infans y of the twentieth cen- -
tury, in a Europe dominated hy the spectre of war, and bepinning to be influenced

By the theories of Freud and Mary, linear logic was frequently rejected in favour of

‘nieans of expression more fitting for a oew Age of Disérdcr Since Realism and
- Naturalﬁm (the prekusly (lommant artistic forms) had relied heavily on the use of

lo;,tcm the plot und in characier development, as well as cm crafting dlalogue which |
gave the appuarance, at least, of dosely resembling'real specch, it was reasonable
to assume that the new artmtlc fm ms would break from this tormat.

B

T.hc Indl.strml Revo!utmn and the First World War bad also been Instrumerital in -

creanng asense uf dissatisfacti on with um\mr«:ﬂl V’llm‘},, since both cvents were re-

sponsible for major demographic upheasals, the Industrial Revedt. ion encourag.

Pag’c 10
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ing- the !arg,c--sm.le rese{tlemcnt of rural dwcllers in urban areas, and tlu, First
World War caused the death of atmost a full gencratlon of young men. 'The reace

tior to this enormous (and sanctioned) joss of life was gencrally Lharactemed by'
cne of two respons,m aither by a de;hherata embracmg of the fnw;)lom, o by a ten-

W

dencyto quésnon the sbeictal values that ied tﬁ sucH wholesale destruction.
X

'f:

Huinphtey Carpenter s text, The Bride.sha’aad Generation; Eve{)m Wa ugfz and fis
Friends, dmcusses in detail the reaction to .|the First World War of a generation of

British writers who wprb too young te havc died in the trenches. Carpentér notes -
the tendency of some of these writers to rf:turn to the extreme form of aestheticism
I?pl‘acilbtd by late: ‘nineteenth century arﬂstlc figures, such as Ronald Fitbuak, Oscar

_Wilde and Aubr&,y Beardsley.  Carpenter t}iescﬂbe‘s a piece of writing submitted by

- Harold Acton tolthe Eton Candle, a %hool arts ma;_.,azme whlch was formed during

[

Harold's (ccntnbutmn) was a heavy piecé of Nineties pastiche, wnl’l
the perverse title "Hansom Cab nq,. 213 bis', about a rich aesthete
nanted- Athelstane who lives entirgly for his own sensations - he
drirtks milk because he finds 1t mare stimulating than whlsky and
. bathes inmauve twilight to the acmmpamment of organ music. (Lar-
p:;nter. 1989, p.28) . ) _

i
il

) ) " i . "

I opposition to this a_ilmless aéstheticism stood the Madernists, many of whom be-

(1945, o

lieved in the revolutionary power of the ne‘:‘w forms. However, not all Modernists”

betieved in a leftist polltlcal solution, smue writers such as Ezrd Pound, T.S. Eliot
and Evelyn Waugh were notorioustyright-wing. .

Whatever the political solution envisaged; however, ifzan} were angered by the/(}’"

‘waste of lives and financial resources and a feeling of gloom and hopelessness was
prevalent, The positie of the British and Buropean aristocracy was considerably

- weakened and the bourgeoisie, already in'a posmﬁn of powet‘ before the Gr\m.
War, consnhdatedthelrecnnmmcsazuatmn. o i

e it i

10 This situation was deseribed in gresy de tail by Lvelyn Waagh in his no'.vol Brideshead Revisied

l.a -
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i

Marshall Berman, throu&,hmftAI! Th&t is Solid Melts into. Air, makes the connection
" between modernization and Modermsn’a. After namlmx.rean-.l acques Ruubseau as
' the first true Modernist, Berman ¢xphms that Samt—Preux. the hers of Rousseau ]
Romantic novel; The New bfo.se, moves to the city from the country Hlsjcttcrs de-
Beribe the wurbulence of urban life 28a maze of conflictijigstytes and c}pamons. _

i
- ~

...a perpetual clash. of ’groups and cabals, a continual flux and reflux
i - of prejudxces and confticting opinions..Bveryone constantly piaces
himself in contradiction with himself.. .werythm;,ls absurd, butnoth-
. ing is shocking, becausg everyone is awustom»d to evcrythm;,
(Rousabau, quotedin Eerman. 1?82 p.i8y . :

g

a

- Itis this feclmg of "flug and reflux"y hnch Marx debcnhes in the phrase which consti-
tutes the title of Berman's work. Bennan !{)cates the core of the Marxian argument
within the dzalecnc concerniny me development of a world i orket. This is made
: possxble by %rmus factors, Trich dmg technologlcal advancement, demand for .

pmducts exceedmg the ablhty offoeal industryto supply them, an increasing desxrB

for more cosmopolxtan pr UdUCth and the phenomenﬁm foreseen by Rousseay, that
is, the Iarge scale resettlemant in the urban areas of rural dwellers. R

Constafit revolutionizing of production, uninterrupted disturbance
of all social rélations, everlasting uncertainty and agitation, distin-
guish the bourggois epoch from all earlier times. All fixed, fast fro-

- zen relatienships, with their train of venerable ideas and opinions,
are-sWept away, all new-formed ones become’ obsolete before they -

~“tar ossify. All that is solid fheits into air, all that is holy is profared,

and men at last are-forced in face with scber sehses the real condi-
tions of their lives and their relations with their fellow men. (Marx,
quoted in Berman: 1982 p.95)

[

" Inhis dcampt&on ofi &murgecns society, Marx alse appeared to grapple, intell: ~tugl-
ly, with the spirit ot Modermsm Modemizatwn, the mmbmatmn of, ...

-
:J'l

| aegréat discoverics in the physical scwnccs...the mdubtrlalxzatr{in of .

', production..immense demographic upheavals...rapid and often cat-
aclysmic urban growth...systems of mass communication, dynannc in
their development...increasingly pdwerful natfonal states...mass so-
cial movements of people; and peoples, chailenging their pnlnt:cal

" and econdmic rulers.. finally...an ever-expanding, drastically f'luetu
atmgcapitahsi wnrld*natket (Berman 1982, p.16)

e pagena

-

~

g
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Yugene Lunn links the proccss of modermzatmn to the increasin g emphaswplaced
wn ori umaiity Hestates tha*by‘ the l:m:- nmciecnthcentury, the "market systems” ity
" the arts (w}uc‘l had developed after the dectine of tha system of patrcmage) were
overcrowded, therefore! much meh'l&als was placed on ...onbmahty and innova-
tion..." (Lunn. 1982, p.41} len alsb mentions thiat a feeimg, bf martyrdom was
prevalent amongst the artistic cammu fnty,“ who felt that they wc:rre being forcedto
prosticuie thelr talents ﬁ,; the tastes \i}f the bourgeoisie, since qthe art they'werg
forced to produce was less their cwm qreatmn, than 8 product te qwred by an often?

'tastele%andavarmtom art—malket | y ” o
) : : i "

mirror of naimj
- wlich examme
. rx,sentatlp’m of an already existing bemg or abject. T
Although Modq
of representau tm and reliafice on le‘\\e I and closéd narrative, iti is, howwer, impos-
sible to consider itas a unified moverfierit. Malcolm Bradbury and James McFar-
lane -puint mlJ the lac‘k of unamm?ty in the. ,n«mlted "Modernist movcment

n

eng&ndcred theM pdemisf serw Hility,
. . )

| W

| |1 i ) ":ri

.H.

' Lumﬁ further st tes that the dte mmtqteﬂth century marked the phmt at whlch
i-ﬂ .1J . . - i ~\\ !I t o -

the kl implications of ﬂhe 'new markct situation, tak.en togﬁ:;her
wnth i cultural changes.. were tobe felt in-a radically, altered freg-

thetid fcfrrm and parspectiw.‘ (Lunn 1982,p.41)
| n .

i_
K

At this point;ttt artisticobij jec: ch&lT:e .8 self‘a'eferentlai congrruct mbtead of...a,
or soclety.” (thid.) .\‘ n other words, artists began to cr-aate obj ;eut., o
{ their ewn form and function, rather than, being cmzcewed as a rép~

',1

.on

I i

deﬂcribmgltas,. T )

- 1]
. || f !

sthe art ccme(luens on Helaehbergs 'Uncertamty prmupie of the

world changed vad reinterpr
chpitalism and constant industrial acceleratmn\ of existential eXpO-

destruction of civitization and {awn in the First World War, of the

. sute to mepmnglcssnesq or absurdity (Bradbury & McT‘&rlane =
. (eds.):1976,p.2 ) o | A

y : |I
u B

11 Foriustaaes, the Prc‘Rapii'.an:lite Brothcrhrl!,od and the Arts and Cratis Movement.

© o Paggld o

ed by Marx, Frzad and Darwin,'of

spnism is genumﬂy\:yp"ﬁcd by a complete break from thup oldnorms -
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- tyuly rompe loell dﬂ, thzs t,ype of psinting often places eamly recognisable %}ijﬁCLb in

. alist and Naturalist farms, many cuitural consumers found tl(xzmsegws to be chal-

| lenged by the work of Moderrist artists and were t’requenﬂy eliant on cutlcs

,t\ . ] - /,I - L o

fie

(Lynch's adoption of some of the Modernist sub-groups will be discussed later in

this chﬁﬁter, aswell as his use of the ﬁhilgﬁophy of Existentialisn.)

-~ .
T
3

The diffi cultles inherent in mturpretm;, Modernist works ancouraged the preva-
fence of critics and theoreticians.. Since rrompe Foeil work dld not demand a high

degree of engagement wnth an drnsucw ork, the need for a wmuai trauslation gener-

aliy did not exist. (It'ean be argued that the work of some Surreahst artists, for in-

stance Salvador Dali and René Magritte, is an ex'“e.ptmn tothis rule bcmusb, unllke -

unusual ar dlsturhmg Juxtaposumn Alternatively, the nhject represented might b
placed in an absurd, or unlikely, locdie‘) %Because uf the wndesprc,ad appeal of &{e»

theoretm ansin order to make sense of thework under scrutmyu - 'f

b

However, as pravmusly mentmneo, the most vaxous chamcterlstzc of quermsm
s the increased awareness displayed by its crt:ators of their various artistic mtdla

" This factor is e underlying feature of all Mebdemi st artltacts, and is cont!r}u:,d by

Postmodem;sm, although usually in-a less mtruswe manner. For instance, Post- .
- modernism first became obvious as a new Ell'tlstlc trend in architecture, and was
largely charactmsed by an awareness of the' snrroundmg environment, s veell as

the decorative pOSSlbhltleS of archltectura, f'*tcnhtate;i by the archltect s awareness

of the hmtory ofhis creative genre

B
-

In the realm of architecture and d'eai'gn, Modernism has come tobe associated with

fuhctionahsm,‘partlcularly in the work of Walter Gropius and Frank Lloyd Wright.

Most Modernist buildings have l: tfle mnnectlon with their env:ronment axnstmg as
structures which have been designed for ‘magimum spatial unllzatmn .~ Charles
Jenicks, somewhat Tacetiously, refers to the Modernist movement 1‘1 architecture
being .4 Protestant Reformation..." (Jencks: 1986, p.28) as opposed o the ebul-
lient Catholicism of Postmodernism. Jencks extends his religious metaphor to a de-
seri ptmn of the domlnant tthos of Modermst arclnter:ture. ’

- . Pageld

and "

Ty



. ' lh a
r"[fhe rel;,nmg“reilglnn of architcgiural Modemmu cm{,ﬁd be (;ailed
! | pragmiatic ameljoration, that is Ime belief that by 'doing -more with
" 'lcss as Buckminster Fuller said ls‘nual problums wouzd stowly disap- -
) '; pear. (Jenc'k': 1986, pHS) j;’,? ) . :

J

|
A

A\

T Jew is justities his ecclesfastical ahai ofgles byr Bferl‘ lﬂp to Modern creators ““d in-

=h

i

- _ : fl b { .
ot a Hm wer, Jencks acknawiedgeb that b; “focusmg on M odergi architecture, one temgs _ﬂ

T to l?l

Thﬁis indmates a schlzophremc senmhnhty \&odermst attists rejﬂct representation
~ angl the linear narrative as hemg of littie use in the world of Freud and Einstein, yet'

-arIFseen to mourn their destructfon i in almost elegiac fashion {for example, T. S

‘Fi

tuals as the new prf’tasthood .
_— '\

' In the-nr most exalted role. they ¥ l ould heal society sb‘urnﬁ‘ ts; in punfym&,

' the language of the tribe!, they dguid purify its :,emmlhty and provide
: anaesthetic- moral base - ifnoipapolmcal one. (Jum:}cs 1986, p. 29)
i , ) |. _ _

iore Modcmlsm 5 pessnmzsm % ]

|l'
J Q

thc other arts and hilc:nscuph:.r-n are not opnm:qf.m a_fld progressive
at all. Think of Nietzsche, Goédel (sic), Heisesbeirg, Heldeg,g,er and
 Sartre - cleser to nihilism than vo the positivism of Futlér. Or think of
Yeats, Joyce, Pound, T.8. Eliot, é\nr De Chitico, Plta.EiSG, Duchamp
.ﬁand Grosz - hardly liberal, notvery socialist and certainly not opti-
mistic. Whereas Modernism ity architecture has furthered the ideol-
opy of mdustnallsauun and pmgress, Modernism in mrost other ficlds
Inas either foughtthese trends oz‘lamentedthem (J encks: 1986 P 28)

=

P

t's The Waste Land. )

Cohmmvntmg on Clement Greenbergs crltlcal apprmsal of Modemlsm, Jencks

. stafes that,

a .

Moﬁ;mism asClement Greenberg has defined it always as tais irve-
ducible goal: to focus on the essence of each‘art language. By doing

e

this, he argues, standards are Kept high.in atf age of secularisation,

where there are few shargd values and fittle left of 2 common symbol-

icsystem. All onie candoinan agnos%‘c age of cansumer pluralism is
- ?"1 N

bhas

Page 15



The reigni'ng religion of architectural Modernism could be cailed
pragnmtw amelioration, that is the belief that by ‘doing more with
less' as Buckminster  Fulfer said, social problems would slowly Glbﬂp*
peat. (Jenukb.l%ﬁ p. ’S) o

]

x|

tellectuals as the new prlesthmd

Intheir most exalted role, they would he.al qomety s ntts, in ‘puritying
 the language of the tribe', they could purify its sensibility and provide -
. anagsthetic- moral base~ifnota politic_al one. (Jencks: 1986, p.20)

o
) i‘, " -

"H.owever Jencks acknowledgcs that by focusmg on Medern ar»hxtecture, one tends

10reM0demmnspessxm:sm* " . e I"._
::ﬁ - . . - i .

: .the other srts and philosophy are not optimistic ; and progresmve
# atall.- Think of Nietzsche, Goedel (sic), Helsenberg Heidegger and

f Sartre - closer to nihilism than to the pasitivism of Fuller. Or think of

Yeats, Joyce, Pound, T.S. Eliot, or De C!f&'.ﬂee},,lflcasso, Duchamp
rand Grosz# hardly liberal, not very socialist 3. A sttainly not opti-
mistic. Whereas Modirnism in archuectur é u,( furthered the ideol-
ogy of industrialisation and pmgress, m in most other fields
has either foushtthese trends or lame } ;fh (Jencks: 1986 p..?.8)

L oo - b -

This md:catas schxmphrenm smazhillty i am }'mst artlsts reject n,prescntatlon

T

cand Lhe iinear narrative as being of htthyus& ﬁfu world of Freud and Einstein, yet

are seen to mourn their dest uction in ahnust elegiac fashmn (for example, 'T. S :

Elivt's The IVasteLanu‘) o .

I
[

Commenting on “Clement Greenberg,s critical apprmsal of Modermsm Jcncks

states that,

]

Moderism as Clement Greenberg has defined it always has thisirre-
ducible goal: to focus on the essence of each ort language. Bydoing
this, he argues, standards are kept high in an age of seeularisation,
where there are few shared values and fittle left of a cominon symbol«

¢ icsystem. All one can doin an agnostic age of consumer pluralism is

Page 15
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Jencks jusilfies hls eeclesnastlca* analogies by referring (o ‘V[odern creators and in- "

i



hld i . " . ~
) l

oo
sharpen the tﬁols of bne's trgde, or purlfy the languagc.. of tha tl‘lbL s
as Mallarme and T8, Eliot defined the poet's roie (Jenmcs 1986

p2g)

3]

"

! leen thxs artistic Puritanism, one can uhderstand J encks"s Protestdnt analogy tor_
Mﬁdeml-:m '

o

o=

The way in which Modermsta sought to* pug'ly the language of the tribe’, was by re<"
* defining their media and by constructing the idea (andideal) of the New asa Seoular;_ .
. Holy Grail. Contamed within the ugmcpt of Modernisim was the idea of empower—
. ment, :.zsmt,ntmped earlier in thlg.,chapter, and Modernism was primarily a revolu-
"tionary movement which"u;riginaféd as ah attempt to seize the reinsof artistic power’
~ fromthe bourgeo:s*rf’ ‘Terry Eagleton in Marxism asid themry Criticism, commients
- at length on the Moderhist form and content debate which is typlﬁed by the polar-
ised views dfGeerg Lukags arid Bertolt Brecht. (Eagleton 1976 ps. 20-36) ’ |

’ Lukagsrhelneved that tha prvferred form of the bourgemmc (that is, Reahsm) couid
~ be ﬁlled with revoluuonary content, enabling the largely uneaucated proletariatto’
| understand the work more easily, therefore allomng them to res;mnd 'aPpmprnate-
Iy’ Eagleton. trages Lukags s philosophy to Hegel and isolates his %ﬂree " najox : _9"
eritical concepts (as) totality’, 'typ,lcality ‘world-historical'.” (Eagieton‘ 1976, p. 28)

This approack operates by ackiidwledgirg the effects of world forces upon an indl- =

vidual, typically reprcsenlatlve o{’ his socisty. Accordmg to Eagleton, Lukags be-"
lleved that, o _ _ "

» All greatartis socially progressive in the sense that, whatever the au- -
thor's conscious political allegiance (and in the case of Scott and"
Balzacit is overtly reactionary), it realizes the vital ‘world-historical'
“—. . forcesof an epoch whichmake for change and | growth, revealing their -

: “unfolding potentialin its fullest complexity. ‘The realist writer, then,

. penetrates through’the aecidental phenomena of social life to dis-
close the essences or essentials of a condition, selecting and combin-
ing them into a tofal form and fleshing them out in concrete
experience. (Eagleton: 1976, p- ”9)

Pz-xgt.':,._lﬁ __ : %ﬁ ,




, washis utitization of the ™ allenanon effect’, whlch was used, pr:rnanly, asameans of .-

1 B

o

The essential e;}engent hereis mntait with the 'aocial pmcéz;é' According to Eaglc-
. ton, if Reahsm dnsmnnccts itselffrom "...the vital 'woric.-hlatorlca!' fm CES... {lbld )

. '=

it transmognf ieseitherinto Naturallsm orF Urmaham

.By (N)aturalism Lukags means that distortion of {R)edlism, epito-

mjzed by Zola, which merely, photographically réproduces the sur-

_ face phenomena of society without penetratmn to thelr sxgmﬁcant
" . essences. (Eacr]eton 1976, p. 30)

t . 4 fy
v 3]
a . —_—
- i -
A 4

Formalism albo mvo!ves a foss of historical mearfingo \9“ m ihe 'heroes of works by

 writers such qs Kafka, Beckett and Camus are ".;.ststpped of (their) mstory and

(have) no reahty beyend the self; character dissolved to ménta] states, objective re-

~ alityreduced toummelhyhle chaos.” (Eaguston. 1976, p31) - .

EE) 3 —_—

- ' ° . o A

Brecht however, helleved in the alteraimn of form as the only theans of breakmg "

~away from the h!smry of bourgems art. At the hea:,;t of Brecht's use of the epicstyle

stnmulatmg the criticud facultles of his audlences Brecht argned that Real ism en-

eouraged blind acce@tance in an audience, and that by interrupting the naﬁ'atlve '

flow it was pﬁsmble toreveal the "...mechanics J:"f theatrlcahty " (Boyne & Rattansi:
1990, p.7) Hewas eritical'of Lukags s theories and swrnfully summatized them a8,

"Be hke Balzac<only up-ta-date." (Breeht quoted in Eaglettm. 1976, P- 71)

R
. N

Boyne and Rattans: entphasise the 1mp0rtance of "...the demlse of the * mtegrated

. _individual Sl]bje(‘t'...." (Boyne &1 Ratiansi: 1990 p.7) but whm against the miscon-
ception that Modernism. views the universe as“?ung entir er mcanmgless and une -

knowable: . i o \_,

. I‘. P
[ Rl

This preoccupation of (M)odermsm wnth ghllghtlm, the means of
representation, the disruption of narrative contradiction and frag-
mentation in subjectivity and identity, and s6.on, should not, howev-

“er, be allowed to cbscure the significance bf an underlying, and
sometimes contradictory, tendency within mosx\(M)odemlst projects . n
to cling to the belief that in principle the deep Structure of reality is
knnwable, that it is intellectually and culturally penetrable, as it
were, but reguires aesthetic, philosophical and psychlc strategies

e /; " more complex, inventive and self:reflexive than the ones typicatly de-

~ ployedin { R}eahst and (\T)attlral:at forms. {Boyne & Rattansi: 1990,
P 7) ] b
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. In describing the aims of the Russian Formalists, Victor Shklt[ii.'a!'y, inthe rfo]iowing,

Al
'1_,.’r .

‘quotation, also gucceeds in pl"DVldlng a detaxlecl 4nalys:s of the aspirations of the

"

Modemlstsmgenerai ) . S A

I

Art exists that one may recover the sensation of life; it exists to makg -
" one feel things, to make the stone stony. The purpose of art i toim- L
- part the sensation of things as they are perceived and not as tbey are T
known. The tbchnlque of art is to make objects "unfamiliar” tomake  ~ ” N,
forms difficult, to increase the difficulty and length of perception be- P
tause-the process of perception is-an aesthotic end in itself and must :
‘be'prolonged. Art is a way of experiencing the artfulness of ali ob-
ject; the object dtself is not 1mportant -(Shklovsky, qunted in DUd:ﬁy L
Andfew: 1976, p. 80) g A A

Here, Shklovsky clear}.y indicates, the nnpcrtance of se:!f—reﬂe.xweness, 1t is not im- -

B portant tolink the ch(}sen object toits surroundings. The empha51s lies in the com-
. position (or "artfulness") of the object 1t¢elf Later, this very abstract quallty would
" “contribute to the argument against Mod&rnlsm, as many attists were acbhsed of »

bemg 1nc*‘5'°prehenszbly esoterlc and therefore wntrlbutmg to mtbllectual ehtism

Mear the endof the mneteenth century there was what Gllllan Naylor, ist her book
entitled The Arts ana Crafts Movemen, descrlbed as "a crisis of conSclence " (Nay-
lor, quoted m'Sparke 1987 p.69) This crisis of conscience revolved around the ef-

' fect tha¥ mec\! yanisation mlght have on the environment, and led to the fm‘mat_mn

between 1880 and 1890 of a number of éuilds Sparke mentions specifically Mack-
Murdo's Certury 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 of Handicraft, establishul in 1888 {Ibid.)

‘The most promlnent characturs in this rejection of the factory made object wcre '

. C.A Voysey, MackMurdo, Walter Crane and C.R. Ashbee, who had all becomeé jn-

volved in mtermr decoratmg, following the cxample of their ldeniugzcal mentm,
Wiltiam Morris. ' , a B o

M

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

[
e
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- Following Ruskm clcrsely, Mortis advncated the prmclkple of truth to

nature and feit very close to the medieval world, both aesthetmal]y

and spiritually. In his designs he combined natural imagery{albeitin’

a :,tyllzed form), handwark, recognition of the moral and®ociaf im-

Morris represented a considerable oppocition to the dominant trend of factory de-
 signed products. In the sime way that Postmodernism later emerged asa reactmn

plications$ of medievalism and, most importantly, a v1$"a} mmphcnty

- which extended (the) idea ofrelating form, or ornamcl\t to functio.

(Sparke: 1987, p.67)

=y [T,

agamst Modernism's functmnahsm, the Arts and Crafts movement advocated aré- -

furn to decoration and emphasised the i 1mpm iance of the crafisman (as Oppn:,ed to
the factoryworker.) ' . . IS

-

-

A

In the deba;te Igetweﬂen Modernism and Postinodérnisﬁl,' itis posSible to see how'the

1mportance placed by the Postmodermsts on a-movemerit away from stark design

* and functionalism can be coimpared to Morris's phl] osophy. Ttisalso interesting to
note that, just as the philosophy of the Arts and Crafts movement eventually degen-
erated into aesthetlc;sm, so Postmodernism is ivequently used today as' meré de-

| sign, bereft of i its philosophical framework. This factor will be dlSmlSSﬁd laterin ﬂie -

Jim Cullin‘s, in his text, Uncommon C"I'ulﬁ'zres, places this tqﬂ’clency to view m_gchani«

- zation asan unnecessary evilin an historieal light: - ..

. chapter, with specific regard tofilm. . . _ ﬂ v : )
- T ’ - ) . (\‘.\\.:'

in

Y

o no

Rather than conceiving of the transition from the Enlightenment to .

~ the Industrial Age as a shift from one public sphere. to multiple

wntmg

Although considering himself a soeialist, it seems clear by Morrit's stalements that he was more 2
Romantic, emphasising the dignity of the indivi;\lua! asa means of boneliting society as a whole.

spheres, critics of mass cuiture, from Matthew Arnold to Jean

. Nothing shoﬁld be made by man's labour which is not worth naking orwhich must -

be made by labour degrading fo the makers...I don't want art for a few, any more
than edncation for a few, or freedom for a few?. Art will make our sireets as beauti-
ful as the woods, as elevating as the mountain-side: it will be a pleasure and a resi,
and not » weight upon the spirits to come from the open country into a town. Every
man's house will be fair and decent, suotltmg to his mind and helpful 1o lus work.
(Mnrns, quoted in Sparke: 1987, p.68)

"

Page 19
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12Morris placed great importance on the cunccpt ofwork, Bt.,hevmgstmngly in the d;gmty of hbom _

i
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Baudrillard, have characterized this transition as a profound fall
from grace, in which the twin evils of mechanization arid commodifi-
cation have eliminated any kind of cultural héterogeneity, {Collins:
1989,p.7) . * !-" o

P~ .1F ':__ : . . ‘_ .-..'1. - r‘-{j - | < L
While the sarlier Modernists had striven for orig ginglify in their work, this obsession

was mo\,ked by the Pop A:"ms, who rebelled against Modemlsm s ténets of ori gi-_
nallty, complexity and intellectaal exc]usmty. While artists such as Picasso and

Mir6 were rendwned for the .g:omplexlty of their metaphors, the Pop Artists sought
tobanish r1!)‘!2323;::!101’ from th_eir work.™ '

B
B

The avant—garde has desensitised the pﬂbhc to such an extent that the unfamiliar

ROW seems familiar. If itis pos'zible to consider the work of the Abstract Expression-

ists asrepresenting the apex ofthe mtellectuaﬂy demanding artistic product, then it
isperhaps more easyto place the work of the Pop Art movement.

il

Smce the artistic markct was already flourishing under astists such as Pollock 1t is
(] pusstble toargue that Pop Art was displaymtr a certain ameunt of honesty regardmg
"-*tgs aims. Commerclally trained artists such asWarhol were aware of the power of

advertising, and used that knowledge to sell their work Lucy Llppard describn%g

the collages of John McHale, enables the concerns of Pop Arttobe _placed in an his-"

A

13 LueyR. Lippard states that the conditions necessary for Pop Art's advancement were, ... serious
taste for popular culture, a belief in multi-evocative imagery, and a sense ofthe interplay of technolo-

gy and man.” (Lippard: 1970, p.36) By thistifhe, many Modernist artists bad also discovered the fi- -

nancial benefitstv be reaped fromtlieworldofart. - -

Since the' 1950s the art world bas become increasingly associates. with the area of ficance, many -

wealthy citizens now chuomng t intvest their excess capital in the sa-called art markest;rather than in

.. gold shares. Suzy Gublik, in an essay unambiguously entitled, “BUF, EAUCRATIZATION: The.

Death of the Avant-Garde" pravides a convincing explanation for this pheuomenon

3

For some t:me now it has been ev:dent that the criticat mtrans:g,ence of the avant-

garde is evaporahng in front of vur #yes. - Provocations that cnce seenied radical

bave long since lost their power to % ock. Even the most diffieult art has become
comfortably familiar, and the unpretictable predictable. Whether iu spite of itselt 1
ordiic to tircomstances beyond its control, the vanguard concept has been traded

in for good marketing strategy, and has become a big, boowing juggernaut. The

critic Peter Schjeldahl put it weli when hie wrote that the riinal anticommercialism

of ihe late '60s and *70s has had “roughly the inipact vu @apltahsm of a beanbag

hurled against cement.” (Gdbllk. 1984, p.55) !

" Page 20 -
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a amstm force) xmght havebeea describmg David Lynch's later fi lm»-‘

torical perspective.’ “The collages e, ™. ortraits of consunyers; full of the gobd
things of postwar abundance.' (anma d: 1970, p.35) Itis ;zt thls pr—“it that repr&scn-— '
~ tational art once again begins to cogninate, allowmg Pﬁszmoderm:,m to ba 8¢ en as a

powerful artisticand philosophical foree.

beal

n o

' El;}ine de Kooning, describing Franz I{lihe, amember of tﬁe New Yorl-_: Schoﬁl (an

artistic clique in vogue at the time that the Pop Art movement was i:merging as an

’ ) »
‘The American stpr as he saw it - with a fan's zq,st and cxpertnse -had ’
anelement of the comic; the big brash breezy gesture that, carried to.
its extreme, becomesa not-unconscious parody of itself, asin the de-
sign of a Cadillac or the cut of a zoot-suit...the forgeful sentlmentahty
of TinPan A!ley SOTS. (de I{oanmg, quotedin L1ppard 1970, p,74)

Y
[ F— [T “

S

From thistime on, itbecame léss essentlal for ar‘»t&ramm an aggresswe non-rcﬁre- )
_ seutatmnai stance. However, since Mndermsm had been such a mz;l]or ‘o%e for so
- long, it was not possible for artists and writers to return successfuiiy toa Realist.

mode. The Modernist revolution had rendered the transparency of Realism-and
Naturalism madequate. Thewayin whnchlPostmodermsm dealt with'this quandary

I

‘willbediscussedfuter inthischapter. |
) . . ) I i . R Q- . ‘i{;ﬂ |

Malcolin Bradbury and James Mc.Efirléne view the spawnilig of numerous artistic
m:_:wements tobe quemism's overwhelming characteristic, ‘) )

]

o F

It has been gener'ally recognised that Modernism as}bery mucha
movement of movements; the broad tendency divides into a se- '
quence of phases, theories, social groupings, occugring in different
places at different times, yet having sufficiént in common tomake up
a controlling set of acsthetics and tempers. Some of the moverments

! were social grodps; others were broad intellectual arid aesthetic the-

ories that passed fromr country to country; yet others were small -

groups of activists. The movements were often the; behavmural dl—» _
mension of Modernist writing; they helped sustain it i imageasa neo-

’ political force, a true uvanr‘garde (Bradbury & Mw-Farlane. 1976,

ﬁ\
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~ Ancther major artistic im::!i__natinn is Futurism. Machines 'émq industrial ansés fre-

- -
oo A

“across the industrial wasteland in Eraserhead to

sent, but speed is celebrated instead,inthe shape of Sallur sspoptscar: |

o . . LB

David Lynch was'particularly mﬂuenced by the artlstic aims and charactensncs of

Expressmmsm, Surrealisy, *and Fumnsm, as well as by the ph;losophy of ExlSt,!-:n- )
 tialism (as mdy be dlscemed in his work to be discussed in the relevant chapters), .
"which partlcuiarlyaf.fected the thought processes c£mar} Modernist creators.

K

Lynch'smost obvious use of Ezpressionism oceurs in Eraserhead, sin@;c the film'sap-

péamﬁi:e iz dominated by heavilv'saturated menochrome, not to mention the use

which is made of Expressmmst de::ign and chlamscurc(u ighting. When ij:"l turns:
to Technicolour he again indicates thé influence of the Express;omsts, with hs 0se

o”f saturated colour, which i is réihiniscent of Matisse's early work with the Fauves. -
. Bath Bluﬂ Velvet and Wild atHearf contain scenes which refer to Expressmmst tech~

mques, in nrder to create asense of unease and menace.

n j“‘ . 3
P

"¢..

Perhaps the dnrcctor 8 adoptmn of Surre ahsm asa major arnsuc monf is even moﬁa

apparent than his exploitation of E nxpress:omsm The three fitwis gmibh will be dis-

cussed in this thesis all openly bear Surreahst ...Lgmam from Henry's first walk
ailor's enccunter with.a. Good

Faivy in Wild at Hf,:am Howaver, initially examining the three mnematlc texts }h i

question;, it seems a?“x;%ugh ﬂch mmal!y adopted Expresemmsm as his prlmary
focus in Emserhead and used Surreahsm asa secondary mﬂuence, but by the nme
Wild a Heartwas completed Surrsalrsm had overtaken Expressionisin as the chief
obsessmn. o P ' T b '

4]

if[uéfitiy fe'ature in Lynch's films, and Lynck has acknowledged his love of machines

andrtechmlbgy In W;(d at Heart the noises and sights of rf-chnology are largeny db-

I

In their text cntztled Futunsm, Caroline ‘Tisdall and Angelo Bozzolla descrlbe the
- roots of Futurism, thus. | | . _— T

[

The roots of Futurism area tangled web of turn-of-the-century PGlltl~
cal, cultural and philosophical currents that come o light/ unsc- -
knowledged, in "The Frmndmg and Manifeste’, Few, if any, of the [~

’ F As in it are tovally ori gmal _Violence, war, anarchy, natiopalism,
the cult of the supermat, g]orif‘ ication of urban life, of tethnolﬁgy;

- " n
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A

and of speed, together with hatred of the past and scofn of academic
values, had ail been voiced before. What was new was the way in
- which they were all bmug,ht tﬁgdhﬁf and synthesized into one in-
// Hlammatory cultural document ripe for dnsmb\mon (Tisdall & Boz-
znlla 1977, ps. 17-18Y. :

-

Obviously, not all of Futursm's tenets apply to Lynch, for sxataple, the hatred of the
:past m”(‘toted by Tisdall and Boz zolia, is cleaily rejected by Lynch, who appears to
- ombine a love of technology with a genuine interest in historical artifacts and

seubcs. Consider, for i instufice, the charactet of Dorothy Valiens i in Blue Velvet who

AR

seeats horrowed directly f*om an Edrllbl‘ Jilm noir mode., Clearly, Lynch'b Postmod-
Lrmstyle Can gasniv mcnrporatc the Modernist elements of Expressionisin, Sﬁzrreal»
ism and Futurzsm,f’or, as CharlesJencks states: i

_“Ps':.rhaps the uliimate paradox of the Post-Modern situation, the cor
dition buiit on paradox and irony, is that it can willingly include the -
» Modern and Pre-Modern conditions as essential pafts of its exist-
ence. Ithasnottaken an aggressive stance with respect to an agrical-
- tural civilisation, it has not sought to destroy industrialisation, nor
" _putforward asingle totalisingideology. (Jencks: 1986, 1.56)

The other major element of Modernism which is frequently used bir Lynch is the
phliosnphy of I:xlsf,enuallsm. Pmnarﬁy, Existentialism is concerned with hunfafn
freedom. Potentially, all human beings are free, but are constantly conf‘ ned by
moral and sovial conventions. Past of the trauma of the Existential hem/viagxm 1S
that as subject he cannot be object (and the use of the male pronoun is ddibe'r\hte -
Existential heroes/victings are rarely temale, despite the fact thal women dre fradi-
tionally more socially and morally restrictad than men.) Acmrdmg to Deborah -
Cameronand Elizabeth Frazer:

I
o

" ..he is not an object, that which is experienced, but an experiencer;

not that which is acted upon, but an acior. He is a potentially free.

bemg, ‘but he is trapped in a tight cocoon of budy, conventions=and
mednings, o that the moments of being and experiencing are fleet- .
ing. Svenwhen he feels himself to be acting freely, heis actinginac- o
cordance with the norms of the society; even as he looks at someune,

he is also being looked at and thus objectificd, made ﬂolus:ib]et,t.

This is the tragedy (Camercn & Frazer: 1987, p. 59)

Page 23 L
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This definition implics 2 seriously schismatized and tormented individual, 2 chatac-

- ter who bacame familiar to res d=rs of Modernist fiction. Cubist painters, such as

.‘Braque and Plcasso, were able to di splay this Exnsiential anguisk by dlstnrtmg the

humar: forni and questioning the twa-dlmensmnal limitations of the canvas.
(‘J . ‘ ' o ) . . "

hl

) . . ’ - ' 7 ’ .
According to André Gide, murder, as well as suicide, is a means by which the Exis-
_tential viciim can break free of all moral and social constraings. itis the ltimate cry

for freedom. AsCanteronand Frazer acknowledge:

~The act of murder isby definition an act which iransgresses life itself
. and thereby breaks down the conditions - buwuly, psychological and
social -which keepman's frée will inchains. (Ibid.} :

Slmllarly, And;éGlde described mederas, ; .
the culminating acte gratuité that hberates man from the determin-
ism of the miaterial universe...the point at which -irrcemediably - man
opts for hls own freedom. (Gide, guoted in Cameron & Frazer: 1987,
. pd9) - .

- (m:ie s phifosophy quite obvmubly iinks with Lynch ] decls:on, in Emserhead to have

"':Hemy murder his baby, which frees him to. join_ his Dree. " Woman in Heaven.

 Jeffrey returns to his original environment, seemingly cured of his moral wander-

saost familiar. However, instead of grasping at his chance of Existential freedom,

Also, J’eﬁreys bshaviour in Blue Velver seems st;ongly_.monvated by a desire to
move beyond the social mores and polite behaviour of the society with which he is

M

lust, ulthough forever changedby hxs glimpse of Lumb erton's darku side,
- S
i . . .

Although Existentialism has its rootsin France and Germany, it hasalsobeen incor-

" porated into Ametican culture. The basic premise of Amgrican Existentialism is -

the idea that the idyllic picture of America, created by hundreds of yedrs of propa-
gands, is falsen ‘Therefore, it follows that if America j& coprupt it is pomtlz.ss tobe”
confinedby its sometal values, and the ma#t nobleaction is thc attempttobreakree

from these values by rejecting the American way of life.
L
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The. parametrcrs of Amer; ¢an Ext*a‘mtlaham i;.we most abvmusiy been setby J ack
l(emuac s'road lmvel' On the Rou(f, and by Eaay Ridey, Peter Fonda's 1969 cottris -

bution 0 the 'road genre., 'f"a\m bikers with metaphoncal names (Captam America

smnment and death.” (Brode: 1980, p.286) "This youth v nifasophy, that America is

ea.semtlally corrupt and hypoeritical, was assiéted greatly by the protests agamst the

Vietnam War, which reached their voc'femus apex during fhe late 1960s, and have

since been revived most notably by OIWer Stone in his films, Platoon, Born on the I |

Fowrth of July andJLF.K o , -

I

Since the height of the protests against the Viétnam War and the exposure of the
“Watergate Scandal in the mid 1970s, _ihere has been an incréasing tendency to ac-
: kxibwiedgc that the American system, is less than perfect. Lynch seems to §- e

beind 1 upon this feehng of American glasnost,since all of his work exhiibits a recog-
mlmn of the :skull beneath the skin wnthm Amerlcanfsmlely, s does Stone s
All ot the Modernist movements previ ousi}r mentmned dmplay a tendency towards

cerebral complexity. Smce one of the achievements oEModbrmsm was to split the -

sphere of artisti¢ creatmty into the dlohotpmle§ of high art and popular culture,

| and Billy the Kid} crmse America in seamh of tmtii,“..,but {they) rmiy find disilte- *

" (bigh art gaining prestige, while so-called tow culture was dismisse'd), this aggres-

sive mtellectﬁahsm is unsurprising, Because of the i increasing y diffd culty of many

Modernist works the movement cveutually was transformed into an elitistpro-

w

I

gramm__c, far from its revolutionary roots,

o
-7

Ultlmatciy. Mndermsm s pnmary fanlt was that it failed to take into aqmunt the
needs of the individual, Modernist buildings failed to sustain lite and Modernist
writing elicited no emotional response. Also, the movement had plant_cdl_;he soeds

of its own destruction by (inevitably) becoming the cultural nd vm. AsMullérand "

Beltido claim, "It is trae of any avant-garde, that once it achieves reco;,mtaon it cres

ates itsuwn opposnimn. (_"Muller & Belhdo. 1985 P 207) ' ' -

7 ) 'Pu ;25



R.:ymcnd‘ Wllllams describes the social structures of culture in his text, Mamsm .

_ And themmre ina chapter entitled, "'Damm:mt, Resndual and Emerg,ent" he re

" lates how, at any time in historical dew!oplﬁent there will be a dmr'md.nt cuiturc

whzcn, asthe termmﬂlﬁgy implies, dominate the cultural scene., There will alse be, -

Al
- A
= B

* A residual 'sultuml el'emem.., (which) will in most cases have had to
" be mmrpomied if the: effective dominant culturé is to make Sense...
(‘Wlllmms 197{,13 1’?3)

[l

{In this case, it is passilil:: to sne how.some Modernist theorists, most obviously
Luk:ags, argued that Realism would have to be included in the new form, since an

’ 'enm‘ely revolutmnary style wovldbaffle the uncdurated )

Finally,_,\pyillfa,msfdiscussé‘s the tei*m,—cmergent: ' .
5o e
By emergen*‘ ‘i~mean, first, that new meanings and values, new pracs
tices, new reiatuonslnpa and kinds of relationship are continually
‘being created, But it is exceptionally difficult to distinguish between
those which are really elements of some new phase of the dominant
culture {and in this sense 'species-specific’) and those which are sub-
_ stantially alternative or apposuicnal to it: emergent in the strnct
sense, rather than mercly novel (Ibu:L) _ o

&

(L
£y

a

Since Modernism ‘enjoyed hegemonic primacy for so long, it is unsirprising that

marny critics at first considerexd Postmh‘dernism to be a Late Mddem' movément, a

. oh‘qous cuntmuat.on of Pop Art, or, as Fredric J amesen famnu.;ly 1em a,ﬂ-;eid, the

cultura’ logwnf late capltallsm. 3

i hl
R . -

" Sinet L'I’v’:‘;«stmddémism firsi: ei"nergtd in the figld of al'chitecturé, itis pérhﬁps wise o -

commence & dnscusswn of its basictenets by mentmnmg Chat les J encks‘ aceount ot

thc failure of M(}del‘nlst archltecture. ;
i

A

’I’he main motive for Post~Madém architecture is obviously the so-
cial failure of Modern architecture, its myihical 'death’ announced
"’repeatedly over tenyears. In 1968, an English {owur block of hous-
ing, Roman Point, seffered what was called cunmlatwe collapse’ as .
it floors gave way aftér an explosion. In 1972, mapy slab blocks of
housing were mtcntnonally biown up at Prmtts-lgac in St Louis. By
the mld i970§; these emplmwm were becom’ng a qmte ft‘bquum

ot e . : - i
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method of dealin g with the failures of Modernisi building s methods:
cheap prefabrication, lack of personai “defensible’ space andthe al- -,
umwmg housmgcatatn (Jencks: 1986,p.16) | '

£l

)
N
I

* ‘Thisis typical of Mndemism's more general tendency to ignore the welfare of the

individaal, preferring abstractideas tohuman aspirations.

M.H. Abrams, ina a brief desmptmn nf Pnstmodermsm also stresses xts envtmn-
memal aspect: :

T _ - a , Sy

Thc- term (Mostmodersism is sometimes applied to the literature
and art after World War [1, when the disastrous effects on Western
morale of the first world war were greatly edacerbated by the experi-
ence of Nazi Totalitarianism and mass cxteﬁm nation, the threat of
total destruction by the atomic botb, e dev astation of the patural
énvironment, and the ominows fact of*werpopul&mn and thq threat
of starvation: Pogtmodernism invelves not only a continuatiorf par-

" rigd to an extletﬁe, of the-coonte-traditional exper;ments of fod-
ernism; but also diverse atteripts’ to breek iway from modernist
formswhich had, inevitably, becomie in their turn conventional. A fa-
miliar undertaking in postmodernist writings iS to subvert the foun-

" dations of -our accepted modes of thought and expetience/so as'to
reveal the "meaninglessness” of existence and the naderlying "abyss,"
or"void," or "nothingness” on which our suppmed security is precarf-
01161}7 suspended. In recent developments ini Hnguistic and literary
theoty, thereisan effort to subvert the foundations of language itself ’
$0 as to show that its seeming meaningfilness dnsszpates, to an unillu-
sioned -infuirer, into a play of unresolvable mdetermmacles
(Abl‘ams. 1981, p.1it) ,

Definitions of Pfosntmademis:ﬁ are numerous, but most agres that the dominant
characteristics include hon-closure, multiple storylmes, use of historical sources,
(in fact a blatam reliance on other svurces) and almost always involve a certain
amount of game-;‘haymg All of these attributes will be 4iscussed with specific ref-
" erence to Lynch's fi lms, alsoa debate abnut the part:cular appearance of these films
wxllbe atternpted.

Jim Collins finks the emergence of Postmoderpism with the need of the 'general

public’ to be aftorded a popular narrative, a tacior which Modernism's intellectaal
elitism did not acknowledge:
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g "eulture” o longer can be conceived as a Grand Hotel, as a totaliza-

: totahtﬂﬂamsm.

- the advent of television, these ;uxlapos; tions are even more pmnounced

e

Post-Modernism is most productively understood not just as a transi-
tional reaction against Modernism, bui as the culmination of the on-
going proliferation of popular narrative that bef,an nearly two
centurles 4go. ((,cullm‘: 1989, p xiii)

Collins provides a fqrthcr definition of Pastmodemism_ (aswell asits link with pop-
ular culture) when he states that,
We teedto see popular culture aind Post-Modernism as a continaum
because both reflect and produce the same cultural perspective - that

]

bie systern that somehow orchestrates all cultural production and re~ -
ceptmn according to one master system. Both insist, implicitly or
- explicitly, that what we consider "our culture! has become discourse-

sensitive, thit how we ~conceptuallze that culture depends vpon dis-  +

courses which construct it in conflicting, often contradictory ways,
according to interésts andvalues of those discoursesas they struggle

+ o to legitimize themselves as prwlleged forms of representation.
(Ibld ) '

L

C‘learly, thls positions Posimoderni smin direct oppositmn to Muderniml s cultural

o v
" '8

in mind, one can see how Lymh is also moving away from' this conoept of a dnsed

system. -Where the Modermsts privileged originality, he acknowledges, wisually
and thematically, a whole tradition of popu!ar culture. The most obvious example,

here, wouldbe his tiSe of motifs from the 1939 filtn The Wizard of Ozin Wﬂd az}Iem
. although his other films also -.,ontam styllstz cpaeansto earller works ’

The decline of the closed system canbe, atleast partially, attrlbuted tothe sn~cali{d
mformatlon explasnon, which began at the endof the Second World War, and scems
to have reached its apex today. As Charles Jencks states, g ,nnﬂg_Marshall_McLu-
han; "...nothing i bizarre as the juxtapositions t. at oce ( everyday on the front
page of a good newspaper..." (Jencks: 1986, p.55), continuing to mention that. wuh

Page 28
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' Rathr than attributing this new ' plurality to techndibgicai progress, J ean-Frangois

Lyotard preferred to relate it instead to thc collapse of the gréat mennf‘ ic narra-

o

tives| He links the mo»:ic,m erawitha tendency to defer to grand narratwca

il

_ Iw1ll use the ferm modem 10 dem ;,mte any scicnce that le gmmates it
- self with referenceto a meiadiscourse of this kind making an explicit

" appeal to some grand narrative, such as the dialectics of Spirit, the

hermeneutics of meaning, the emancipation of the rational or work-

' i ing subject, or the creaticu of weaith. (Lyotard:1984, p.xiii)

LTy

- Thiqj app-t,al to sofne kind 6f ultitate truth, or scif‘htific discourse would seem toup-

" bo,; parzdoxicaily, although proponents of Postmodcrmam advocate a returni to i

Vi

lwid the argument put forward by Roy Boyne and Ali Rattansi, that Modermm re-
tam:bs the heln,f in there being some knowable deep structure of realrty,.‘ .l'uch a
gc}oua sexamiaation.could, potentially, unearth. (Boyne & Ratiansi: 1990, p.7) As
AS I;-vatt, notes, however, inn her novel, Pos:'esswn, "Coherence and closure are
deep huxx}an desites t_hat are pr-esently unfashionable.* (Byat;. 1990, pA22) -

a

l,J

po pu’lar narrative, they are alsé abandoning thu tradition, folluwed by the Modern-
1stﬂ as well as by the Red .sfz:; of trying to find some underlying trath. Inthe satie

*\‘ ‘1t might be poss:ble to ocbserve a transition of a b:mxlar kind ini the work of -

Divid Lynch. He adopts Modernism for the duration ot Eraserhead, and seems to
h#ive movedioa pure form of Postmodermsm for his 1990 offering, Wild at Heart, a]-
t

: oubt astowhether Lynch has entirely invalidated the metanarrat}ve. _

-

i ! ] 6‘ h .
fLyotard prgwides a personal definition of Postmodernism®

Slmphfying tothe extreme, 1 define po.s'tmadem asincredulity toward
metanarratives. This- incredulity is undoubtedly u product of
progress in the sciences: bul that progressin turn presupposes it. To
the obsolescence of the metanirrative apparatus of legitimation cor- -
responds, most notably, the crisis of metaphysical phil osc}phv and of
the university institution which in the pastrelied on it. Theharrative
function is ltamng its functors, its great hero, its great dangers, its -
great voyages, its great goal, (Lyotard: 1984, pxxiv)’ :

Page 29
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Perhaps this "incredulity towaed metanarral}wef' can be reiated to the mtormatzon .
explosion, whacL! is stamed by Jencks asbeingone of the primary causes of the Post-

modern crisis:

The Post-Madern 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 seam to have; jome: validity. Thisispart-
Iy & consequence of what is called the, information explosion, the ad- :
vent of organised knowledge, world communication and cybernetmz, o
It is not only the rich who become collectors, eclectic travellersin .
time with a suparabundanm of choice, but almost every urban dwell-
er. Plurglism, the ‘ism"ofiour time, isboth the great problem and the
great gpportunity. ..(.T encks: 1986,p. 7y - o

\1 E

' When dlscuusmg Lynch, thé most lmpartant aspect of Jencks's argument about ths

possnb:htles offered by the mformatmn explosmn, is the access to historical materi-

Al Lynch "eclects’ 'very little from other contemporary, cultures, his primary interest

hemg the residual American artefacts (partlcularly Cinematic) which are available
-tohim.” Although he claims to admire several 0f his contemporanes, most obvious--

lj; Kubrick and Storsese (Woodward: 1990, p.7 5), there is little evidence to suggest
tfmt he has been influenced by them. (Aithough parallels in design, edltmg and nar-
rative could always be nofed this wouid provc to be a rather forced eomparison in-

=

stead of2 logicul argument.) _ g
:

Bl

The pluralxsm mvoked by Postmodemlsm contrabutes to.the movenient's tende-ncy
towards non-ciosure. As Byatt stated, coh-arence and ciosure seam sm‘&phsnc and
outdafed in the Postmodern Age, and the viewer, or readex is usuaily denjed thel
pleasure of a firm and araslgundmg conclusion. One might argue this to be the result -
of hyper-Realist thought, that is, that life generally evades the discipline of a defi-
nite Fb&()illtl()n, soit seems illagical that art should conform to this pattern Howev-
er, it is more likely that it results from 2 realzsatmn that Modernism has rendered
ineligible the possibility ofa single cohe_;ﬁnt outcome. '_I'he M_,odermst movement

1

‘14 One might consider, ayexamples, the mingling ot well established gensesi in Blue Velvet and Ht.n-
N ryaChaphmsque walk it Eraserhead. . // C

" Page 30
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heralded a loss of faith in.the linear narrative,and criticised the Realists' tcnd;:}\.\fy L
to beslaves tological plot construction and character developmerit.” |

Dl

Asother possible reason for this movement away from narrative closure,is thatthe
Postmodern tendency towards developing multiple narrati_ves within one work

.;!_,tends to hinder a simple outcome.  Jencks writes of t:he carnivalesque aspect of -

Postmodemism,iwhen rtzfgri'ing to 'the wark of Fellini:

Federico Fellini often tl.ms the mad competition of many opposite
tastes into a melancholic speutacle of hilarions sadriess and nearly
every one 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 thé global mllage, and many
-artists...will ;nwrporate incongiuous matter into their work because -
this disjunctive variéty appeals to their sense of reality. 1fthe culture
is heteradox; chen the best nrtxst& will deal’ with “this truth {Jencks:
1986, p.55) _ v : Lo A

n . . B "é'?

.- Ifonchelievesina hetemdox culture it bemmes more d;ff' cult tobelieve that one is
‘obli ged to prcmde a firm mnclusmn toa novel or a hhn, especlally if the work in

quesncm contains multiple smrylmes or narratives. For mstance, Biue Velvet con~

" tains élernunts ofa teen roménce, 4 cliched pomographic relationshlp, a detective..

story and everi elements ofa Western inJ effrey'sreturn to hu, home town in order to

ﬁght the villain and win (by combat) the affoctions of Sandy, agirl he knew before
é"

oo
1

<l

\ Thm continual ‘eclecting' from other fi lmlc ge:nres can be wewed asa develt)pment

of the Madernist obsession with self-reflexivity. Although the Modemmls pmed
originality before all else, and the Postmodern tendency is wwards qunung histori-
calsources, Lynchis stll exammmg the houndanes offilm. R

Y
v . . . Y

15 An exireme eqmmple of this loss of Taith was Samued Bevketts creation of Mag and Neli in End-
Eane, who are not permitted colierent tmemory or ihun&,ht and who, forthe entire duration ui the
phay, are mni’imdalo tln,n'dustbma - -

N
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" modernism's tendency to be, ", .an art of shifting perspec
~ sclousness, of local and extended meaning.” (Hutchmn- 1988, p.1) Hutcheon

| Lynch tenids to dupllcate this sense of slnftmg perSpecnve by the uSe of characters

. life remains outside the realm of mformauon given to the viewer and Frank Booth

" acting and deliberately Fatuous dialogue, the narmfwe femains a dynamic fmce de-

B3

The manner in which Postmoderhists view language also'-contributes to this sénse
of generic exploration.- -Linda HLgcheon quotes. Charles \:sseil's opiiion of Pust— '

. extends the consequence of this tﬁndency tor explam that, B
a r‘\i " " 1

A consequence of (the) far-—reaclgmg (P)mtmodemmqmry into the

very tature of subjectivity is the frequent challenge to traditional o-
tions of perspectwe. especially in narrative and painting. - The per-

- eciving subject is no longer assumed to a (szc) co»herent, meaning-

which differ fmm the traditional well-munded‘ characters of American cmema.
For mstance, Hem'y Speﬁcer in Eraserhead is a clawn‘hke character whose mner

tions, Classu: Amencan citema tends to dlsguhe 1ts fictional nature by the use of
conventions Slfﬂh as invisible editing, whﬂc Lynch seems determmed to ‘biow its
" cover', torevealits fraudulence, but not insuch a way that the viewer becomes alien- -
ated frjhm the narrauve. Dcsplte the manner in which Wild at Heart frequenﬂy ex-
pas i its own false nature, by references to The W:zard of Oz, blatantny non-realist

generatmg entlty (Ibid.) L

-~

sngmed to facus the viewer's attention.

Y

il

ve; of double self-con«-

-

-

Finally, pfobably the miost obviots aspect of Lynch's titms {s their distinctive look'

This has chatiged somewhat from Fi'aseﬁmad's chiar Sscave Exp}es@ionism,, to Wild
ax Hearta brxght fsurreahsm, but manv COMMOn characteﬂstm may snﬂ be ob-

sewed

i

-

- inBlue Velvet is a tWo—d;mensional villain whose motivesare never as clear as hlS ao- L
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discussmn int this thesis are characterised by their conflation of past sf ies and fash-

4
jons. Eraserhead, completed in 1976, contains a number of ana«:‘:rom.sms, for in-
stance, the fumlture and light fittmgs of Mary X's house mlght have appeared less

unusuai ina house furmshed in the 1930sor 4{}5, but inthe 1970s look bizarre.
IR

[y F or exdmple, most cbviously the three fi lms which have been sclected as pmnt*- of |

Blug Velvet contains the hl,hcst numiber of tempcral ammalles, with 50s clothes

and cars jarring blatantly with 1980s techno!@gy, anda: 194@5 Jilm noir femre farale

(Dorothy) rubbing shouiders with a 1950s bobbysmer {Sandy). (This juxtaposition
is not, however, finique to Lynch, since Tim Burton's 1991 film, Edward Scis-

sarkm;ds_displayé thqsamé temporal confusion of étyles.) -

N

In Wild at Heart an Elvis obsessed Sailor Ripley wears a snakeskin jacket strongly

- reminiscent of the 1960 Brando film, The Fugfn‘vé!iiﬁd, and drives a contemporary
car, His rﬂlatlonshlp with Lula contains elements of an earHer chnvalry, whﬁe most-

iy their alhance retainsa ccmtemporary openness and equaiity

a

. When fi immg in monochmma Lynch uses heavily saturated black and white, which -

encourages t.omparlsons with early Expresb' nnist masterpleces,such as The Cabi-

- netof Doctor Caligari (1919) and Metropolis (1927) His colour films utilise heavily
 saturated colours which evokes remembrance of the early days of Technicalour.

Lynch appears to have been heavily influenced by Postmodernism's detq;mmanon

to remcorporate histarical sources into its creative considerations. As Charles .

Jencks states, "The tra d;t_uﬁn of the new made such a fetish of d_lscc)ntmmty.that now

~ aradical work of quality is likely to have a shock of the old.” (Jencks: 1986, p.38)

Lyach joins the 'Pdstmndem tendency towards a new historicism, butisalso charac-

teristically Postmoderh in the way in which he adopts past styles and quotes from

_ oldfilmsizorder to make a different statement about the contemporaty wporld.

f » This Postmodern pmclmty is descrlbed by Cha.rles Jencksas double coding, and he

-quotes UmbertoEcoin order to remforce his ¢ argument

Umberm Eco has describcd this irony or double coding: 'l think of
the postmodern-attitude as that of 2 man who loves a very cultivated -
woman ahd knows he cannot say to her, "I love you madly", because

v - he knows that she knows (and that she knows that he knows) that

" Page 33
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" these v;roré’é have already been wr ftten by Barbara Cartland. Still,

ghem is a solution. He can say, "As Barbara Cartland would put it, I
oveyou madly". At this point, having avoided faise innocence, hav-
ing suid that clearly it is no longer possible o speak innocently, he
will nevertheless have said what he wanted to say to the woman: that

he loves her, but he loves her'in an age of lost innocence.  1f the -
_ woman goes along with this, she will have feceived a declaration of
love afl the same. * Neither of the two speakers will feel innocent,

‘both will have actépted the chillenge of the past, of the already siid,
which cannot be eliminated, both will consciously and with pleasure
play the game of irony...But both will have suczeeded, once agam, in
speaking of love.' (Eco, quoted mJem:ks 1586, p 16) e

i
[

" _ Despite its somewhat flippant toné, this descﬁption of ﬂlt’: Postmodern attitude isa
: thoughtful and accurate one. The task of this thesis s to ccnduct an mvestigatmn
mto the methods David Lynch emp!oys in order to make fxlms, “inan age of fost iri;

the influence of instory o . o LR

nocence”, and which allow him to make an ori iginal statement, whlle respondmo o

%]
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CHAPTER TWO

n

| EMSERHEAD ANDTHE FATLURE OFMODERNITY

L

n Chgapter One Marshall Berman s thesis, that Modernisis and modernity are

closely lmked, was discussed’” While mammmg Erasérhead it will be advantageous

to heér this ph:losophy in'mind, since the fitm's Modernist is natrative reflecied by

the 11'Fusfrlal landscapexsamch surrounds the charactei‘s, .md wmuh affetts and ech-
oe5 their psyches. '

Berniah describes what he considers tobe the central tenet of Modernism:

s+t They (the Modernists) are moved at onee by a will to cbangﬂ to
transform boih themselves and their world - and by a terror of disori-

~ | entaffon and dxsmtegratmn, of life falling apart. They all know the | o

"rthrnll and the dread.of a world in which "all that issolid melts mto air',
(Berman: 1982, /p A3)

t‘n .?'I

«’I’akl hg this mtn cons:deranon (and Lynch must have been aware of this tenet) it aé__
:surpnsmg that Lynch dnqﬂlays an environment so uniformly unpieasdmt Ttwould

. appélar t mt Henry's world is unable to sustain 1if¢, for mstance he is forced to _

travérse a barrén, industrial wasteland iu order to ;};hm accesstorhis apartment, in
whmh a woman behind the radiator spends her time squashmg sperm-}fi:e objects
Sex s viewed as 2 repagnant act, presumabiy because it results in, the cre'dnon of
new| ife. Modermty, in Henry's world, is a negative, oppresme force whmh rcsults
in tl‘gb: dgsmmmm of the environment. '

I" 0

. Bnrilpan recogmzes both the posmve and the negative aspects of lmng in the mod-
“ernage:

' Tobe modern is tofind ourselves in an environment that pmmtses us -
adventure, power, joy, growth, transformation of ourselves and the '
world - and at the same time, that threatens fodestroy evéry thing we
have, everythingwe are, (Berman:1982, p.15)

—en
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. tml[yrcgarded the growth of tcchnélogy with & great deal of optlmlcm, Lynch‘smew

‘gions to the wban areas also eneouragea“‘ﬁ%e clevempmant of. the naclear famlly, oo

. clear famﬂy has done little but fnrce human bemgs 1mnrestr1cnve secml structareq - " ) o

-

Henry and Mary sworld pmmlses litthe but the prospect of mdustl idl decay, and thé
respnnsnbillty of nurturmg to adulthoodra mutant c}uld Although Mociermsts ini-

appears ]aundlced and the positive quah ties indicated by earlier celebrazits of mo- E

demltyhave been emded . S S R
ﬁ } .y A . R L .“ .

S
Bt

Berman's description of the demographic shifts which weve cavised by the devetop-
ment of technology are therefore relevap,t Here. ‘The movement ﬁ‘om the rural're-

o,

F

which became the dominant social grouping in Europe and Amenca. Erasethead. -
chronicles the death of a nucleanfamily,“ t“mm Henry and Mary's ‘shotgun wedding' )
i0.Mary's eventual defectmn, Henry's adultery +and his eventual mitrder of then‘ o B
maiformed child. As s Lynch appears towew the sntuatmn, the dominance of the'nu- - _ '-3-".:1;-7-.

-

- | '1“1115 criticism of the fa;mly structure ean be seen thmughout Lynch's work from thé

T

o

Apar lfrem Henry and Mary X's mlserable marriage in Eraserhear{, theieis also evi ’

. asa response tothe eifect that mademlzatrbn hashadon nhﬂ Amenea*t I)ream

unpleasantparents of The Grandmgther, o Luia 's chked Witch ofihe East mother

= (

. A
'm.r R

.mW;LiatHean " B A T T
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dence of sickness in Nfarys parents' marital situation. Mrs. 3% sexually horasses  °

* Henry, and Mary's barely animate grandmother is-used 35 a human’salad-tosser. i

Since the growth of the nuciear family, as bas prevmusly been mentioned, has been | ”?

Y e

encouraged by the development of mdustry, itis po.usxble ioview x..ynch s attaek ﬂf itcs

i

Bermm descnbes the modern warld as an enwmnment whxch encourages . e«n /
and debate T ' T

i
H] fal
7]

To b¢ modernisto llve alife of paradox and éontradmtlon. 1t is tobe .
overpowered by the immense bureaucratic orgahizations that have.
_ the power to control and often to destroy ali communities, values, e

| lives; and yet to be vndeterred in our determination to face*-gse -

Y T 7 furees, to fight to change their world and make it our cwn. 'It'?.i:..u he .

o .

16 For another examp!é of 2 vecens film which attacks the nuclear Tamily, see Boh Bahbau‘ s 1988
£il, Parents, in which s smy llboy discovers that hiswholesone, all- Amgrican parenisare cannibeis

i
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“technology.

_'modemage’ L . o

_h

bath revr::i ationary and conscrvative: ahve to new posmhnlntm for gx- A
f o7 perience and adventure, frightsned by the nihitistic depths to which
: so sgany modern adventares lead, long ing to create and to hold onto
: something as evervmm;: mehts. (ch*bsn. 1982. ps.13-1 4}

"

However, the etwironment:dt" ﬁ‘gqueri;ezzd offers litthe hope ﬂ:n_r happines‘.f, and seems
hlreéidy tohuve been destroyéd by unseen forces. Although Henry reve:lﬂs'_‘s;‘imt‘he is
oi vacalion fmm his joly us 2 prit{ﬁer: he never returns to wotk. 'This indjcates that
I‘lt rhaps the ugil.ﬁem of the city or town in witich the hﬂm i set is created hy machmw =
ery which iz s,eldmn utilised, inwhich case ihe des gtructﬁtm of thie envirotment se(,mb
;addﬂmﬂaliv futth; Itseems particalarly tragic to view the agsthetic degencration ot

' ;an urban area b!r nchines and factorics which have since becume useless, since itis
unlikely that H‘tnrys workplace is mere visually pHeasmg than any Uf the other
fbunldmg&s seen 11’1 the film. Also, the fact that Henry seems o lack work as pringuy

reveals that the!} cisa dear%h of communication, despm the unsightly ewdeme of -

[l r
I

f
a

n : P

As Eraserhead is examined more closely one is able to view, with increased clarity,

_|Lynch s pessimistic reaction to the visible reaults of modernization and Mndemlsm.
"Bcrmau aiscerns this neg,auvn ty as awharactenstlc of twentluth century cnucs of the

=~

| ...Marx and Nietzsche - afid Toequeviile and Carlyle and Milt and Ki-
erkegaard and all the other great nineteenth-century critics - also un-

je i derstood the ways in which modern technology and social

i organization determined man's fate. l}f&st they all believed that mod-
ern individvals had the eapacity both to understand this fate and,
.onee theyhad understood it, to hg,ht it. Henge, even in the midstofa
wrotched present, they could imagine an open future. Twenticthe
century critics of modernity «lmost enfirely lack thiy empathy with,
zmd faith in." their fellow modern men and women. f Berman: 1982,

'i p27)

X o .

i l:I I " .
E}erm:m Yuotes H{'f:rbert Marcuse-‘s cynical nbs-a—:watio,n, that,
The pcnplu recognize ihemsclves in tlmr commodities; they find
their sout in theit automobiles, bi-fi sew, split-level homes, l-.m hien
equnpmunt {Berman: 1982, p.29) _ o

-
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- . 'Agsin|eriticising cont_,emporary theorists, Serman-adopts a defensive position in
~ order lorefure Mareuse's censure,

i

Now tliis is a familiar tweatieth-century refrain, shared by those who

_ | love the modern world and those who hate it: modernity i is constitut-

pooo 1 ed by its machi-ies, of which moders men and women are merely me-
' o + chianical repmductmna. But it i« a travesty of the nineteenth-century

i madgm tradition in whose orbit Marquse clalmed to move, the criti-

i cal teadition of Hegel and Marx, To invoke those thinkers while re-

! |jecting their vision of histoty as restless activity, dynamic

) contradiction, dialectical straggle and pmgress. is to retain lnt}h: but

" theirnames. (Ibid) ¢ '

LEN

Nortiaily clagsified as.a horror film, Eraserhead is both less and more than it_s ge-
 nericescription. There are conventional scenes of horrot, for instance in Henry's
murdir of his enfant terrible, Hut the dominant feelingis one of despondency. Thm is

) large.ﬁy due toLynch's portraygl of his modern world as a g,rf vy and \mn‘;teresnng at~
mospmere, dominated by- maltunctmmng technningy (for instance, the electris .
. lights ;vh:r‘h treﬂuently blow)and squalnr.

. ! . . : . ﬂl.;}l" \
o 1 | " | | \'\.'?

It wmﬂd Iperhaps, be more gocurate to describe Era.serhead as a pastiche, both of

the lwrrm filin and of the Modernist film text. J; ameson dcf ines pasticke as, "
.1 a ;7 (1~

iwelike parody, the 1m1&flhtxon of & peculmr or unique Style, the wearing
. Lof a siylistic mask, speech in a dead language: but it is a neutral prac-
o | tice afsich mlmlcry, without ﬁémdy s ulterior motive, without the sa-
’ * Utitical impulse, without langhiter, without that still latent feeling that
ithere exists somethmg noraind wmpared to which what is being imi-
‘tated is rather comic, Pasth.? 1 i8 biank parody, parody that has lost

itssense of humor...(J .{mesahm Kaplan(ed.):1988, p 16)

‘. " Itis unlikely that L}'nch’s employment of Pastiche is as humourless as Jameson be-

" lieves the usual Postmodern adoption of itto be, but it undoubtedly features promi-
nentlyin much of hiswork, iutluding Eraserhead. '
Certainly, E‘maerheud incorporates many chavactevistics ofthe horror fitm within its
structure, thu most oh.vmus examiple bemg the physical r‘epulswme% of Henry and

Mary s baby, The use of Expressmmbt teLhmques alsG aids the umaay umbivnee
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which definesihe fiim, for instance Lyneh's coustant use of major comritsts of light "
and shude (or chiaroscuro), which has prominently featured in many tilm:c v«orks S
_ dealmg with'the horror genre, for mstanca, Geurge A Romero's 1968 fi lm, Nzghr Of

TheLzllngead o o " i R

o

R , ': -

if an overvsew of Lymh's oerivre is atteinpted one is able to obsewe an element fﬁf

horror in all of hiswork. Consider the cannibalisticinsects at the beginramg_, r of que
I.;‘iz{vez orihe vmlent det,apltatmn of Bobby Peru in Witd ar Heari, ndFt to mentuon tie
cnnsnderable use of the horyifiein Twin Peaka, as Lefand Palmer tra namogriﬁus into

his psychopathicalter-cgo. One must observe, hnwever, that Lym,ﬂ rarcly xmorpw L
rates styllbtlu of generjs clements into his work for no reason. Wlsnen he uses buah _
conventions it is always in an attempt tomake an original statemen* steh as Bob, by '

Peru's decapltatmn revealmg that t‘le character is (literally) bramleibs.

“a 1 A
i : "

- Eraserhiead 1s rinitc specifically based upom the issues raised by Mdry Shelley's nine-

teenth century novel, Frunkenstein: or, The Modern Prmnethms (181?) Mary X

(perhaps one could read Shelley for 'X'?) does, qulte llterally, gwe birth to a mon- -

ster, but in I.ymh s re-working of Shelley's tale she is un unwnttmg Vu.tim, whereas
Shedley's Dr. Frankensi.em displays a Eaustian tendency towards sc;ennfit supre.m-

acy. - o L

: . . m
[t oo c‘l\

- - oa o ) . . - ! . | )
This important difference can be equated with Marshall Berman's response to the
SAwentieth certury critics of Modernism. Possibly Lynch is stating thatwh:lc we exist

in 2 modern world which is blatantiy decaying, we cannot help g,ivmg, bn‘th to mon-
sters. This would indicate an extremnely unsympathetic response to all that is mod-
ern, since while Dr. Frankenstem had to work in order to create his monster, Mary
X seems to betotally passive. “ '

L ]

* Lynch normally uses hotror conventions in order to illusirate on aversion to the
human condition. Eraserhead was a reaction to iucidents which hie observed whilst -

livingin Philadetphia during the 1960s:

' a " E ﬂ "
Just like In Philadelphia, the fuct that a family is going to this chris-
tening. 1happened to be upstairs painting ifie third floor black. And
my wite at the time, Pepgy, was taking my daughter, Jvaniter, who
was -ome, out in this perambulator...And a large family across the

o _. _ S
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- streel wag gomg toa chmteumg Anda aang. caime swoopmg down oo
1% and attagked the family. End in the family there was 4 teenage son
who tried to defend the whole bunch, and they beat him down, and
\ they shot him in the back of the head. Those kind of things will spoil
3 \gae atmosphere - permanently - and bring it way dcswn. (Lynch, quot-
© o ddby Breskin: 1990, p. &{}) S

Lynch als%a recalled a less violeht mcsdent fmm hlb davs in Phlladeiphxa, when, i

e

sawa g,mwh woman prab hier breasts and spealql likea baby, complaining her nipples
hurt. Thla%&l\lnd of thing will set you back.” (Lyncfi quuted by Wmdward 1999,
<3 7‘?) (Gwei”a Lynch's sec mmﬂiy frequent expdbbure (0 this type of weird beh.ivmm o
one mlght cqnsider Eraserhead as i realist fi im, in an sbsurd manner, e pecaally

" after he once &omme.lted “Eraserhead is the reaf Fhliadelphla story » ( L}’nch quot— -
ed by Godwm‘ 1984, p. 4‘?)) : Lo S

o

i
e
;111 is, however pnm‘arily ofa psycho-

Thc, terror cq/htameq in Lynch's first feature §i
. logncal nntwl‘pé the mentai condition of the chalacters finding expressmn in phys:cal

form: The émrmr is contained w:thm Henry,rathér than being impoged from the
Inutside anyfl is pm’(mm}y motivated by the cnrrupted” cnwmnment in whlch the.
. uhdracters xxsh ' ' " ' |

; : : - N

Lynf:h is ;%)nstamly awar« of the Lenventmns of the hurrm film, but chnoses to ace

. knowle{ ge this lemnctradmon inamore sardonicthan reverential manner. For in-
stance/ Henry 5 attempt to leave’ the z’zpartment without attracting the attentmn of
his'ch iild'is punctuated bya loud organ blast when he is distov ered, andhis starsled
reaction is comic, rather than dramauc Also, the acting style emplnyed inthefi lm

is biatantly non-reafistic and fails to engage the viewer. (Much of the 1919 film, The
Cubmer of Dr. Cakgan employed similar alicnating te(‘hmoues.) Since itisthe task

nt the dlrecmr c)t the hormr ﬁim to engage the audxence ina cmntmaal crt,ﬁcendn of
s tension, the mode of ﬂ(tll*ig nnrmalljr utl.llaed is reahsf, a’ faemrwhnqh Lynch cl"oosee-_ g '

- toignore. Hehry'sgeneral appearance and hel-avzour inspire l.iughi'er 1ather than
anxiety, aithoubh hxs sntua tmn wauf&l Scem hkely to evokea sympathetic responee. L

L »
LS n i .

n . o
. L i /,:’5:
.t &

17 lhe film N‘rym}mre on Elm Street (1985) .ldoptcd thisides in order to cremté a mmzsict, Fwddy
Krueger, whe appeared onlywhen husmulmiswerc asleep,

" ' T
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If Abrams's def‘ nition of Postmode st (f‘ irst anatysed in Chapter One)is consid-

ing", Brian McHale separates what he vn*w*; a5 the prnf‘ dary oom:er:h of Medemlst |

1990,p.7y

cred, it is possible to see how, even with his frequent use of Modernist techniques,
Lynch is atready displaying Postmodern tendencies within Eraserhead. Abrams

highlights Postmodernism's concern for the continued well-being of the natural en- *

vironment, aswell as its tendency to consider seriously other threats to health in the

guise of over-population and starvation. Althongh Henry wanders through seemm-

inglyu uimhabﬁed areas at the beginning of the film, his apartment and Mary's pers

constracted for a large population. The fact that Mary's mothcr senfw 1y an»madc
chickens for dinner also hints at a shortage of natural foodstuffs. .

In an essay entitled, "Change of Dominant from Maderpigt to Pnstmocierrlis"t Writ-;

R .
wntm&from the dominant focus of F‘ j",mdcrsr& wm,\.““tion.; A
. _ . -‘fr'."
vy ] e i
THESIS 1. The domma,}t o Modernist wutlng 13 £ pwsen‘k ﬂg& ““.- .
. ‘Thatis, Modermstwrlmh; it designed to raise such questions 44’ whai -
-is thére to be known? who knows it? how do they know it, agd witey -
what degree of certainty? how is knowledge transmitted froin grie
knower to anothet, and with what degree of reliability? how does? 1
object of knowledge. change as it passes from knower to ktidwer: "
‘what are the limits of knowledge? and so an. (McHale | in Fo?fkema

and Bertens: 1986, p 58)

S

o ﬁ

‘McHale's view ut‘ Modermst wntmg eguatvs with Boyne and Ratim.si's previously

quoted claim, that Modernism has not abnndoned the search for truth or the deep

etits' louse appeat Ui omtﬁrtably smiafl, as though many such habitations were

structure of reahty but merely chooses to employ more ngm‘nus intermgatm _

}
methads than those utilised by Realist or Naturahst artabts (’Boyne & Rattaszm

o L@ &

' &

:rins formmlation contrasts considerably with McHale's view of Postmodern writ-

THESIS 2. The dor,;iainant of Postmodernist wriiing is ontological.
That is, Postmodernist writing is designed to raise such questions as:
whatis a world? what kinds of woitd are there, ow are they constitut-
ed, and how do they differ? what happens when different kinds of
world are placed in confrontation, or when boundaries between”

. - .



' wordi is used ina more abstract manner.)

verse whichhe has created.

4

wotlds are violated? what is the mode of existence of a text, and}vhat
is the mode of existence of the world {or worlds) it projects? howisa
* projected world structured? and so o, (Ibid..: p.60)

-

- Although McHale was referring primarily to literature when he made these distine-

tions, one may convert them into filmic terms, although his continual use of the term
"world" (Tbid.) seems less appropriate than the phrase ‘alterniate realms of reality’.
(Despite the fact that Duae is literally concerned with other worlds, it is fess rele-

" vant toa description of how theseworlds operate within the framework of Postmod-

ernism than the film Blue Velvet. Therefore, it scems senmble to retain McHale's
verbal economy, butto statc that when a discussion of other wor !ds is mtlmated the

n

2]

The most obmous tact is that thhm Lynch's tﬂms both the eplstemologlcal and the.
_ontological tendency can be mnf;tdered dommanf For instance; the tort.ffed struc-

ture of Eraserhead encouragez}fae vlewaE rto beheva that, withan amount of inteliec-
tual exercise, there is & rea ly’f/’ﬁ* 5. knowable, " that..is mtellectuall}r and

culturally penetrable..." (Boyne }Sz Rattansi: 1990, p.7) However;it soon becotnes

obvious that Lynch is dls() obsessed by the world which he has created, and chooses

' to focus his attention primarily on this universe in whlch rﬂechamzatlon has taken
- over and sexuahty is wewed asrepulsive. In the following chapters MCHdle s thed- -

rieswill be dnscuss&d wn:h ref»reqce to Blue T’elver and Wild atHearr o
Having stated thatEmsomead contains elements of bﬂth Modernisin 4nd Pcstmod—
ernism, it {s'essential to dascms the film with 1eference both to 1ts eplstemologlca]

n

fr
n )

andorﬁolc}g,lcal charactensucs N - .

" ! AP
,\ o

“The pessimisni with whxch Lynch v:ewv the exurﬂal ewdence of modernity has al-

ready been discussed, ﬁlerefore, an examm.xtmn of Eraserhead‘s structufe and sub-

. text should be aitbﬁpted TheSe factors mdlcate, as -:leariy as the film's

mise-en-scéne, that the director finds it dlftlcult to unpalt meaning within the uni-

a

Ao :.;, -

~ A

=
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At least part of Eraserhead's horror is derived from the fact t!}ai,'wifhin the urban
environment, in which Henry and M’-&iry eicist, all hope of finding meaning has been
~ abandoned. The awhkwardscene m whlch Mary invitcs Henry to dinner epitomises
the inability of Lynch's characters to communicate with'each other. Mary's father,

after suffering an arcident at work, lacks any feeling in his arm. Similarly, Mary's -

mother lacks the abllity to behave approprlately in a social, cr;uatmn, eventually_-

making unsubtle sexnai advances towards Henry Mary's gmndnother is totally in- -

" sensible’and cannot negcstwte a simple task, such as removing a burnt ont cigarette
from her mouth. Even at the level of basie social interaction, these people are
doamleﬂ tofailure, '

MecHale indicates th”at thie Modernist concern with the gaining of knowledge can be
discovered as a themt? within the novel, but also within the narrative structiire of the
piece. Desmbmg Wllham Faulkner's novel, Absa!om, Absalom/, McHale states
mrat’ : . ) ' . ) ’ L

aita typlcally Modernist mode,{lb.salom transfers the ep1stemalog1 .
cal difficulties of its characters ti its readers; its strategies of "imped-
. ed form" (dislocated chronology, withheld or indirectly-presented
. information, difficuli "mind-styles," and so on) séimulate for the
* regdet... problems of) accessibility, reliability, and limitation...

e (NILHaleankkena Beriens: 1986, p59)

D
-’. 3
n

Simxlarly, Emserhead's dehberatel_v difficult narrative structure forses the viewer to '
enterintdan int=llectual struggle to mmprehend the film. ,‘Ihls, in turn, enables the

audience to cocperate in the quest for knowledge, which, as McHale clmms, isthe
dommant feature of Modezrmst creatmty R e

A7

1
LR, o - "

The narvative form of Eraserhedd is indicative of a world c,orrupted byamachmery '

One is continually shown the evxdence of mechamcal progre@, but-the film's c"ar-
acters seem less aided by technological advancement, than rendered unable to rea-
“sonpr t‘omf{mmcatg. Evenif oneignores the previously stated fact that much of the
, te::hnnlogy displayed in Eraserhead either malfunctions, or refuses to operate at ali,

it seems obvious that the so-called machine age has failed to improve and, perhaps,



2

has hindered the human ability to relate socially or intellectually within a societal

. framework.. Lymh's rnwe-en-aré:ze of defunct machineryactsasa vmual indicator of

the malaise of a soclety in whlch people and machmery seem equdllw redindant.

T

Toreturn to Marshall Berman's argument, that Modermsm and maderm tyareboth

4 combination of, "ma will to change. and.. .a terror of disorientation and disinte-
gration..." (Berman. 19827p.13), one mlght argue that although Lynch continuafly
demonstrates the disorientation and disintegrition of modern saciety, this is ac-
companied by ennui ratherthan by é‘xcitgament, Although the narrative structure of
the film suggests that Lynch is atf:empting a Modernist approach, the deep structare

of the film indicates that any attempts to 'know the truth’ will be futile. There s,
‘perhaps, a hihilisticinfluence in operation here. - ' '

\l‘k'

Eraserhead is also a film which fréquently appears nihilistic, yet the final scene in
which the murder is committed encourages the idea that, despite the suffering

 which Henryis forced to endure’ ofi earth, there isa personal heaven to which there

is access after death. However, Lynch‘s deplcnon of this nirvana is sovague that it

provides no concrets answers for the viewer. K. George Godwm, ﬁ{n his "Erager- -
head Rétrospect” (Godwm 1984, p.51Y clearly believes that Henry's murder of his

child invokes the end of the world, yetthereis no solid evndence to engourage § sm.h a

reading. !

If one attempts t& am.wer :my of McHale's questmns relatmg to hls Modernist the- «

sis, "..whot is there to be known? who knows it? how do they know it, andwith what a0

“degree of certainty?..." (McHale in Fokkema & Bertens: 1986, p.58), Sthe answers
. are uiformly negative. Thisis not to say fhat Lynch does not raise such, quesuom.‘ g
bat he neglects to provide any conerete sojutions. For instance, when Mary smoth-

er informs Henry of the birth of his baby, Mary exclaims, "They're not sure that itis 2
baby!" Even universal certamt: ee such as this cannot be taken for gmnted.

u " :\k\

The possibility of Eraserhead being a Modernist pastiche has already been men-

tioned. Inreturningto tlm idea, itis essentzal ta consider that Lynch chooses toem- -

ploy a narrative form mnre mmp}ex than the style of any of his other featun e hlma.
AsBoyne and Rattansi state, this tendency of Modernism, to employ comyplex sirue-

a

- (.-" - .
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tures in order to understand more fully the uncierlymg {iuth of the sﬁuatmn, or the
deep-structure of reality, is utilised in order to ga‘fa knowledge. However, withii

' theze tortured structure of Eraserhead, Lynch demonstrates that such actmty isfutile.

* Postmodern creators frequently display doubts relating to the '»"iathcring of factual
- information. They realise that objectivity is rarely present in the creation of anar- -

ustlcwork whether thatworkis 2 painting, afilmora nmrel B

. A

_For instance Salman Rushdie, iq his novel, Midnight's Children, constantly exposes
‘his narrator, Saleem Sinai, as being an unreliable source. For instande, he de-
' :gm‘ibes 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 oceurs, in these pages, on the
wrong date...DoOes one error invalidate the entire fabric? AmIso far

© gong, in my desperate need for meaning, thatI'm prepared to distort
everything » to re-write the whole histofy of my times purely in order
toplace yaelf ina central rolc? (Rushdle 1982,p.166) - - - o

. = .
I Lt ! r - : .
R " [

Saleom frequently rehes on other mformants in order to ﬁnrms& his mory wn:h

events Whld\ he failed io thness, and these, tao, are ut‘ten expos‘*d as bemg unreha-
i || .

ble: o

“

What foliows is a reconstruction of the recent career of Major Shiva; S
I pieced the story together from Parvati's accounts, which I got out of : -
her afier our marriage. It seemsmy archotival was fond of boastingte
. her about his exploits, so jou may wish to make allowances for the . =
distorticns of truth which such chest-beating creates... (Ibid.: p. 407) -

R -
o, - . r o - r

o 3
n & R - " a b " - i . ' n
P B “a ! ' . i . ) o
i "

Comnsider the dnstornms cf tmth whiclr Rushdie is mggestmg here. The story cof-.

cerns Saleem's rival, sohe might feel obligedto cotrupt the story himself in order to .
make Major Shiva appear more malevolent of imbecilic than a ational report °
might suggest. Apart from this factor, Saleentisrelying on his wife's account, which * .
is also potentially biased, the tale originating from a man who has been exposéd at '
best, as a murderer and braggart. Although Rushdie's novel i mcorporates many his-

torical events, his story involves such a bizarre meidi‘ﬁg of fact and {i ct:m; thatitis o

fl



. ita unﬂfusmgl;mbo, ag R.ushdle investigates snmlar territory. -

frequently impossible to separate fact from fabulation, and the use of such an im-
perfcct natrator as Saleem further questmns the possnbnllty of km}wmg, for certam

the deep-structure of anyreality. T »
. §

It shouid be noted, howev;ar, tlmt ﬁim perfnrms a different functmn to thawf the
nével. What, in a work of literature, can be left largely to the imagination of the
reader, is made more speclﬁc through the use of celluiodid or videatape 1magery

For ifistance, the mention of a catin a novel OF poem may be left to the reader to vise .
ualise, but film must e specific, Thercfnre, the word 'cat whlchmay remain non-

specific in a piece of writing, is always precisely defined by the use of film, ‘eat!
becoming (for exampley large, male neutered, ginger mised-bre ed feline. This

~ obviously lessens (but does not eradicate)the occurrence of the i;md of testimonial

discrepancies described by Salman Rushdie. )

_ Lymh enters this debafe in Wi 1 at Heurt whien a seemingly drogged inhabitant of ,

Big Tuxta (played by Jack Nance) talks of his ciog to Sailor and Lula. He suggests

‘that, since they have not seen his dog, theyshould pictdire. Tota, Dorothy s dog in

The Wizard of Oz Apart froin provxdmg another link with the latter film, this se~

) quence relatesto the Postmodern debate regardmg the rellabihty of evidence pro-.

videdby h1smry, as well asby ofhet people

Similarly, DavidLyﬁch creates this seﬁse of douhm;ithinErgsefrhead.‘- Henry's exist-
ence, which is strange' even before the arrival of his mewling infant, is further om-
plicated by sequences which appear fo be dreams, or hallucinations. However,
given the tenuous resemblance which I;Jenry s life bears to our own, these might also
bea parl of the film's initial reality. Because of Lynch's determma{:on to presenta

“world at least superticially removed from our.own, we lack the ability to judge .
. whether dreamor reahty;s in operation. Pam of Saleem’s stq; ¥ § scemalso to inhab-

G

_Whatistobe known? who knows it? how does knowledge change when it is passed
from one knower to another? These are some of the questmns which Brian

M¢Hale views as bemg domlnanl within the mode of Modernist enquity, but they
cannot casily be answered thh the current dommance of Postmodcrn thought

il
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they-appea} to have disappeared from the pantheon of important' issues.
Aswell asheing expoSed as an infrequently achieved (cr achievable) goﬁi it seems
as though the appeal for verifi cation is no fonger so important, since the Scxentit“ ic
Age has been usurped by mass-communications. Anmher Postreodern paradax,

- with the mcreaaed dvallabtlsty of knowledge', the coutemporary information-gaih-

erer is trequently surprised by its ephemeral nature. Forinstance, if one consults
more than one British daily newspaper in order to gain a better understanding of @
‘political or economic event, it is likely that the same incident will be reported very

dnﬁerentiy in caili paper, bec,ause of the bias of the editor, the ez_nnonm concerns

of the newspaper's owners, andthe market atwhich each isaimed.

There is also a growing tendency, in this age of flux, to regard the hopes which the
' Modernists retainedwith a degrpe M scepticism. Inan article entitled, “From Here

,To Modermty Femlmsm And Postmodemm‘n“ Barbara Creed states that,

_, In The. Postmadem ‘Condition, Lyotard discusses in detail the ques-
» - tion of knowledge and the problem of its legitimation in sc-called ad-
" vanced societies given what ke sees as a collapse of the grands recits
ot Great Narratives, thatis, narratives which have been used to legjtl-/
_mate the quest or knowledge and the lmportance of sclenhf’ ire-
search (Creed:1987,p.50) - | ‘
: ® 3 g . '

. .
N n

Depnved of the prop-of scs;mtlﬁc g:ertamtles, then, the Postmodermsts have set
theix sights on creating and exploring new worlds. McHale claitns that Postmodem
writing is ‘dominated by a tendency towards antnlnglcal enquiry and this would ap-
pear tobe more helpfulin conductmg an examination involving the world of Eraser-
head” than afiy epnstemﬂlnglcal focus As 'has been previously discussed,
Eraserhead's stru_cture encourages the viewerto believe that Lynch is attempting to
nise Modernistform in order to uncover some universal ti-uth. “The film's major diffi-
caltylies in the fact that, beneath its complex e-xterin.r, no imowledge istobe gained,

is a filmic folly, a complex exterior concealing an sntenor bercfl of epxstemalog' cal

Vahlt,

- nor doesany specific reading of the film reveal a coherent philosophy. Eraserhead

Sn
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s afilmic folly, 2 complex exterior coned
value, §

they appear to have disappe—aréd fmm the pantheon of important’ issues.

As well asheing exposed asen mfrequently achieved {or achtevahic) goal, it sceme

" as though the appeal for verificition is no longer se important, since the Selentlf ic
Age has been usurped by mess-communications. Another Postmodern paradox;

with the increased availabiiity of 'knowledge’, the contemporary infnrmationégath~

erer s frequently surprised by its ephemeral naiure. For instance, if one consults® -
more than one British daily newspaper in order to gain a better understandingofa

potitical or ecofiomic event, it is likely that the same incident will be repbrted very
dr.fferenﬂy in each paper, because of the biss of the editor, the economic concers

‘ofthe newspaper s ownem, and the market .zmhich &ach is: axmetL

i) i

Tht,re is ﬂ}m a growmtr tﬂndency, in this age of flux, to regard the hopes whichthe

Mocdernists retamedmth adegree of sceptnclsm n an article entitled, "From Here
ToModernity: Femmlsm And Postmodemmm“, Barbara f"reed states that,

InThe Pasimadew Conditmn, Lyotard dlrmsses in-detail the ques-
tion of knowledge and the problem of its legltlmatmn inso-calied ad-
- vanced socicties given what he sces as 4 collapse of the grands recits
or Great Narratives, thatis, nlirratives which have béen used to lcgltl-
mate the quest for knowledge and the importance of scientific re-
search. (Creed 19§7 )

b

\
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Deprived of the prop of s\‘entific certainties, then; the I{ostﬁmdemists have set .

thejr sights on creating and ¢ pk')r_ing new worlds. McHale _élaims _th&_t Postmodern
writing is dominated by.a tendency towards ontologiciil' enquiry 32d this would ap-

- prartobe more helptul in con cting an eﬁamipatinn involving the world of Eraser- ..
head than any epnstemologl 1 focus. As has been prevmusly discussed, ’
Emserhead s structure encouragesithe viewer to believe that Lynch is attemptmg to
" use Modernist form in order to uncad er some universal truth: The film's major diffi-

culty lies in the fact that, beneath its e nplex extermr, no knowleiige istobe gamed,
nor does any specific readinig of the fit h

reveal a coherent philosophy. Eraserhead
¢ ling an interior bereit of epistemological

§
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Although it is often difficult to separate the cl::‘i_stm:ﬁolt:ugiéal from the gﬁtologicaf .

(the i:iteres: in different worlds is mefely another way of accumulating knowledge),
it is clear that more can be g g,amed from an Dntologtcaj appmachvhen g!xscussmg
Emserhead for as McHale statvzb, '

[ o
-

~ "

'Intractable epistemdlogical uncertzinty...becomes at a certain point
ontological plurality or instability: push epistemological questions
far encugh and they "tip over" into ontological questions, By the
sapie token, push ontologival questions far enough and they tip over
~ into epistemological questions - the progression is not 1 ]E&r and
. one-way, but circular~and reversible. (McHale in Foki.ema &
Bertens: 1986, p.63) :

o~
B

Obvaously, increased commumcatmns ne;works have fuetled the Postmodem inter-

‘est i in other werlds, and modern cities have mutated into coliectmm ot different

9

‘worlds, extreme pqvg:rty existing within metres of quury urban dwellmgs. o

e '_:' .

Returmng ' Lynch‘s worlds ,one can observe Henry in his decaymg bed-sxt being

_enraptured by visions of a heavenly world cmtlmetres from his bed. If Emserhead

traly represents Lynch s experiences in Phxlarfelphza. one may observethe soclal di-
chotomies contained within that city. Itis not negessary to dissuss or dxsplay more

exotic environments when such contrasts exist w1thm oné urban area. Perhaps the -

tendency to divide into rural and urban areas, noted by Mazghall Berman as a char-
actenstzc of modernizaticn, enconraged the Postmadern interést in other worlds,
since Henry‘s questyto enter a realm inwhich mdustzy does tiot feature, is v;ewed by
hzm asbeing heavenly. : Coe

= Althougﬁl Lynch's other American work, that is Blue Velvet, Wild at Heart and Twin

Peaks, repi"esém_:s life in 2 smaller Anerican town, Eraserhead depicts an environ-
ment equially Antierican.  The director's experiences in Philadelphia have already.

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

edin codntless Hollywood movies, is exposed by Lynch as a fallacy. Whether inves-

. tigating &n ugly industrial centriior rural Lommumty, Lynch's interest in other

wmidsxsakeycmematlclssue. '
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Emserhead' as hasalreadybeen noted, differs from Ly'nch’s otlier filmsinseveralre-

gards. Most obviously, the (.haracters in Blue Veluet W‘ld at Heart and Twin Peaks
exist in' aworld. in whichboth posxt:ve and negative forces are. mnstantlyvym{, yfor at~
tentlor . ‘_mfm‘tunateiy for Henry, his f‘:‘;ﬁgtencq ﬁi‘fers nothing in the way of hope or
happmtss His cmiy chatice to be T.uppy appears to xnvolve the murder of his efiid,.
(to whom he isseen to f;‘,lsplay a large amount of parental attenmm), in order toend

his pr ﬂ:watlm andfi nd contentient in an alternative universe.

‘\\\ , . ..--k R L.

Ty ' \'}:-_
_ ‘\\Hligm cofitrasts the enwrnnment of Emserhead mth the commumty of I‘Wm Peaks
" for example, the differences with regard to Lyncn s attitude towards Americainay
be observed. Aithough the citizens of Twir. Peaks are freqaent%y exposed to t};mge? -
and evil, in the shapes of Bob and Windom Earle, as well as the malevolent forces
s:jrroupdmg the Black Ladge, th:xe iz ﬂ“ﬁ%ually Vd]l'j wurld contained in'thé be- )
‘nevolent surmundmgs of places 5, ‘1 akther‘?c\ut‘lu. ’\‘g Qmer, ancl inthe shapb of the
White Lodge ‘and the Bookhouse Boy;; 9

no altematwa bitto reject enttrely one's surxcmndmga Eraserhead offers no place

.l-im'h‘s mtnre mdustnal realm, there is

' mfrefugc, and presentsa more coheswewond tha the more dua.nstw societics seenr |

Ll - - - Sl e

hl " oL [

B F::_" : '\I 'i.,.I . - . -

mLynch'smher, andlater.ﬁmencanﬁlrgs - S, u

Howevcr, the use of costume in Duhe mdlcates that evqn thc futuristic sqm&hes de- - 1 |
picied are duahstlc in nature.. The stnct hlerarchy presant in the various soclal -

groups is reinforced hy the use of mfluramev from Ellzabethan costume desngn. The

1
i

Bllzabethan influencesare combintdwith a style more obvmus!y suitsiioa sclence

ﬁctlon text, hut exist ara remindér of the strict hlerarchlcal order ofthe Ehzabethan | _;_,f

court, Agam, Lynch can be seen to be making an onythal statement by combining
prevmusly existing facmrs Hnwever, all of Eraserhead's characters are sxmllariy
' dressedin clothes which cannot easﬁy becategorised as belon;,mg tod specificperi-
od, although they would appear tobe influenced more by the 1950 than the 1970s.
However, the lack of a schlzoph;xm{: society does not indicate an environment

[

more conducive to mental wel!—bemg Althoug,h Henry periodically escapes from -

his mundane and Lgl,v evistence thrc;ugh his drpam world, these dreams or hallucl— aiT

nations fail toprowdca‘e tl"reaﬁemnqalternatwe. G

it
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Dinawe l"okkemab invthe article e uithied “Thu Scnantlc andSyntafﬁﬂr: Or;_,dm;:dtrrnn

of Postmodernist }’exl.; , Hists some motifs which trequ{*mly occur {n Postmoddn

texts. Unsurprisingly, he notcsthat 1h|: thf-me of the lahyrmtl\ is avet mmmou fae-

tor (as it is to Lynu - wgrk), bt alscn clafmis that “journcy’ (wnthout ‘.;le&*tmatmn)"

frequemlv recur f ke nkke fita in Fokkema & Bertens: 1986, p B‘? y This can be ap-

| plied to David Lynch"s wmk more li terally when Wild « Hwa;t is mn-:kfjemd but

- Ervseriiead’s convoluted mrm&wc perfamm a shnilar f‘luurms:tm\n.ﬁ The viewer is ex-
posed 16 a film whick offiers i cagy access to ajy definite read‘ bitg of the complex
narrative atructurz,, and whlch aiéo effers no def‘ l’lllb closure. T?hereiore, an audnu
" Plice msght experience the type of f ug;ratmm feltby a traveller whts canot find -hlS
e or her way through the multi tudmrma. pﬁq‘:ageways of & labyrmtx; Each turning,
,.,W’hu&.h is assumud Wi‘h md ) wav out uf the maze, is dlS(‘{}VLred t(mffer falae hopeo

|

R reneebbetweentheMode\%p andPosrmoderncmatm pmcess. , c‘r S -
o | o .I E . i ‘1 B i l]'_
. : ’ ' In discuss smw Postmodctg‘msm, éev&.ral authors have further s t:mf‘“ ed ,
wo - che notion'of nonselection or quisi nonselection. Lodge sees%}ae fol-
' o lowing manifestations of the principle of nonselection: confradic- "
' | L “tion, permutatmn dlscontmulty, mndomness, EXCess, .»hort l(,w_
oo eiveudt.odhatt Hass, d..provides a longlist of oppositions between S
3 . Modernism and Postmodemusm, several o5 which can be made dper- .
. avicnal in an empirical investigation, ‘notably the binary disunctipns' B
» o purpose / play, design / chance, distance / participation, hypatams/
L “parataxis, selectiod / combmaamn, dt,termm&cy / mdeterminacy .
(bed a3y Lt oo
“o0 Clearly, the' chamctemt% of Pt‘)&tm(}d‘-‘t“l’ﬂ s are segn  here to fack mhere&‘lw, and
are attributed to chmm,, rather :lmm ay anhe rent artistic design. %ts wculd seem |
o describe the form and funetion orﬁ.‘ramrkmd moye ceagly than the mure pure,
‘ poseful qualities ascribed W M@darmsm. . Any :sttempted rz,adlﬁg of the i" lim?is -
equally “ﬁ]lg,m,d tochance as Hem}r § cxperiences wi thm the film séiem 0 be, Fc{kke»
~ /haat tempts n ﬂxpl&mtmn of the widespread presence mf chance within Postmyod-
i T erbm _ S . R § -
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" capitated, his head hemg replaced by the phallic head of his haby, dlrectly refersto |

" Without the work of Buiiuel, Breton and Dali it is highly sutikely that Lytich would

! x;e : :
Just as thu prt)clucts of ecriture a*uromanque were oﬁen edited in
order {o suggest the ideal of automatic writing...the Postmodernist
~writer may, quite deliberately, produce texts which have the appear~
arice of being built on the principle of nonselection. We should re
~ wind curselves that the Postmodernists are polemical: they wish t&
- make texts that are different from Modernist texts. (Ibid., p.84) ’f- °

Ll
' I 13
N .o 4

LS . "
The fact that the primapy furce:;: behind Pcsnﬁndemism is to hi-eak away fi*mé;l the
charactevistics of Modernism, is often overlooked i the more cohiplex i t:sues*; Sur-
mundmg the Modern/Postmodern debate. Eraserhee}\d\ls a film whmh succesuxully |
Camout‘labes its Postmodern tendenciés fy using an outer shell of Modern narrahve -
rcharacteristics, such as fragmentation and the i in CONgIuous jmtapﬁsxtlnn of seem-
ingly unrclatedimagas . | : : “

q 1

Marghall Berman might view Lynch as being anexampleof twentieth century f"vlmd’ ;
tendency to view the evidence of modemlzatltm with a ]qﬁndmed eye, aithough e

Abrams's definition of Postmodermsm wothd adequately mcorpcnratu Lynch's cous.
cern with his enmronment o o . -

Unﬂaubtedly, Eraserfiead's broken narratwc. and concern with Surrealist i lmag,ury
cotild not have been: achneved without the pervasive influCace of Modernism. The \\
scene in which Henry standsin wha&appears to be a makeshift courtmam andis de- . i

T

=T

the Freudian symbals sobelaved uf the Sutrealists.

]

e

e

have had accessto the imagery which he uses so fres elyini: mserhead T6! n,la,im that . 1::"'
Lynch has been pxtensively infiuenced by the Moderists would not be an emgger«. - \‘\
tion, the fact that he intended to study painting under Oskar Kokoshka (Jones: | \
1990, p.46) providing more proof of his indebtedness tOIth{f.SPit‘it of the Mnde}h oo
movement in the Fine Arts, espbmal‘g smwl(okm a'swork embiaces eicanN of ) i\
E“presmombm and aurroahsm (sw The&tami) E ‘ LT
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- However, just as his AWATENCSS of the ardstic 'p{.'ls*‘-lbllltles suggested by Modemism

. influgnced Lynch‘s‘thmce of structurc forEraserhead the existence nﬂ the ;ostmod— )

ern aesthetic ensuredhe film's ulti materejection of the Modem wnrld ‘As Mary's

. father enthusiasticaily pl aises the man-made chickens the viewer is mage aware of

(=

- a . . . - - ' .
their limitations. They are jimpossible to carve and ooze a substance which sicken-

]

\

m&,ly res&nﬁﬂes blnod Althongh they have been created by a society which possess- »

" esahiglr fevel nf t‘admnlogy, they are inedible ﬂnd drmonstmte aswell as comment
of, the ne gatwe side,of modemtﬁy "

Although the qcﬁgnc involving the man-madn* Gh}CkB!tS isnot cebtral trp thb film's plot
it bas ﬂgmf‘ ieance when. one cunmdsrs the radical natore of such an § nvennon
"Iechnology has played a ma;or role in supplementing natural prducesses, for in-
%tance, 0le zmght quote the example of the combine harvester as a ",veloome aid to
the farm worker, bnt the mtmdm.tlon of industrially produced fowl seems less ofa,
benﬂvole*lt awstance to humanity. It Tndustry is abl ¢ to r“éphc”te chackens, this
procebs mlg,ht be eas:ly applleci‘ to the human torm, in fas:t Hem‘y and Mary frc-
quently behave asil hey are automatons.

]
-

o

scarcenebs ot‘ natural growth.

Emseﬂwad 5 postmuclear enwmnmem does manage to uncaurage life .md grdwth

hut the objects whlch it nurtures are gither deformed (Henry and Mary's baby) or

o

unpleasant (the worm in the cupboar which develops and swells with: ﬂhscene h

Haste.) The puppiesatthe X's house look and sound like a host of voractous“rats, an
1mag* which hardly suggests any genume optlmzsm atthe evidence of new life.

e

Althoug.,h the viewer can be distmcte‘d by Lynch"s ntmﬁmﬂ plat and confusing narra-

tive structure, oy well as the frequently unpleasant Surrealist mmgery, it is pmsxbie -
td view Lmserhead a8 mnfvrmmg toa Lynchmn pattérn. Cuoitin uallv preaent istheé

a

O

n
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mottf of the labyrmth prescnt inail of Lvnch'b films and repr%ented in thl§ first fea-
ture him hy the narrative structure,’ as weil as by the dark corrldors which cununaal‘

I~

ly challenge Henry _ B
“Fhe interest 1"\ other worlds isalso present in Emserhead, although dlspiayed inless
detail than in Btzes Pelvet, I)t.ne, or Wild at Heart. The §ilm i is set in- motion by a
stralzge character referred to as'The Manin the P!anet, who appears tobe a god- ike
figurk, and Hepry gazes longingly at his drepm woman who also inhabits another
world, or dimensicn. However, most of the action takes place in the mdustu.;l
wasbeland ofHenry'a Jmmedlate/iﬁenence andwhich seems the least unmmllmr to

the average viewer, factorysou (x;s and urbdn decay being a constant realitytomany

Titydwellers. - T ). P

"This visual motif of urban decay feéiures strongly in Dune, a’r;d defines the appear-,

~ ance and environment of the ‘Harknnnena. Again, Lynch is comnm entmg nq,atwely

on the mtrt.sgve preserce of technology which leads the viewer ta question towhat
e,xl.ent ‘he is buhvertmg the tenets of Futurism. ‘The most obvious clue mdlt;atmg
that a surfeit m’machmery is not a good thing is pmltioned at the end of the film.
 For all tht_::r technological sophistication, the space travellers of Dune are still
gbli'gegl to i'cly on the age old patterns of the weather. The rain does not app_ea,r in

Frank Herbert's novel, which reveals that itis Lynch who has provided this piece of '

irony. Ttis the rain which is capable of revitalizing Arrakis, while the techno!ogy of
Gledl Prlme seents comparatwelv redundant.

N

-

The fact that F’uturisi‘n is being quoted in order to investigate the negative aspects of { ;

speed .md  the machine, suggests that Lynch's vision is again reverting to Postmod-

- ernism. ‘The director pays a visual tribute to the Futurist novement, within the scid

ence ﬁctnon jenre, which itself demands the extensive use of futuristic nmchmciﬁ
ani gadgets, and dentonstrates the negative aspect of both Thisuse of subversmnpaq
chamctensucally Pnstmodern, since, whxle the Pnstmodﬁ ereator freduently xm-
ferstoestablished penres and past styles, these are mcongruouslyu‘eated in m'dei{‘to
givelifeto: an entirely hew creation.

-
4

The mnc!u',lon of Ereserhead seeis di rectly to prefigure Bi'ue Velver and Jeth ev

n

#



not hope fo join his dream womanuntil he has confmntcﬂ the demandmg, presence

of his deformed child, and destroyed jt. Lynch reverts 10 mythology in order to sub_

mit his heroes and heroines to  test of then' fidelity and courage. Befote lmwng
the labyrinth, the minotaur muslbe slain, This thematic device is used in several of

~ Lynch's films, most obviously in Blue Felvet, as Jefivey is forced to murder Frank
. Booth, but it can also be seen in Dune, with the mirder of Baron Harkonnen. At
'_ thefédnclusion of The Elephant Ma}t John Merrick commits suicide in order to és—

battls with the underbelly (f‘ iguratively and literally) of Lumberton. As 1 cffréy bat-
tles with Frank Booth, who threstens J et't'rey 5 happ'ness w:th Sdndy, 80 Henry can-

cape from the restrlctmm. of hls body, in itselfa labyrmth fromwhich thers Seemsno

delwea'ance inlife. ' @

Iy . -
™ . a

L}nch s next truly Amarlcan fitm, Zue Velve: developed many of the themes PF esent
in Erasm‘:ead and continued to display his interest in the bizaire and grotesque.

Howwen instead of ¢hdosing to continue his examination of the Modermst film,

Blue Velvef dlsplava Lynch's ahility to work within a predommamly mainstrea
: frameworki;, e , | "

§
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BLUE VELVET AS AN EXAMINATION OoF THE MYTH OF THE AMERICAN' :

_ DREAM - o i

When Lynch fi imed B‘fue } elvet, he had, at that period, a,bandoned his afﬁmty for
monochrome only once; thiswas while makngune However, working in Techni-

... colour didlittle o curb lils interestin past cingmatic étyles, since te héavilg.saturnt*

ed colour he used in Blue Velver iminediatﬂlynassociated an identification with the

' look' of the e early Techﬂicnluﬁr films, tha is, very bold and deep colours, which

were later rendered more subtle b}r more sophistlcated methods of film stock pro-
ductmn and developing - | . o

* Hiis awareness of past filtic s'y!es wae. aiso evident in the generic mixture of which

Blue Velyet was conaprised. Elemmts of the detective film, the teenage romance
and even fhe soft-core pornogmphlc film are represented, ap Jeffrey Beaumont,
the film's main protagonist is soon seen to be the main actor in each of these aspects
of the film.” ‘Frank Booth opposes! Jeffrey in the detective section of the filr Sandy

)
Wnlhams provides motwatmn fora wholemme teen romance, and the mgntc;lub |
", singer, Dot othy Vall e:ns, may be ﬂ;lassed ina scenarm hm'rowed directly from the

“

pantheon of soft-core pomagraphc films.

’I‘he fact that the dominant motivator of Blae Valvet"s plot is the detective story autpe-'
matically privileges its epistemological functmn (whnch Brian McHale has equated
with the Moddernist text, as was discussed in Chapter Two.) As MLH&& statf:s,“& the
detective story (is) the epzstemologlcai genre par excellence. (McHaie in Fokkewma

.mlam 3 , McHale notes that,

Faulkner's "protagnnists, like characters in nany classic Modernist - f?
texts - Henry James's and Joseph Conrad's, for instance - sift through t
the evidence of witnesses of different degrees of rehabahty inorder to
reconstructand solve a "crime".. (Ibld )}

_— L]

- & Bertens: 1986, p. 38) ‘Further rﬁore, itt his d;swsaltm af Faulkmr $ Absalom, Ab-

Y I



ys.s of Blue V elvet

It1 the course ofhis invéstigation Jeffrey Beaumont is confronted wwf various piec-

s of evlcﬁ.me which eventually enable him to solve the my stery! which i e Uncovers.
at tﬁe begmmng, y of the film, but in salvmg the mystery he is confronted by another ~

- way of life. Ashas pre\ncuaiy been noted, Brian McHale regards an obsession with

other worlds, ways of life (or ontology‘) as a chagacteristic of Postmodernism.

- McHale acknowledges that eplatemol%lcal and om/olngual questmns wan often be

seen to be twa sides of the same com, and that eplstemolﬁg;cai questiom can easﬁﬂi

b

become ontologlcal and vice versa, and thiswill be demonstrated through the aual
a

N

- Jeffrey takes on the role of detective when he discovers a severed ear. This aspect

1cads him to discover a side of Lumberton {his hometown) of which he was tna-

ware. From the beginning of the ﬁh‘h Jeffreyi issetupas an mtere,stmg tnixture of in-

_ sider am& OlltSldeI‘, since he has lt;:t‘t Lumberton in order to attend college, and. 1s'
only recalled from there because of his father's sudden 1llneas Howevcr, he is re- :

membered as a local by Sandy and her father, Detrscti% v\‘hllaams. as well as being
enthuslasucally welcomed by the two men whowork in the Beaumonts' hardware
store. Insany ways I effrey resembles the ster&etypcd lawman from the Edst, char—-r "
acteristic of 50 many Westerns. He is not only obliged to fight the forces of exil 111

 thename of the law, but alsoin order towin the respect of the woman ho lo%s.

Epistemological an‘d ontolagicai concerns are intertwined thrdug'hnuf the fitm, be-
tause the knowledge wh'xch Jeffrey gains leads him futther into Lumbertpn 's under«

=~ @

world. J effrey's fascination with, this prevml,jaly undiséovered worid leads hith to
strive to uncover as much khowledge about it (and itsinhab itants) as he cars which,

_intarn, leads h;m yet more deeply mto the n,alm of Frank Boath, his cohm‘ts md b

Ben, the blcazy drug dealer - _ L ;;\

| McHaie, discﬁs‘&ing Samtuel Beckett's trilogy of novels, Molloy. (1950-55), Maloné

Dies (1951-56) and The Unnamuble (1952—59) mentions that, durmg the course of -
Maolioy, ﬁeckett‘

T
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. ...Modemlst paeticsbegns 10h¢zemorrhage 'qh,ak away thoug,h not
faially, sitice it is still (barely) possible to recuperate tHest internal .

liag

contradictions by inveking the model of the "nnreliable narrator,”, > - ,

thus stubilizing ily= projected world and reasserting the eplstemolq,
~ jcal domisant of the text, (lbld "X 61) .

| Blue Velvet lacks a fm‘mai nary ««im‘ (thercis novmoe-ov 1 however the camera fre-
quenﬂy reveals Jeffreytobean mwehable protagt stt. Oftennhe gair S an epistemo-

_' logical advantage by revealmg & pre; ﬂpusly hldden aspect’ of His personality.

' However, the revelation ofJ effrey 5 mmplex and schismatised payche does’™ title to

- helpinthe stablhzatmn of c;thei{ 73 e pmjected worlds. He frequentlyappears to

bé more a Psychalmglcal collage thuu\i'; unified human being, and his environment

reinforces this sense of dislocation, since Lumbertnn s underwoﬂd appears tébeso

._mcongrup&s, given the 1dy1hc pxcmre of the town which Lynch promotea at the be-

A "

ginningofthefilm. ~ .

a -

Q
& o

Blue Velver's opening scene clepicr ~ dyllic Norman Rockwell type of seting. A

“fire truck moves (m slow motior”  .ugh a green and wellutendéd suburb and a"_

friendly fireman "3‘« %S ’I‘he heﬁvﬂy saturated colours of the ﬁre track, a row of tu- |

lips, a white picket fence and tile sky are emphas.sed revertmg to a homag,e to eaﬂy :

Technicolour processes, as well as comprising the colours of the American ﬂag.

The first hmt of the duallty of Lumbitrton occurs when Lynch shows a patrlarchal
figure (whio we-luter discover to be .}’eftreys father) collapsing while watermb the

lawn, apparently hmﬁng suffered’a btmke After this incident the viewer is shown "

the cannibalistic insect life, which moves unseen beneath the grass, and whlch priz-

figures many of the negative 1nc1dent« whmh oceur later ifi the fili. The pan down -

into the grass which reveals the mswts is merely the final tnuwement Ini & scene

which began by expoung the intense biue of the sky over Lumtberton, mamng,duwn )

\ to réveal the white pieket fonce and colourful Howers. It is only when Mr. Beau-

mcmt cullapses thutthe negmve aspect of the gardenis reveaied

R '_(:_\
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- whenhe haghllghts its centrahty to the plot.

_L:ater in the film-the suporticial, well-tended garden which surrounds the Beau-

monts' house is revealed tobe a pretty facade, the ériminal eiemcn; which thrivesin

 Lanberton representmg, the dark side st small-*own Auncrica in the samme way in

which the ufriymSectsmfest the edenic gﬁl den. - ’
o Co e ’fé E -I" i

r

Darmy Peary tcels Jusnﬁed zhna@chmg the opening shot of the i insects wnth manyof
the human mhdbxtant.. of Lumberton: -

-
a

It is:f (1) start! ing :mage, 1llustrzbtmg one of Lyach's two main themeu
- Ifyou search beneath the surface of idyllic, tree-lined Norman Rock:
. well America you'll finda temfymg? violent, soutiess world. Lynch's
. : bclentmt i‘ather reseafched disease in trees, and now we sense disease
" isinfesting Lumberton. This unsettllng image of scary black bugsis -
our introduction to the insect motif thatisso lmportant to te pictute.
It is Lynch's intention to present his villains, Frank and the other
-criminals of Lumberton, as the "less-than-animal” human equiva-
fents of lnsectSf(ug{y insects - not ladybugs or butterflies ete.) Justas -
‘hugs emerge at hight'and runrampant, depraved criminais rule Lum-
-berton onice the sun goes down, (Paary 1989, p. 39) ‘ .

o
a -
e

Althou;,h Peary ] tendency to emphasise the 1mportance ot‘ ihe msect motif mmallv )
seems ‘misguided, given the mahy olher important  factorswhich cotnbine to charac- -

terise the film's appearance. there are many reasons to heh;:ve that Peary is correct

n
e

&t

- Forinstince, when Jeffrey visits Dorothy;si‘hpé'rtﬁxent he is disguisedasan irlsect ex« -

ierminator, an early indication of his later role as the destroyer of Frank and his
gang. Also, Frank's erratic behavmur alipng him with the canmhahst:c msects seen

at the be, gnmng of the film. Heis mpable of behavn;, vmiently towards the other

nwembers of lis gang, seemingly without provocatmn. , Danny Pe.ary compares
Frank's bizarre appearance with that of the wracm;as beetles which are exposed in
the fi.st scene of the film: "Dressed in black and with a plastic mhaler over his con—
torted facc Frani\_acma!ly resumbles aninseet.” (lhui ,p 41) - "

o L

Atihe end of the il an abs%;_rdly mechanical robin holds a large beetle inits beak& o

Anﬁlheér sign that the human insects of Lumberton have been vanqumhed Inon

catlier scene Samiy relates o dream she his uxpermmed to Jefirey, in wh:vi e

earth, beteft of rabing, is a plau, of d.irimtas, but fove and | p..,aa,e are restorad with

Al
. K
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* their retum Atistherefore possible to regard this dream as an explanation of the
“bird at thé end of the fifon - -the r-:}bms of iove have been able to destroy the cerrup»

tion and évii of Lumberton's dark half,, T ' . -
f a ' - . e .

u l

- Toreturn to McHale 5two tha*-es of the eplstemnlogwal and the cmtological the in~

sects and the rebins r gpresent th §ides oﬁthe same cammumty, in the same wWay
that Sandly Wlllmms and Dnrathy Vallehs are contrasted as two examp[es of Lgﬂn

berton's female citizenry. . J nftrev s compiutlsion to 'discover Dorothy‘s secret‘s {‘1

0ther words, to grain lmowledge) leads hlm further from hissate world into the dan-
gerons env;rcmment of the gang ' '

S N W i

{1
-1

mterestmgly, Lynch chooses to identify Lumberton's twp cmﬂ,munmes wlth*wo dif-
ferent physn:al emnmnments ~While Sandy is sat'ely eénsconced in a typlcallg mld-

0 dle-class Ametican “house (complete with white picket fente) in an equally

respectable suburb Frank and his herichmen are frequently identified with ugly in-
dustrial areas. Inone scene, Frank meets an aocompllcc ho is later rﬁvealed to

be a police officer) in an abandcmed sawmill. When :fet;f;/..y is vmlently attacked by |

"n

Frank, he is dumped miles from his homeina dif Vndustnal area. Dorothy, whois
a more ambiguous figure, lives in the centre of tolyn in an area which is sufficiently
)aniesi-rablé for Yeffiey's Aunt Margaret to warprﬂ not to go rthere when he takes
) an gveningsiroll, 'These factors are tfurther ﬁdence of Lynch'sinterestin cantrast»

ingaspects of a 'place’ (worlds) within the framework of afilm.

'The fact that Lumberton is divided inte wo, strongly tontrasting, halvés? aids

* Lynch's examination of the American Dream, which is persoriified by the Williams

family, as well as by Jeffrey's parents and Aunt Margaret. Opposing this almost un-
reasomibly idyllic image of family life is' Frank Bobth, who represents the snake in
" the garden of Eden. This analogy is enforced by the shot bf the g;n:den hose; which
wrapped itself around a plant in the garden and 1llog:cally appeared to causc Mr.
Beaumont‘s stroke, ashe fought to free it. Thisincident may be seen to prefi gure all

" ofthe unpleasant occurmnceswhlch dominate the fi lm fmm this pomt

If this religious ahal ogyis tobe extended further, it is possible to view Borothy'srole

~ inthefilm ina different light. She is not somuch represéinted as Eve, the perennial

El
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ruin of Man (although oer encpunters with -J effrey have a iapsarlan guality), as
nuch as Mary Magdalene Shie is forced info having sex with Frankin order to pro- |
tect the mta;-'rests of her kidiapped husband 4nd son, but also appears to gain some
-‘*.leasure from these encounters. However, the final scene of the film shows Dor-rf/
othy to’be capable of rev&rtmg to her former role of loving mother td her soft, .
Donny, despite the sexnal abuse she has suffered at the ha'lds of Frank, Sherepre-
sents the colturally popular conflation of virgin and where, in the same way as the
two Marya pottrayed the virgin/whore dichotomy in the New Testament.

N 1]

.Q.' - i

While Eraserhead offered no indication of a pdsitive side o the répugnant world in

~which Henty exlsted, Blug Velvet proposes a perfect world for the inhabitants of

Lun berton, as long as they are willing to be circumscribed by the llmlts of the ldw, _
and, most 1mp0rtantly, do m}t ask questions. Jeffrey is accepted Back into the re- -
spectable' community after the conclusion of his quest for knowledge, he has not .
' been expelied from the garden of Eden, but he will be forever changed by his episte-
mologu,al Supremacy. His innocence has been irrevacably damaged, andhisreali- °~

zation that Lumbertnn srotien underbelly exists will parmanently change him.
. R

Theimage ofathe labyrinth, which, as Qouﬁe Fokkema notes, is a frequentiy i'ecurf

" ring motif in Postmodern texts (Fokkema in Fokkema & Berte’ns: 1986, p.87) ap-

pears in Biue Velvet in wiore literal form. — As Jeffrey pays an evening visit to
Detective Williams's house, in an attempt to ga;in more information about the ear
which he found, the camera appears totrack into th,n severed ear. Thismayberead
as an irdication of the journey into darkness whlch Jeffrey will embark upon, as he
strives to find out more about the hidden aspécts of his hometown, the labyrinth
heingvia;;ual_ly epitomised by the cavity of the inner ear. )

The theme of the labyrinth originated in the inyth of Theseis and tl;e Minotaur.

TheMinotaur was a fierce creature, half man and halfbull, which was keptinanim-
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 kil the Minotaur. Theseus
volunteered, and in order to be ablé to find his way out of the abyrinth, was accom-
panied by the king's daughter, Ariadne, who stayed outside and held a large ball of




P

tilfe;ld,ﬂwhith Theseus untavelled as he walked thugh the labyrinth. By this
me_t}_mdfrheéeﬁs was easily able tofind hisway outafter killing' the Minotaur.

Thns myth ¢z be *een to link dlrectly to Bia,, I?’e!.ret, asJ effrey can be viewed as thp
a:quwalf'nt of The. seus, who has to confront the- Minotaur {(Frank). Sandy, posted

- outside Dorothy's apartment buﬂdmg towarn of danger, is Ariadne, since her hslp
- should ¢nable J&ffreyfl*hcseus to vacate the apartment/labyrinth safely. 'I'heseus s
. later abandonment of Arthdne in favour of her sister, Pheedre, canbe compared to

J t:ffreys dlscot'ery of Dommys sexual nature, whlch further hi ghllghts the use of
the vir gmlwhure myth. S.mdy is the blonde eplmmg of pure Amencan teenhood,
while Dorothyisa dark (end, mo.-,ttmportantly, foreigm) wnman ofthe night.

- --..-ﬂ".
P

~~ JorgéLuis Borgeé has writien ob'sessivély aboﬁt labyrinths, attrvmhtiﬁg aﬁdetaﬂed
| descrlptmn of one mhis short story. *TheImmortal”, (Borges 1970 ps. 135-149)

A labyrmth isa structum “'v:zmpounded to confuse men, 1ts architec- g
~ ture, rich in symmetriey, is Jubordinated to that enid.  In the'palacel
“ & imperfectly explored, the architecture facked any, such finality. It
aboundedin dead-end corridors, high unattainable windows, porten-
tous doors which Ted to 4 cell or pit, }‘ncredlble inverted stairways
 whose steps and balustrades hung downwards. - Other stairways,
clinging airily to the side of the monumental wall, would die withopt - =~
leading anywhere, after muking two or three turng in the lofty dark- :
‘ness of the cupolaé. Idonotknowifall the examplesI have enumer- ° 7
-ated are Hteral; 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
‘transeription of reality or of the forms whlch unhinged my nights.
. (ibid, p.141) :

Dorothy's apartment, while lacking the eerie magnificenice of the building de- |
smbedhyBorges, is aa-.muchdmlxture of the ascendant and the descendam ‘While

- Jeffrey believes that the lmow!edge gmned there wﬂl enable him to ascend .-.uﬁ" .

caently tobe able to solve the entire mystery of the severed ear, the evil which he et~
counters forces him to descend into Lumberton's da\\k side. ‘The'Sadistic sexual acts
which Dorothy persuadea him to perfurm unhmge his mghts, as much as the narra-
tor of "The Immortal”is disturbed by 1k éncounter with the labyrinth.

0 13
! I
3



n "

IRy

.
{\'\‘! i

AlbO contained in Labynnt'w, Borg@ ‘szolfecti ot ok\\ps;ﬁys on the subj jert is a piBCC
of writing (described as a 'fiction’ in (e table of contex ts) enititled, "’I‘he Library of
Babel" (Ibid., ps.78-86). The fi gure of the labyrinth is-extended to the imctrtam

and obfuscatory natore of language. AsBorgqs_pmﬁis out; P?‘ ' '

AT

This mach is already known: for every sensible line of straightfor-
. ward statement, there are Izagues of senseless cacophonies, verbal
. jumbles and incoherences. (¥ know of an uncouth region whose li-
brarians repudiate the vain and superstitious cnstom of finding a
meam’ngei.{: books and equate it with that of finding a meaning in
. dreams or in the chaotic lines of one's palm... They aduiit that the in-
ventors-of this writing imitated the twenty-five natura} symbels, but
maintain that this application is accidental and that V’ ‘e books mgmfy 5‘/
. nuthmgm themselves o )(Ib:d p 80) i ' -

-.I v \‘. ‘l.’ : - bl

This ph:losonhy i most notabiy echoed by Umberto Eco in The Name of the Rase |
-(1984), w"here the labyrinthine Iibra:y forms an xmpartant Pal't of the novel?& plot |
(and stfucture.) Ttalo Calvino, in histext, ifon a WntersN;ghra Traveller.. (198

also questmns literature's sinuous aspect as the novel'’s mam protagomst frmﬂesf&
attempts to fecover the lost section of 2 novel only to discover. more novels which .

. also prove tolacka conclumm In Foucault's Pendulum (1989) Eco descnbes the

_méthod by which his pmtagomst, Casanbon, énters random mformamn mtcra com-
puter and obtainsa narratlve nomaore bizary ;ﬁhan the ones foPl't‘:‘.d ﬁy so-called an-
thorltanvq texts o

[

l;l-.‘:.

- Although the questmmng oll narrat*ve authority is by no means ah. h;l "l unetion

. of hterature itis a specific concern of Postmodern texts, Thisis also preSent inBine

Velvet in the form of Jeftrey, the unrehable protagonist, whn dmpiays a Iarge
number of public ;m? private personae. (Lynchs most advanced experiment, 10
date, with multi-faceted characters hus been Twin Peaks, in which the town's name
suggests the two-faced quality 0f1tsinharbl_1tants.)_ | '

i
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Earlier in the chaptm Brian McHaSe'a response 10 Samucl Beckett‘;, tnksgy ofnov- -

) ei$ was mentmned McHala s suggestion, that the use of the “unrcliable marrator”

was 3 Means o "ruassertmg the x.p;stemologacal dcmma.ﬂt of the text" (McI-'j”d!e in °
"Fokkema & Bertens: 1986, p.58) can also be seen to clescribe J et ey's function § in

E}

BluefP Jvet, S . C T R

I [
1

DR

As the film progresses Ji effrey is exposed to an mcreasmg amaunt of vm!ence, per-
verse sexusshty and corruption, but Lynch indicates that Jeffrey's psyche is damaged

not only by his negatxve experiences. When Frank s:lncovers him leavmg Dnmthy‘s '

apartnwnt one evemng he forces them to accompany him op a "loy ride", dum;g

which he confronfsJ ef“rey with the statement, "You're liks me* Thisis :..ofrect but -
itis oniy true, oftbe mrmpt aspect of his nature. While: operﬁtmg as afdetect:ve, sek-

Al

“ ual pervert“\n;l peepmg Tom; Jeffiey retaina hxs pc-smve pcrsonae as upright col-

lege student and E\WMg sor. Despite his adventuremn ‘the labyrinth, he soemns able
to retaina mnneal;mn with the world outsxdé Ay i ’

. E A b

= woR 1 T

Lo - . e e _}-:,
T P H\ r B

Since Sandy andJ effrey are taken dlracpy from the ggenf _«‘)f the- teanage rontance

. film, the viewer, w:ll retain a namber ngjvxpuctaﬁgns about their behavmural pat-

terns and realm of ¢ experlenoe. Saﬂdy e:glsts as a reninder of the genre' amomaal pa-

* rameters, which Jeffrey frequently subverts, T’Vhlle Sandy wumes  about ﬁh&effect

‘that her relatmnshtp with Jeffrey will have on her boyfriend, Mike, Ie“h‘ey is cross- '
ing genericboundaries into the Bogaman terriu:n"w ofthe detective fi lm, and havmg

a conco‘hutdnt amount of trouble \suth the mewtable film nuzr'wom&n. B I

Lo

n

“The faéf that Sandy does not enter Dorothy's apéftment whc;n Ie'ﬁ'rey*‘!isguised\és E

the ‘bug man' setsthe detectwe story in motion says 2 great deal about her role in the

=

n

film. A[thaug,h she mitlaily provldes the information which enables J effrey loview. - -

- Dorothy as part ofihe mystery, she acts asa restraﬁ‘nng;pﬂue e for the rest ef the

B A
! . " '

™

fi Im contmually mdlcating the danger inherent mJeffrey & s:tuatmn

ol ' o
o
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'm‘mfﬂflht- "wonshistorical pary", « .

The reiatmnshxp between these two charart&- 5 ciearly denionstrates the concerns

of the i,enrcs repreSentcd Sandyis womed about the poasiblhty of her father (and _
boyfnund) fi ndmg, out abouther misdemeancuum, while Juffn.y isforced toabandon
such typically tmnag,e anxnetw; for the more immediate dangets as found in the de~ -

tective f' 1t genre,

B
A

L

Mcl’—lale, commenttiiog on the nb\g.,lr, c+ Catlos Fue'-‘es, mentions the recurring

el o

wwhere- ch.iracters npparently 1‘1 om dxspamtu histe vical éras are
o - “brought to;,elher at the same time and place.” Obviously a carniva-
lesque motif, in Baxtin's sense, it is also refaied 1o the typical Mod-
ernist motif of the party that assembles,” or redssembles, all the .
- rharacters of the novel at a single locus - for instance, the Guerman- ,

- tes party in Le Temps retrouvé, Clarissa's party in Mrs. Dalloway, or
even the fiesta at Paraplona in The Sun Also Rmes. (MLHale in
Fokkema&Bertens. 198s, P 68} ’

c _ . )

t
!

. '.‘Although McHale's emphasis upon the as:embled party beihg a motif o the Mod-

ernist novel is, perhaps, stretz,hing the point a little too far (the wassembled party

being an integral part also of theé novels of Agatha Christie, amongst oth ers,whocan -
hardly be descnbed asa Modermst), the motif of the carnival is definitely an inte-

pral part of Postmodermsm.

n

The most lt’)glcal e.xplanatmn for thxs Postmodern empham on *he camivalcsque is

‘that one of the muvem nt's primary coneerns is to hallenge the " .inereasing -

formlzatmn ot mass cufture...” as mndﬂ I—r\*chenn describes it. (Hutcheon‘ 1988,
P

Lynch operates within the parameters of American culture, but his vision of this cul-

ture is frequently fractured, for instance i the deliberate confusion of period styles.

ansd genre;é in Biue Velvet and Wild at Heart, for example Jeffrey gssifmes@w role of
a 1950s teenager and simultaneously a 1940s detective, both derived from the ge-
wuric codesinherent within filmicstereotypes. - |

" -
"
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When ccmsultmg Brian McHale 5 paper, *Change of Dominant fmm Mod:*rmst o

Postmodamlst Writing", the teader is made constantlyaware;of the vast lmpartance
© many crities placc on the detective novel, when discussing aspects nj Madcmtst

writifg, McHale quotes Douwe Fokkemawho, -

n f o n

.identifies themes oﬁnte.llediull and intellectual independence and
detachment as being typical of Modernism. The semantic universe
of Modernism, according to him, is organized around terms such as
detuchmeent, awareness, observation. (McHale in Fokkema' &
Bertens: 1986, p.S‘?) _ L

"
]

el

beﬁusly, Jeffrey's nbsession with sulvmg tne mystery of Dorol;hy, Frank and the -

" missing ear mdlmtas a sertain intellectual detachment, His ability to conceptualm

. and process the 1r.format1 on which he has garned depends on his ability to attaina

dertain amc:unt ot detachmenf but he is also wholly immersed i in the new wm‘ld
thh he ha.s unthtmglyuncm.:ed '

~ I

an’

In the same way that the. tracking shot at the begmmug of the film re¢ealed the ¢an-

nibalisiic insects which exist in the underworld of the grass, so the 1nfol'matmn

‘whichJ effrey obtains enables him to gnter anunfamiliar environment,

i &

Hawever, due to his burgeoning reiatmnshlp wnh Dorothy, Jeﬂ'rey is wnable to

maintain the type; fJf detachm,em normally associated with film detectives. Hisnbrie
talization of Darothy, .xlthough requested by her, profoundly upsets him, aad the
diffeyent_wc;rlds, which he discovers within himself, appear to utnerve him.

The character of Jeffrey Beaumont represents the fifm noir hero (or anti-hero) who
has been exposed to the Postmodern carnival of opposing cultures, styles and gener-
‘jeinfluences. Charles Jencks credits the information explosion for the creation of
the Postmodern philosophy of cultural heterogeneity (Fencks: 1986, .7), and it is
" true that the Mademist tendency to propound a cultural umtormlty seens smgular-'
ly unsuitable ina world inwhich the srrange or forcignis so aécessnble. '

. s

e
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: c!uewedogmaor taste. (Ibid) ) - .

Bl

Jencks also views Postmodern heterogeneity as a reaction against'the “lessismore”

v, ..minimatism of Late-Moderri ideology and all revwa!s which arebased or) an ex-

"

Hutchcnn extends the Modernism vs. Postinodernist debate into a disqussinn of
the differing aestheticand moral values of bothmoyements:

Muodernists like Eliot and Yoyce have usually been seen as profoundly
humanistic...in their paradoxisal desire for stable aesthetic and
moral vaiues, even in the face of their realization of the mev:tabie ab-
seqnce of such universds. Postmodéernism differs frous this, pot i its _
humanisiic contradictions, but inthe provisionality of its response to

~ them: it refuses to posit any structure or, whit Lyotard...calls, master
narvative - si . as art or myth - which for such moderiists, would
havebeen corsalatory (Hutcheon: 1988, p.6)

.o
n
Sf

[

Tl‘us 16&010;,:&1! g&p between Modermsts and Poatmodernmts is seen by Hutcheon.
to have eneri,ed from & fundamental d:ft‘erence of app roach hetween the move.
menls Poqtmddermhm has elected to challenge the notion of consensus, and,

[

' 'Whatever narratwes or systems that onee allowed s lc; think we _ .
could uaproblematwally and universally define public agreement

_ have nolw been questioned by the acknowledgernent of differences -
in theory and in actistic pracuce. (Ibid, p.7) -

1
S

* While the Modetyists retaincd'their beliefin reality's deep structure, the Postmods

efnists rejectad this {dea that any knowable truths existed. (This type of non-closure

" may also be observed in the novels of John Fowles, for instance, The Magus, The

French Licutentant's Woman and A Maggot.) ,.

Here we have the heart of Blue Velver's difficulty as a detective story. Although
Postmodern writers have frequently embraced the detective g genre as an area of ine

vuaugatmn itis clear that their distrust of" masler narratives, or consensus, as Linda

Hutchean describes it, renders them unable to provide the type of closure offered
by conventional writers, such as Agatha Christie or P.D. James. Lynch's tack of

T
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commltment toany one gc,nrc {aithough the detective ;,enre dommates) alsoaffects
* the visual style of the film, with visual characteristics from the 1940s, 50s. and 60s

mixing strangely with 19805 technology.

The fact that Lumberton is a smail town heips'considérab!y in the creation of this
temparal uncettainiy, since technologmai pmgrcss is not 50 obvmus in a fural sei-
ting. Cammennny on Body Hear {1981), Frederic Jamesor percewe., the move

away from the city to be an important component of the Postmodern film:
" . . . ,\

One begins to realize after a while that the small town setting hs}s a

- crucial strategie function; {t allows the film to do without most of the
signais and references which we might associate with the contempo-
raty world, with consumer society - the appliances and artifacts, the' -

. high rises, the object world of late capitalism. Technically, thien, its -

" objects (its cars, for instance) are 1980s products, but everything in
the film conspires to blur that immediate contemporary reference
and to make it possible to receive this tos as nostalgia work - as a nar-
yative set in some indefinable nostalgic past, an eternal 19305, sy,
beyondhxstory (Jame"oanap!an' 1988 P 20)

a

It is obvious that Lumb'grto:i shares many of the chziz'ﬁcteriﬁfig:s of the small town
which also dominate Body Heat. In her review of Body Heat, Pauline Kael de-
scribed it as, “...a 40s pastiche that verges on camp but takes itself straight,.." (Kacl,

quotedin Pﬂ'ary 1989, p.43), which echoes almost exactly Jameson's clain: that pas- -

. {
tiche is, " zparody that has lost its sense of humor." (Jameson, quoted in Kaplan:

1988, p. 16) AlthoughLyneh's work is frequently tess than, whoily serious (cohsider,

for example, the slapstick humour i Twin Peuks), there are undoubtedly simifari-

- ties between Kasdan's film and Ly:fch s.largely due tt;n it \mgu“ tempara! settingof .
both filma ;o . f

Al

0

Mat:y Walker, the noir woman of Body Hza:, rs whully Ameucan, but Dorothy Val
lens is noticeably foreign. Lymh canstam!y capltahaes on Iqabelia Rosselfini's Ital--
ian accent, although Dorothy 5 nat'cnallty is never stated. : Hans Bertens, in an
essay entitied, "The Poatmodern Welischanung and its Rel utitn with Modermsm

An Introducmry Sur‘vey" discusses the manner in whzch Postmodern writers em?

f

phdhl&{. the, »~ -

it

Page 67 ,



e

fro- S ; N

# .
o

- maccesmblgtty of the object wc:srld Far them, 111\, wnrld outsxde the

subject (natare, objects, other peopfk) must be restored in all its ob-
* ject-niess, to its total inaccessibility... (Bertens in E‘okkema & .
* Bertens: 1986 p. 19) .

& . a
B - kel

This philosophy is reflected in the ¢haracter of Dorothy, who seems unknowabieto

Jeffrey, as well as to Frank, who does nét relate directly to her, but plays Oedipal
sexual games with her, callingher "Mommy" and referring tohitself as "Baby", |

I 1
~

Dorothy is unknawable becanse o. wr mult:-faceted pursnnahty and also becaus»
of her foreign background. Lynch later returned to the theme of the mscrutab}e
 foreignet in Twin Peaks, where Jos:e Packard displays ew:ience. of a seedy pas;
| | which she hides from the peopie Ahat she loves, notably, Sherlff 'I‘ruman and Pete .

Martell I—loweverg her hlstaryjs n"‘tver made entlrely clear to the audzence, exther,
dr—:Splte frequent hints that she was'a prostxtute in Hong Kong. Since Postmodern-

" ism characteristically fails to appeal touny s&ealled establlshed tr uth thls failwre to |

i prdwdea conerete history for a charactcns enzirelycongruent ' A

Dorothys sexual nature is sn'mldrly muddled since she isshown to be a masnchlst as

well as bem;_, a good mother andwife. Itis true that she Has been forced mto havmg
sexmth Framk; buther deciston toseduce Jeffreyis entirelyvoluntary, -

. 7 a
~ - 4 "

i

Since Postmodermsm si l:,n.n\h, areturn to the concerns and ieons of popular culture
(via the Pop Art movement) itis unsurprising that Lynch chose to cast Isabella Ros-

sellini as Dorothy Vallens. Dlsregardmg Lynch‘:, p\,rsunal involvement with Ros- -

© sellini, her presence contributes a great daai to the Postmodern vision whnch
. defi nesBIue Velvet, > 3

.. As the 'Lancome girl', Rosseihm has become an ommpteqent image in nmga.,mcs

and on advertlsmg posters worldmdt:, her presence mdlcatmg beauty and glarnour.
- Lynch uses Rossellini's glamorous aspect when, as the Blue Lady, she pt.rforms at,
the Stow Club, but alsa subverts the i image t‘orwh: chshe has becore famcms.

it bt
. _|
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Wh:iu Jefirey hides in the cioget, Dorothy removes her ciethes and w;g .md,

str:pped of these accoutrements, looks less than sedictive. Later when J effrey and-
Sandv arrive af the Willitams's house and ranfmnt Mike, Saudy's 3eakms buyfmni A
Dorothy stands naked and hxstaﬂcal on the lawn, 2 vision of pale celiulite. Her ap-

"pearance is nntzrely consistent with her age and the factthat she has had children,
- bu_t itis 2 longway from the élegmce which Rosseflini n@rmally exudes.
“ o . - o i

- R

‘Mot obwously, Lynch's declsmn tonegate the actress's beautyinthiswayisa retarn
to the unifinchingi interest whwh he has dtsplayed in atl his fi ims forthe freakish and
grotesque. Althnugh it wmlld be stretching a point {0 compare Dorothy to Jnhn

- Mf‘*mct, L ey Ba,rcm Harkonnen, itis nongtheless obvmug. that this interest in phys~ '

L o '

i« dcal ugliness is a nrajor thems: in Lynch'swork. Evenin Twm Peuks, a series chara¢-
‘N‘: . terised by the beauty of most of the cast, Lynch saw fit to m¢lude a yant and ) dmarf,
two fnore exzi}nples nf a departure from physncal ‘ﬁaﬁnahtﬁr

. "--_.' )1 ]

L s i'

.  ernism:

b ’ B

Y

The gx-centric, the off-center; ineluctably identified with the center .
it desiresbutisdeniéd. Thisis the pasadox of the pnstmndem andits . ﬁf
“images are often as deviant as this lungaage of decentering mipht -
- suggest:the freak isone common examples. (Hutcheon' 1988, p. 61)

-\
. ]

‘Hutcheoﬂ further claims that this concern with freaklshneas is not arbits aty, but ex- - ]
ists as a criticism of the @elfiother dlchotumy which feaiures strom; aly in much Modt-\

s s ernist works .

At
] bl -

Postmoder;nsm retains, and indeed célebrates, differences agmnst
" _ what has been called the "racist Yogic of the e‘i;ulusnve“. +The
* (M)odernist concept of smgle and alienated otherness is challenged
_ by the (P)ostmodern questioning of bivariss that concealhicrarchies
» (se.lf‘other) When Edward Said calis fof theory today to have an |
"awareness of the differences between situations"...in its "critical
consciGusness” of its posntmn in the world, he is going hevond the
catly Foucaldian...definition of modernity in terths .of otherness
alone.  Difference suggests multiplicity, hetemgeneuy, pluraiity, -
tather than binary opposrtmn andexclusion. (Ibid.)

R ) -
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Dorathyis notihe only example, in Blue Velvet, of Lynch's obsessnon with the 'freak,
Frank Booth being an evenmore “b.‘f‘.‘ms example of the speeics. Danny Peary sees
Frank'as srongly mpres’enting the ﬁ"lm's insect mot__if:

" Frank is mean;t to be'the humarn counterpa.rt of those ludeous black )
1 bugswe saw it the opening - that's why it is necessary for him tohave -
no human oualjttes, fiot even an ounce of sensitivity to makeé him
more palatable. Hisfoullanguage reflects how thebugs would speak

if they could. Hisbrutal sexual manner, consisting of groping, clutch- _.{I_;‘-“__

ing, slapping, and mounting - while spewing vulgar threats -seems
patterned on a bug's violent repmd&ctive act. (Peary: 1989, p41)

_ Frank-wouid certamly seem m be an alien prese;nce, and Lynch*s decision to have
'Dennis Hoppet (who plays Frank) mhalmg soric unnamed fas 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 thmry that he is ahen,

cnewho cannot existinthe earth‘s atmosphere without added: assnstance

i R ) i " ~

' Frank is also'an unl;appy existeﬁtial herd, since, despito engagilig inspurivus: actsof -

vmlence and muxder, he canfiot seem to br&ak sufficiently free from society's smc~
L wtures tofind peace. Although Frank is never lss than menachg, whether havmg

seX with Dorothy,-or threatening J effrey, he is snmuitancousiy a comic figare. Hls '
_ mental torment is t‘mquently so'intense that he is unable to speak coherentiy, ton-

. o tinuallyrepeanng the word, "Frick".”

-1

Ina RoIlingStane’ intetview Lynch conféésed that he found a gréat deal of humourin

the scene inwhichJ effreywatches Frank raping Dorothy

m

- I'm sure pretty near every piﬁrchmtnst é:ould tell me right now why I
 was laughing, bit I don't know. It was hysterically funny- to me.
_Frank wus completely obsessed. He was like a dog in a chocolate

store. He could not help himself. He was completslyintoit. Butbe-

cause T was langhing and T am 2 human being, there.muist be some ™

togidal reason why. It has something to do with the fact that it was S0

thorrible and so frightening andso intense and violent, that there was y

also this tayer of humor.. It has to do with the degree. of obsession
where people cannot help thcm,selves (Lynch, quoted in Breskm S
1990 p.62)- -



I

ki

" places e;en thy smal!est constratnt on hne excesswe 11b1dmous energy

“o

r‘ l|1

‘ Agam, L}rnch uses 4 pre«emstmg form. and, Jmth ':he use of 1:10111::1e~¢.,v:1dmgfq manages
tomake an orxg;mai statement. ) ST BN

i

'Frank kas movcsi beyor.d the exla.tmg parametcre ot‘ the existential herc,, wha, |

thmugh hifs: destructlon, is able tomove away from the restrictmns ofthe lawandso-

"ciei,y s beliefs and mores, 10 a réalm in which the mdmdual lose§his self-control eri-
ﬂ tirely. Existentialism does propound a structured phllosophy, albeit 4 destractive
- one,butFrankis nolonger able to funced on within any 1deologxcal frameworkwhich

-
;Fo 2,

7

 Although Lynch provides definite pnrtrayafﬁ of good and bad iﬂ’BME Velvet, Sandy

énd her family representing America's law-abiding citizens and Frank and his gang

emshn;tas stereotyped baddles, what i is mterestmg is that he chooses to fo\.us st _ T
- ofhisattentionona characturwho is 4ble to thrive in both worlds. A.though J eﬁ“rey
‘isbeaten upby Franlc, while: trying toi probect Dorothy, he soon learns enou;,h from

Frank to be able to shoot him in the forehead He frequently appears to be simiiar -

to Billy Bathgate, the characier who features in E.L. Doctorow's novel of the same. *
.namu., who obtains his 'education’ from the mobster, Dutch Schuptz.

. Isﬁ'rey isa collega hoy, butwe learn notbmg of hls educatmnal pursults afterleaving

high school. At the beg;nmng of the film his unsophasncated attemipt o amnse

. Sandy by perfurmmg the chicken walk leads the viewer to believe that he has failed’

to mature successful but by the film's mnﬂusmn ie has killed a man, a sighificant.
rite of passage. Kyle MacLachlan s perfo{marce as Jeffrey Beanmont prefigures
his appearance as Agent Dale Cnoper in Twin Peaks, Throughout the series Coop:

er represents the pusmve side of America's F B. 1., since he is brave, incorruptible
and morally sound, but at the end of the final episude hc is shown to have been pos- -
sessedby fhe evil which pervades the cthunity of Twin Peilks. '

What i.‘hkes Lynch's work umque is his realisation that murder and mayhem are as
much 5 part of America's hentage as the white picket fences and tidy gardens of
Lumberton He feels no compunction, therefore, ahcmt displaying them side by
side in hiswork. ' '
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o I,;'.l_'ﬁhe 'happy éndmg which Lynch offers at Blzae Ve[vet‘v eonclusmn i pmblematlc

2 Ast m&cmnera ZO0MS nui of § et‘frey 5 ear, the viewer is made av:are that he has esf [L,
e::aped from the dark part of Lumberton Frank has been ehmmatﬂd by the ‘bug‘

The vmlent shcomut at the encf of Bfue Vefvet is remimscent of numerous westerns

an:i gangster films, where men ha‘bxtuaily eng,aged in ;emtcrial battles A%er his
decision to salvage his relatin r"'_np with "_’“-‘andy, .Ieffrvy is able. tg} ally Himself to
Lumberton's ﬁésitive side, in 'ord;}r tobe able fb destroy Frank. R ’

RO

man', and Jef’frey isfreeto enjey hivipnocent reiatlonshlp with Sandy, represented
by the peacatul dgmestic scens int o\JLh he awakens., Sﬁndy and her parenis are

“visiting the Beasmonts for a barecue; the women athered in the kitchien and Mr.
Beanmiont (fully rgeovered from hls stroke), uqnversmg wﬂh Detective Willians

n

. . around the barbecue

The image of the journey oni of the eﬂr (whlch is ubvmusly lmkecl to the zoom Iy;.to

_ the labyr-nth w‘ﬁch ooonrs near the begmmng of the film ) could suggest that Jef-
frey se **xpenenoes with Frank ahd quothy have beena dream. Thefact thatJ eifrey |
is reclmmg inadeck chair at this point, and seetastobe woken by his father andDs- -.
tective Williams calling tohim from the'other endof the garden, remfor ces thisidea
- of beingwoken from a fantasy Huwever, this seems unlikely, since the sight ¢f the

robinwith an insect in its beak pomts fo J et‘t’gey S vxctory over Frank and hls cromes
[

I

The robm. too, isan amblgufms jmage, smc" Sandy earlier spoke of the mbm bcmg

a symbol of 1ove in her drearn, but this bird would seem to be related to the hawk, "

rather than th@-.glove. Nevertheless, given Lynch's understandmg that Americaisa
combinasion ‘o savagery and senti'mf:ntalitmF this is possibly tif'e only manner in
which loveis able to ﬂourlsh in sucha divided society.” Since the robin is, at that mo-
ment, crushmg an msect in its heak, it is evident that, despite J effrey s victory over

g Fraﬁk, there are more. hum aninsects sumwngw;tlnn Lumberton S undf_:rworld. .

)

It has been noted that, deSpite Lyn\p S superfic;ally happy domesuc conclus:un,
there are a number of lapses of logic which remain unresolved at the end of Blue

. Felvet. Danny Peary, viewingthe filmasa detective a.tory, notes some of these:

Hl
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Why dﬂes Jeffrey msh o Domthys apﬁrtment" I assume Fravir.’
: killed the Yellaw Man and Doro*hy s husband (who, earfess, resein-
£ - bles an insect) but why F:d nedoit?. Wi t happered?  And why did
. heleave them there? / | Why does Frank- ztum to Dorothy's apart- -
“ . ment, especially if he already left the corpses thére? Andwhy ishein
disguise, e:pcuanly a dlsgulse the cops mustbe familiay mth" (Peary
? 1‘9'89,13 42) R . S e

— . A . < N

- . n
W : - : y
- N \;1_ o i i : "‘.-1"" T

Ir Bme I’élfﬂer is wcwed merely as an addlticm to the detéctive. genre, then these . -

'loose ends' mdluate an mabli Ay, by Lynch to eanclude his fi Im ina loglcal and mtél« o
ligent 1 mannerﬂ steve., given the cther Postmedern charactcrlstws prewalent jn
tHe film, this Luck of interest in unequivocal cloSure reveals 3 posmve mtev'est m':f"

} 'Posnnodelmsmmthe dlrector sphllosophy T e \
‘Hutchebnstatesn'that, S S ‘\ . booe
' - - e B WP
wthe (M)odemlst tradition of the more “apen" ehding is both used R

. and abused by (P)ostmodern self-consciously multiple endings
(Fowles's The French Lieutenant's Woman) or resciutely arbitrary
closure (Rushdie stdmghrs Children), (Hutcheon 1988, p.59)

. nos
- I‘he conclusmn ufBZue Veivet comes only after Jeffrey has ended Frank‘s control of
Lumberton's underworld, but, as previ jously stated, the fact that thepe are still ugly: '
lnSﬂth tobe found at the end of the fihn mdmates that perhap«: theo ycle of extermi-
nation wilt haveto begm agam L ’ '
“This theoy s supﬁmed by the fact that the final shot of the film, a tilt into the blué
skies over Lumberton, matches the f‘ rst shot of the filn, a slow tilt down from the_‘
sky; concludingwith a' shypt of thei msects in the grass This circalarity dlSCOlll'agBS a
strong feelingof cleasure, but: eﬂcoui'ages anotion of contmmty, the begmnmg of an-

"o

e

other cycle.

 Lynch's next festure film, Wild af Heart (1990), continued Lynch's Postrmodern vi-

B " R .
ner. L vy

a,

sion, and dealt with the issue of closure, or nor-closure, in ah entirely different man-

CPaged o ' 4
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' CHAPTERFOUR .
| s o

WILD ATHEART, APOSTMODERN ROADMOVIE' - ¢ _

’Altﬁohgh Wild at Heart conirasts. Sirongly wWith some of the major themgs'used ih

Blue Vilver, heve the bucolic attractions c{ amberton are replaced by the highways
ot Amenca, Lynch's Tatest feature fi im cﬁntlnumg to explore his inte"rests and theo-~

RO 41

nesnfﬁlmmakmg Lon

‘he resemhles Trando in the 1960 fitm, Zhe. Fugmve K‘md His declaration thathe
. was deprived of his parents' ‘attention-when youn$ hrmgs to mmd the song, "Gee, ’
.~ Oificer Krupke‘" from West Slde, Srory, another American icon of m:sunderstood -

’ youth '

o

Lvm,h again narrates a stm'y whlch involVies a rite ¢ of passage; ini this film two inno-

: cents are mvolved, namely Lula Pace F ‘ortune, a néﬂ girl from the Easnccast and
Sa1lq,;' Ripley, a young convict who confessesthat he lacks parental gmdance "

'.' =
5 -7y

' -ﬁeithér Liil%, nor Sailor ark i‘emt'}teiy origiﬁal characters, Lu}a'-'clnsely resembling |
the' type of’ gum-snappmg slut pﬂupularlsesl by such musicals as Grease, as well as '

teenagers in filmﬁ such as Rebel Without ¢ Causg. Sai‘lor is a. composite of James
Dean, Elvit I“rc..sley aﬁd Marlon Brando. ‘For example, cladin his siakeskin jacket,

K -
§

] Lo
.tlo"' -

- While Blue Velﬁéé was quite plainly skaped by Postmodern ideo-lbqu it was, nonethe-

less, quite accessible for the viewer wiio wished to categojse it as a detective film,
dlbeit one with certain comphcatmns Hc}wever, with Wild at Heart, Lynch chose to
ignore many of the constramts of so-called mamstream c:hema

P 2 BT

-

For example, fcm,h the performance by Dennis anper as Frank Booth was
memorably tx xggerated and unsubtle, the actmg in Blue Velvet was predominantly
reahsnc The same cannot be said for Wild at Hean, the acting styles employed

rangmg from melodramatic o i v u;aden Nevertheless, considering that most of the

'chard.cters in the film were. obvmusly based on cinematic stereotypes, this lack of
- -’Reallsm is wholly conslstent with Lyrich's vision, since the fi Im mcludes S0 many

Rraks!
-

= P

Lo - - . . - " n
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stereotypd\generw charactenstlcs and utuatmns Toi 1mposa a ngldiy Reahst style

“upon a film which concludes with a ‘lomantlc serenade orf a car bonnet would be

misguigéd, atbest, : W
. 5 - ST ) i .
. s ST T - 3] . " ) . e

Inhisrebiew of Wild at Heart in the Septemﬁer 1990 issue of Empire, Kenny Mathie-

_ son effectively pinpoints the major difference between this film and Blue Velvet: .

Uslike hislast f_ea‘t!ure, Blie Velvet, where the emotional charge came

from two. utéra-nornial characters suddenly.pitched into a world of

menacing evil, Wild ar Heart starts out from a comic book situation
_and just gets 1‘:1'32181' (Mathleson 1990, p 19) :

Althnugh .Teffrey Beaumom‘s normahty has been dlspu*ed in Chapter Three, thlb“
comment sugges{s that Lynch S latest feature film has moved further awav from B

mamstream Realist Cinema.

o R
:

"

While mostfot‘ the dialogue prov:ded in Blmz I’elvet was coherent (except for that
provided for Frank), the charactersin Wild a Heant onmmumcate by using cliches;

' banahtles and platitudes. Twice, during the course ‘of the film, Sailor communi-
cates his love: ‘to Lula by smgmg WO s0ngs made famous by Elviz Presley, namely -
. "Love Me"and "Love Me Ternder". Although both songs "epresant tl‘!e apex of pop-

" ular songwritingin tha iate 1950s and early 1960s, neither can be o }mﬂﬁ _uf being

ey e

complex or profound However, Lynch, through the character, of .,,.nlnn., iismg the -
Postmodern device Hf double-coding, although mstead of saymg (as Umberfn Beo
" suggests), "As Barbara Cartland would'put it, I love you madly” (Eco “quoted in

Jencks: 1986, p.16), hei 1s smgmg, “As Elvis Preslt?y would pat it,11ove yoy madly."

The aspect of Wild at Heart which has been noted most ﬁ‘equently, is the constant '
reference tothe 1939 film, The, Wizard of Oz, Lula's mother, Marietta, is portrayed .
ashw itch, appearingasa ﬁgure ona breomstick whoisseen by Lula as she and Sall- '
 orare drmng towards Big Tuna, and is referenced as, "The Wicked Witch of the
" East'byLula.

_Manetta Pace I}ortune isa representatlon of another cmematxc stereotype, namely
- the wealtﬂy mother who is unhappy about her ddughter s association with a %an

who she feels is hey social mfe: ior. Her name leatis the viewer tc identify et asbe-

L " gl
] ‘ ' ’ " . 4
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I agingtoa more elevate:cl social class than Sa:lor, since the Fortune is a d:rec* rﬂr-‘_' E

,(( erenceto wealth, aswell as the use ofa doahle-barrelled surname. Marietta’sname '

s 4 codingdevite which reveals her somal status. She alsoindicatesthe degerrc tr:“_ "
quahty nfi‘%amvrﬁWASP“ " culture, causmg her husbam:l's death, and initiating th °
dettmctlon of her lover, Johamie Farragut. At the end of the film, following Lula's,

| reconcillatwn with Sailor, her image (ln a photographi on Lala 5 coﬁee table), dis-
. appears m a puﬁ of smoke, an obwaus pardile! tothe wicked wltch's fate in Tke Wiz-

I

ard ofOz. - iR

- @

_ Lynch uses this coding device‘thrqgghout Wild at Heart, {or instance the name Sail—-_ '
or ihdicates amanwho tr.é&els t'rmﬁ port to port, as does Sailor Ripley. Another EX-{;. _ i
ample of this coding devxce is the character 0.0. ‘pcul {played by Jack Nance.) |
Spoal fails to interact with Sallm' and Lula, speﬁkmg to them as if he is a malflmc- :
tioning tape recorder, his surname ilkustrating his mentally unbalanced state. Ma

l‘lettd Pace Fortune has passed the semantic promise of money toher daughter, buﬁnf_:_l-; o

Lula chooses to reject her social status. Presumably her forthcommg mamage oo "
Sailor wiil change her sumame to Rlpley, a less financlally prommng and socially |
elevated label T

it i } .
Marletta's rich bltchfmtch character is exi)osed throughout the fil.”l, the length of
her hair mexpllcably changmg in every scexne, and her behavmur ccnstanﬂy 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 opposition, howevér
pnwerful However, the appearance of the "Goad Fairy" at the film's conclusion
might indicate that the lovers require some help, despite the strength of their rela-
tionship. o - I' )
The wm of Oz them::, is contmueg wh'an khe uouple reach B:g Tuna tﬁ, § tf*nmun-,
tgr 0.0. Spool, who states that, "My b ﬂ'its some", and, realising that neither
Lﬁla nor Sailor have seen the animal, asllyhem toimagine Toto, Dnrothy s dog in
The Wx,.ard of Oz.~ Also, after encounteri g Bobby Peru's sexual aggressmn, Luia,
- like Dorothy in The Wizard of Oz, cixcb:s the heels of her red shocs tog&ther, inavain

' attempt tohasten Sailor's return.

A 1snans,wmte Ang,lu-“;axon,?mtestant
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made qu:tte plain,
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As“Lula and Saﬂor follow the Yeliaw Bnck Road they mdulge in frequent sexual ac-

' tmty (durmg which Lula q ;;os an X-rated reference-to being icken over the rain-
"hnw) while the audience ‘are continually exposed to violent images. _These

reuurrmg scenes of violence are always refated to Lula and f‘ﬁlior, since they cither

'happen dunng the film's main narrative, or are displayed in order to ﬂlustrate the _
stories which they. tell each other. Most notably the audience is permntted to-wit-
- ness Sailnr hemg sexvally harassed by Marietta, and Lata's reactlsm to hmmlg been

"

: rapéd byIInclp Pgoch afamdy friend. C -

~ Incestisa mnstant theme in Lynch's wo*ic from Mary's mother sexually assauiting °
. Hény, in EraseMead to ‘Leland and Lam‘a Palmer's. unorthadox relauonshlp in

. Twin Peoks. In Chapter Two itwas mentioned that E Eraserhead exists parﬂy asa crit-
o 1clsrﬁ ofihe nuclear fm ﬂ\], ?1 structure formc:‘mredommanﬂy by the movemer‘t to .
. the urban areas, hrOught ahoui o the Industna% Revolutmn, and by the Modem g

-age, . o * ' T

R’ . i 5 -~ o . B )

t

1t seems aé though Lynch has chosen to highlight the theme of incest because ms a

simple a.nd effective way of 'causing his audience to be repelled by the unnatural

—_— | structure of the nuclear family. Ifincest doesnot exist in full blown form, thereisev-
) 1dence of an obsessive rnlatmnshxp between two refatives. For exampie, althmlgh'
. the audienceisonly aliowedtosee John Merrick's mother bneﬂy at‘the beginning of

I‘a e FlepnantMan and after thatp}nly in photagraphs, Merrick's Oedl pal fixation is
ot . |
.f! ol

The incest displayed in Ilﬂs/;d at Heartis extremelyunsubﬁe, as be‘fits the film's ‘comic
book’style. Bailoris pmpn%ﬁoned inthe iavatory by Manetta, whoasks himwheth-

Br, “You wanna fuck Lu!ﬁ“‘mamma‘?“ while Lula is shown, bloody and weepmg,

after hemg raped by Uncle Pooch. He refers to her asa "pumph ,an Aﬁierwan o
i eupnemlsm for the female genitals. These mctdents apatt from continuing Lynch‘ .
fhematlc concern with chaliengmg societal taboos, fut‘ther encourage Lula and |

Sailorto rely only on each mher) since people who exist cmtsxde the confines of théir
refationship prove to bs untrustworthy This is proved conclusnvely by their in-

volvement with Bobby Peru and Perdida Durango later in the film, since these two

o
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charér’cters betray Sailor, Perdida unlrufhfully mformmg him that there hasbeen no

cantmct taken out-on his life, and Bobby giving him a 'dummy’ gon.  Apart from

lying to Sailor, Perdida and Boliby put his life in danger, and condemn him to a

lengthy prison term.
I ,.l .

Bv the time Lynch compieted hns third Technicolour feature filin, it was obvious
that he telt as comfortable working with colour as he prenrmusly claimed to feel
about wari.mg, ywith Monochmme While workmg on Eraserhead, Lym:h stated

I thik black and white makes hmgs seem ot 5o normal. Becauqe
we're used to seeing in color, ith moves you one step fiunt a normal
feeling, It makes it easierto go into another world. (Lynch quuted by
Godwin: 1984, p 58) :

However, the worlds which Lynch created in Dane, Blue Velvet und Wild at Hear:

" clearly demonstrate that the possibilities created by the use of saturateﬁ colowr .

were frequently as disturbing as the black, white and grey worlds wluch character-
ised Lynch's earlyvu ork.

lf._‘\_“-
S

i -

Whereas Blue Velvet é’xpnsed the dualistic rural cémmunii} of Luﬁ-lberton, Wiid at
Heart extends Lynch's focusto include America's highways, movmg froman unspec-
ified location on the East coast, to New' Orleam and Big Tuna, Texas. However, the
world which the lovers, Sailor and Luls) encounter, normally lacks even the s,uperf‘ -

_ c1ally idyltic appearance of Lumbprtan *Their journey towards the West also links
Lynch‘s film to the Western, wnth its generic conventmn of moving westwards to |

‘new’ t\en‘rltciry

Wild at Hears, like Blue Velvet, contains a mystéry; but mosi of the questions raised

- about the death of Lula'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 eventuat dlscovery of
Sailor'sinvolvementin the plot bringing her actual pain. The knowledga which Jef-

frey gains about the duplicitous nature of his hometown, enables him to be aware |

and watchful, but Lula's discoveries cause hier to note unhappily that, “This whole

world’s Wild at heart und weird on top”, a realisation that does not pleuse her.; This

unhappiness could bé seen to ink to Sandy's emotional pain in Blue Velver when she

o
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will obviously impede her movements, and by Sailer's involvement with Bobby

Peru, whum she has good reasbn to distrust. The fact that botly Sandy and Lula are’

played by mura Detn s no coincidence, Lulr frequently exhlbntmg the type of opti~
mistic Innocence dispiayed in Bhus Velvet by Sandy, although Lula is mtlceably

more Stl’BBthSB

w e

A!though Bfue Velvet contamed many Postmodern qudlltl“s, its central COﬂCFm .
. with the detecuve story dictated the importaiice of epistemological factors. As B

- discovers that J effrey has been conducting a sexual relati onshipwith Dorothy. Al-
though Lula is less naive than Sandy, she is nnnatheless whotly dcdlwted to her life _.
on the road with Sailor, and is disturbed by the dlSctmuy of her pregnancy, which -~

McHale indicates, the detective siory is, “...the eplstemologtca] genre par &tcel— E

lence.” (McHale in Fokkema & Bertens: 1986, p.58) T'akmg. as an example, Wll-
liam Faulkner's text, dbsalom, Absalom!, McHale continues to exp‘am the functmn
of the epnstemologlcal dominantwithin the genra of the deteetlve atorv

2

- Faulkner's protagonists, like characters in many clasaw Modernist -
‘texts...sift through the evidence of witnesses of different] \degrees of
reliability in order to reconstruct and solve & "erime" - except that in

. Faulkner's cass the quotamon-marks can be dropped from around

 the word crime, for there really is 2 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 unknowabxllty' or the limits of knowledgu (3bid., ps. 58-
59) d

on

&

m logical toview ih!d wt Heart as bemg char?clenstwally Postmoélem, singe neither

of'the two main protagonists seem tohﬂ mterﬁqtcd in deductive thought Both’ Lula n
" and ballor are continually mnfmnteu dy other worlds although thcy do not make
any posmve attempt to ﬁnd *hese paraliel universes. They alsodo nat attempt ta

make intellectual sense of them, preferringto fespond ina mI‘Jre plwsu:aliy active,
but mentally sequiescentway,

JAccording to*M_;iIiai‘e the epistemological element is the dominap"st focus of Mod- '

emisiworks, whereas Postmodern novels or films tendto emphasisethe ongological AN

aspect, w;th their m:erem ina different mannel of viewing the world. In itiis case, it, -



’ ”'ffokkegﬁa.alsio nﬂt’esﬁthat,'_ \ = o
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A

~ Apatt from Luda's apparentlack of curiosity about her father’s death, she 'freq’uently

[#] :. w . " T ) . X ] - . . .
tells Sailor bizarre storieé, but seeins more mtcrested in her narrative thandn dis-

mvermg the motlvatmn beh*nd the characters whn populate hef taies. For in-
stanw, when rt-lanng 3 stm‘y about her mentall j disturbed cousin, De;l she is
cum;ﬁletely unabie to provide an explanation for his obsedsion with Christrias, or
his penchant for filling his untit.rwear with cuckmaches, but maintains a detached

" interest in h:&kl‘)ehgtvmur. While provldlng fittie meaning for Lula, Deli further :

&emonstmtca ynch's contmumg obsessxon withthe g Brotesque and the surreal.
- l"‘ '

. L o . oo -
Mc:vmg away fr:'im any genume attempt tofi nd the answers to the mystery posed a
Lynch displays an 'interesi in the bizarre woricl vnew which Sailor and Lula encoun-
ter. AsMr. Fortune s murder is a mystery w1thoul; a resolutmn, so Lula and Sailor's
journey isa jOUfﬂﬂleﬂ‘lDﬂt 2 destination, a motit wluch Douwe Fokkemanctesasa

pacuhanty of Posunodermsm. (Fokkema in Fokkema & Bertens' 1986, ps. 8?68)

T

o :-\"'1 .

v " n x’hscussmg Postmodernism, severabauthors have further bpeclf' ied

" the notiodi of nonselection or quasi nonselectmn. contradiction, per-
mutatmn, dnscontmulty, randnmness, €XCess, shnri enrcmt...(lbzd.,f
P Bb) ' . s . - . )

This pmcess of nnnseiecuon must irrevocably alter the mterpretivn strategwa. Of the
reader or viewer. Hans Bertens, chscussmg Susan ’aontagQ essay, “Agamst Intet-

prctation" statesthat, - i
S b : I 8

s For Sontag...Postmoderpism is characterizel] by "a flight from inter-
* pretation,” and that aversion against inteipretation gives rise to cer-
. “ tain parodic, abstract, or décorative forms, all defying interpretation.
. Postmoedern art may even become "non-art? in order to resist intéf-
: pl'etaunn, and it is this avowed aversion that constitutes a definite
- bresk with Modernist art that invited, if not begged mterpretanon
Postmodern art simply is and must be experienced, Mudernist art re-

fers to a meaning hidden behind its surface, and must be wnderstood. |
- Postmodern art presentsitself as surface, Modernist art claims. depth

« _ behind that surface. (Bertensin Fnkkema&Beﬁens 1986 P- 15 )
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This definition of Postmodermsm is echoed by Umberto Fm s paean to the surfaoe
' in Foucault's Pendulum: "...seeking mysteries berieath the surface reduced the
" world %b a foul cancer..." (Eco: 1989, ps. 567-568) If thtie philosophy is applmd to

David

viously utilised ggneric and filmic conventions, the audﬁencg is robbed of __its inter~_

Lyﬁch‘s vision in Wild at Heart it is'possible to state that, due to the use of pre-

pretive function. -~ Since Lynch deliberately juxtaposes"estaﬁiispied genres and

‘cinematic styles, not to mention his continuul reference to a specific film text (The- .-

| Wmm{mj‘ 0z), the viewer is forced to accept the fact that his or her role as mterprew
er, or reader, has been irrevocibly cihanged This obsesswn with surface is un-

_ | doubtedly an mherltance of the Pop Art movement, whe ﬁrlgmally posited theidea
of the 1mpurtance of surfaca as a reaction to Mmiermsm s csfmtmued interestina -

" deép structure, abandonmg metaphor dnd reﬂectmg the post-war obsession with
<9 household commadities. (Although Warhol did examine the pOSSlblllty ofa deep :
structuré w1th soine of his s:lltscreens, fm' in stance the Car Crash and Electnc Chair

- senes) T . S Pt
‘ - I : 33 ,l

Later, discussing Rlchard Wasson 5 mterpretatmn of Sontag's essay, Bertens com-

mentsthat, - _ .
Y or . . -, Fkk
|- InRichard Wasson's words, Sontag claims that "the new art extends
" its medium and 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 to a mathematical prob-
leny, of a painting by Jasper Johns, of a film by Jean-Lac Godard, and
the personalities and music of the Beatles is equally accessible"
«This "unitary sensxblhty,“ as Scmtag calls it, has obvious afflmtles
wnth what Hassan will later term "immanence.” It is totaily commit- -
ted to eclecticism, ranges far and wide across the cultural and scierd-
- tific landscapes of the iwentieth cefitury and recognizes no barriers,
(Bertensin Fokkema&Bertens: 1986, p.16) ' '

I

" .
f

Thei u'ony of this exercise is blatant (a critic commenting on an earlier criticism nf
Sontag's essay, which exists solely to challenge the cultural tendency towards inter-
p etatmn)? but if t?ms masswe inconsistency can be ov§rlooked it may be seen howh _
Wild ai Heart conforms to this "unitary sensibility’, since it ptilises many established

_ cinematic devices ina mariner which demcnstrateg that Lxlnch is thoroughliz "eom-
mitted to sclecticism®.(Ibid,)
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3 Returning to Wasson's interpretation of Postmodémism's tendencies, Bertens finds

it pecessary tostate that, . o B .

The e. e Shogica'basis of Modernist aesthetios s seen as radically

unst i) fact nonexistent, and instead of Modernism's belicf in

i .

umfy, no matter how hard won, Wassnn's Postmodernisisbelieveina

literature that deniés unity, { thatreplacesaworld thatoffers ontologi-

" cal anchors, so-calied highe; ﬁhscom ses, with "a world of contmgen-

oy, & weorld in whi- mam is free to cope spcmtancﬂusly- wnth
experience...” (kbid. ,p ,9) ’

A Q\

This perfectly de:scnhes the world observed in Wild at Hem it - pearsihat the in-
" terestinthe eplstemolonzcal wh:c‘l playeda ma;or ré»le in .Blue Velvet has hefebeen ™

replaced hy the arbltrary and unknnwah!e g

For instance, when Taila and Sa;lor pull uff the (Yeilow Brick) roadi i order to ob-

serve more closely the resulis of a.car accident, they encounter a confuged young -

womian (played by Sherilyn Fenn) whio has temporarily survived the acc:&ent The

~scene raflects an mclderit in Jean-Luc Godard's film, Pﬂ'ee&end Tn wnkch a weil- '

41 essed woman seal;ches invain for her Guéci handbag: Lyneh's victim dlsplayﬁ the

same abisard obsession with finding her handhag, while her brains'_ileak f::am a fis- -
1 sure in her head. The two scenes are sufficiently similar to lead the viewer to be-
lieve that Lynch is deliberat‘ely parodying Godard Lynch includes this frziglﬂent-
frote Weekend inthe same irreverent manner inwhich he mcludes referencesto The;
Wizardof Oz, Fori instance, following Lula's descnptmn of her cousm Dell's behav- .

iour, Saitor sugpests that perhaps a visit to the Wizard of Oz rmght have cured him.,

Lynch's refq.rence to Godard's great classic of fi Imic Modernism seems equally flip-

pant.

Atter w:tnessmg the accldent victin's bloody and uﬂple ssant death Sailor ar 4 Lu-
1a's luck changes for the worse, Lula verbally linking the accident to this negative

transformation. preaa:,&ere is nothing which actually links the two occurences; -
they seem to be entirely unrelated, Lula's determination to find meaning retaining

an air of futility.
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This lack of any central meaning, or autority is also hinted at when Lula, who is

» dfiving the car inorderto alfow Sailor to rest, strugples to find a music station on the

radio. 'I'hf're is noshortage of news, but it is dispersed via multitudinous radio el

about enormous muta’i‘lx crocodlles livingin axgwer system, and necrophilia fwhich,

following the details disclosed ciurmg the Dahmer trial, ironically sound relatively -
unremarkabln ) These references also indicate that Lynch is parodying the series
of horrot filins, such as Pirarths (l 978)randAIhgator (198(]) which feature a»manJg-—

-erie of mean»mmded mutants. '

o K ’ ' ) . ' "o

Quoting Inab Hassan, Hans Bertens views the theme of chaos to be central to Post.

"o

‘ works a0 seems to consist of many u:-h:m legends Lula is subjected to stories,

mo@emcmativitﬁw Lo Lo f-‘"\ :

-

" Modermsm excepting Dadd and Surrealism - created m: own'
forms of artisiic Authority precisely, because the center no longer
held, Postmodernism kas ténded toward artistic Anarchy’ y /in deeper
coinplicity with' things falling apart - ‘or has tended toward
Pop".. Wbereas the Modernists sought to defend themselves against
their own awareness of, cosmic chaos, of the impossible fragility of
any "center” they might perceive, the Postmodernist recognition of
the final demise of all Authority, of all higher d:scourse, of al] cent-
ers, leads to an acceptance.of chaos and sometimes even toa myst:cal
attunement with a chaotxc umverse,,.(lbld. p.28)

i

This certainlywould seem to be true of Lync,h s most recent feature film. Instewof

setting up a visi on of normallty, as he had n(mne in Blue Velvet (however bogus that

ty

so-called no_rmallty was eventually exposed to be), Lynch completely neglected fo

anchor the events in #Wid at Heart to any kind ofreéngﬁizable reality.

Obvxously, z“my universe in which plurahty, eclecticism and a sense of the carniva-
lesqueare dommant, will dtaplay & tende,ncy tolean towards the chaotm. ratherthan

- the ordered. Linda Hutcheon views this dxsordermg, or decentering, tendency to
be one of Postmodernism’ smost important features. §he suggésts that, "Perhaps

the (P)nstmodem motto should be...Hail tothe Edgea!*‘ IsHutchﬁ on: 1988, p- 73)

She further states that,
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This lack of any";ﬁentral meaning, or aut'hority is also hinted at when Lula, who s
drivingthe car m ordertoallow Saslor to r 7 , siruggles tofind a'musicf"stat,ion on the
radio. There is o shortage of news, but 1 dispersedvia muitatudmous radio net-
’ "works, -and seems to consist of many urban lcgends Lula is subwcted to stories
 aboutenormdus mutant crocodiles livingin & sewer sysein, and necmphnha (Whlch.,
~ follewing the details disciosed during the Dahmer trial, 1romcally sound relatively
unremarkable.) These references also indicate that Lynch is parodymg the senes

of horror filths, such as, Piranha (1978) andAI!zgator (15}80) which feature a menag- ~

ene of mem-minded mutants A

A,

_ Quotmg Ihab Hassan, Hans Bertens views the theme aof chaos tobe central to Post~

- modern creatmty o
il

g Moderﬂism excepting Dada and Surtealism - created its own
forms of artistic Authority precisely because the center no Ionger
held, Postmodernism has tended toward artistic Anarchy in 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 impossibile fragility of
-any "center” tiiey mighit perceive, the Postmodernit recognition of
- the final demise of all Authority, of all higher dlscourse, of all cent- .
ers, leads to an acceptance of chaos and sometimes even to amystical
. attunementwith a chaoticuniverse...(1bid., p.28) S

.y
o]

This 6crtainly would seem to be true of Lynch's most recent feature film. Instead of
setting up a vision of normality, as he had done in Blue Velvet (however bogus that. |

 so-called normality was eventually exposed to be), Lynch completely neglected to
anchor the events in Wikl at Hezrt to any kind of recognizable teality. _
Obviously, any universe in which plurality, eclecticism and a sense of the carniva-
lesque are dominant, will displaya tendency to lean towards the chaotis, rz{ﬂzér than
the ordered. Linda Hutcheon views this disordering, or decentering, tendency to

be one of Postmodernism’s most important features. . She suggests that, "Perhapb

the (P)ostmodern motto should be 'Hall tothe Edges!™ (Hutcheon: 1988, p.73)

|
She furtherstates that, \

{
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X _ . _
-‘ﬂLﬁe:e. much contempomry theory, the (P)ostmudermst riovel puts mtp
_ question- that entire series of inferconnected concepts that have
. cometobe assoviated with what we convenientlylabel as liberal - -
_ manism: autonomy, transcendence, certamty, authority, unity, totali-
© 7 zation, system, universalization, certer, continuity, teleology,. )
T closure,h:erarchy, homogeneity, umquenﬁss, orlgm (Ibid., p.57)

In I’,,ynch'a ease, onc must read "the Postmociermst fitm® 1m,tead of". Jthe Postmod-
- ernist hovel", butit is easy tosee how the lieral humanist tradition has been trans-
;,rc.ssed by the director, particularly if one considers the case of Wiid atHearf

-
P b

. Dué to Wild at Heart's status asa road movw un the tradition of Jack Kerouac, as

well as Easy Riden,), David Lynch's wsron of the America that is, "Wild at heart and

" we:rd on top”, 1s dgxtended to mcorporate much'of the country (unlike Blue Velvet

| which fOCleBd on ne commugity), as Sailor and Lula speed al ong the hrghways in

thcir car; which it in itself a visual reference to the 1950s. The car resembles the

- type of vehicle -puiar durmg that era, rather than the more economical models £

whlchhavehaonme popularfollowmg thefuel crisis of the 1970s, o T
- i .

I
l "

The t'ai(t that W.M at Hean: 1nwlves a leng,thv journey through Amenca lmks ftto
Easy R‘ider, and i 1t$ frequently pessumst:u vision of America's cortuption makes this )
comparlson mcreasm;,ly valid, In Easy Rider the two main’ Eharacters call them- -
. selves Billy the Kid and Captam America, indicating that they identify themselves | -
S atrongly with an optimistic, hermcvnew of their country, but the film's conclusion re-.
 veals that trustto have been misplaced. InWild at Heart Salim' and Lula eontmuaily "
-seemtobei in dang;e_.r from the power arg_d influence of the moneyed class, represeni_- |

i
[

&d by M'arietta and the decadent Mr. Reindeer, alihough the clasing scene reveals
: A that, despite the corruptionwhich he has vaewed Sailor is nonetheless still capable
iL of hallucmatmg a 'Good Fairy when his relatmnshtp with Lula is threatened

| :5"

Lynch's use of devnces from Fellini and uodard ook suspiciously like parody but
" his reference to Easy Rider is less stra;ghtformrd Itis pms;ble that the 1969 f‘ Im

exxsts as awarnmgthhm I.ynch‘s f' Imic palimpSe:,t

e
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In New Orleans Lula and Sailor eﬁcounter a bizares character (played by Freddle

J ones) when visiting a bat. -Instead of mnmumcatmg by using normal speech he

‘ ma'{es a serzes of strange ahirs \s&w grunds, squawks and barks, and,-within the

Y y

realm of sLyuch's ceuvre, is a.tmngly reminiscent of the parents in The Gmndmot},wr,

desplte appearmg fobea more benevolent character than the ansyyipathetic a‘nd o

aggressive progenitors. Although both Lula and Sailor seem amuscj‘ by his strange
vocalizations, they do not seem to be particalarly slmcked, and agdin Lynch iniro-

duces an incigept which would Seem_toﬁden‘lénd an explanation, yet offers none,

leaving the réédér tolocate the meanitig of the scene. Thisisyet another example of
how the roleof the vitwer in Postmodernism differs considerably from the emation-

al involvement requlred by Realist f Ims: Instead of merely emotmnal engag‘e- |

meni Postmodemn dlrectnrs appear to demand mtellecmal effort

e _h
[ 1.1

Another visual motif common to al! of Lym,h‘s filmsappearsin Wﬂd atHem, nameQ ;

ly his contmumg gbsession with the grotesque. When Sailor and Lula anwa in Blg
'I‘una theylearn t‘rom a group of !ocals that thereisa pomographlc film bemg made

ln ‘one of the Tooms at the métel in whxch they are staying. Onc, ‘of the men 4dds that __
 thefilmisa "'I as style" porn fifm, which, presumahly, isa reference to the fact that

the wonten, who-are shown paradmg semi-naked across the motel's fnremurt are

Al

T

Tlus scene aiso eehoes much of Federico Fe‘ihm 5 wbrk in 1ts carmvalesque aspﬁeet

mach larger*than the women normally featured in pornography

Charlesy encks mentions the fact that the carnival i is a constant aupect ‘of Pnstmodw -

ernism, and links Fellini to this common drtistictrend:

oo

Federico Follini often turty) the mad competition of many opposite
- tastes into a mélancholic spectacle of hilarious sadness and nsarly
every one of hiz movies has such a'scene - a Post-Modemn earnival,
(Jencks: 1986, p.55) '

Ashasbeen previons_f}mentionéd, jenpks linksﬁtpeg frequent appearance of the car-

nivalesque to the plurality of modern séciety.. He claims that if society is "hetero-
dox’; then artwill have to deal with that reality. )

4
7
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Hawever, Lynch'c re;erenﬁ%es 10 the carnival frequentlyj erge on the mmstrous Al-

though The Elephant Man containg-a measure of Cl‘ltlciFm ‘of the 'freak shows' so-

po;:-ular in carnivals ‘mﬁl travelimg fairs, his mdusnon of defnrmed characters isusu-

-ally less gudgementai.éince he'prefers tc offer little moml commem on these char- '

? acters, He displays aninterest, but t_h!sls qbsessxonal rather *?ﬁet}u(,a! o

i

rw

. For example Bolﬁ y Peru gan sunerﬁmally be'viewed as an enumly mllamous char-
acter, sincahe mvalves Sailorin the bank robhery (wh:ch leads to Sailor's arrestand
Bcbby s death), buat this isundercuiin the scene in which he sexually threatens Luia.

- Althcmgh shis Is'made to appear shockmg by the juxtaposition of Lula's freshness
with Pem'sdecade\ncc {evenhis teeth are rmten), thistensionis d!spersed bytHeun-

, expecxed use of humounr. Bohby hulds Lula in a tight grip  with one arm, his other

handworking down her body and finally resting on her crotch as he tries toforcdher

to say, "Fuck me " ‘When A finally succeeds he breaks away, saying, "Someday, _

baby, i w111 but rlght now I gotta go!” I-hs unforseen response has the effect of ne-

* » gating much of tiis eatlier menace. Peruis demoted from his* status' as a potﬂrmal -

[&?.

-rapist by this piece of crude schoolboy humour, despite the fact thatthe viewer isleft. -

innodoubt thatLula has felt genuinely molested.

I} -

Ly'nch‘sl dpterminatimi to include physical defmmity in his films conforms to his -~

- overall  philosophy gafi filmmaker. The declsmn to mclude Isabella Rossellini in

both Blue Velvet atia Wild at Heart in order to degl amourise her, might be viewed as

" a decision by the director merely to reject the Hollywood standard of beauty, andto
make his actors confnrm to the physical failings commonly experlenced by ‘ordi-
nary'people. However, this theory can berejected due to the fact that Lynch almost
always reaches beycmd ordmarmess in order to locate the point at which deformxt;y
begmﬂ

For example, ijch includes two female characters in Wild ot Heart who are linked -

by thmr appearance and who apparent.ly both work for Mr. Reindeer. PerdidaDu-
rango. as"p!ayed by Isabella Rossellini, whn wears an cbvious and tasteless bloads
wig and wbosn (dark) eyebrows meet in the middle. She is v:sual!y matched to an
equally strange chqracter, played by Grace Zabriskie, who piays Sarah Palmer in

Twin .,‘valr,r -She, like the Rossellini c‘laracter. wears a blonde w:g as well as calli- |

oA -

Page 86 /{



" - t
o
N

pers, has-very dark &yebrows, and is responsible for J ohnnie ‘Farraéut‘% death, as

thony Farragut is shot while she shouts, "Fuck me now, Reggie!" to one of her .w

camplices Both women dress in black and are directly mvolw;d in the death of 3.-
man, ieadmg the viewer to define them as biack wadow spiders, pamculai'ly Grace

“Zabpsk_ne $ characte_rwho has sex at the moment of Johnnie Farragut's_death

d‘

Since Bobby Peru can be viewed'as a Dynchian equwalent to the Scarecrow from

The Wizard of Oz,wholacksa ‘bram, perhaps the two female assassing can e seento:
bé equivalent to the Tin Man, whose heart i is missing. One of the women even -

sports aleg encasedi ifimetal calixpers, perhapsa vlsua’ indicator. Thelrwolen* and
cruel hehawour negates the dominant image of thé female as being the giver. oflife,

. ‘inct they are the harbingers of death. Hithis view oif the film is extended, Sailor can
o be viewed as the chardly Lion, who almost a]:{bndons the chance ofa permanent
- relationship wnth Lula and his son, Pace, but is encouraged to persevere by the

Good Falry

Ny Itﬂis trie that the role of a pareit is .doﬂ{;iderably more demanding than the idealised

situations frequently depicted by Hollywood, but few WOmén are sufficiently anfor-

 tunate fo give birth toa baby who closely resembles a skinnedlamb, as does Mary X
in Eraserhead. This type of visual overkill occurs throughout Lynch's work, indtcat- |
" inga schlzophremc sz\na;u.;..,, for Lynch uses extreme examples when indicating |
_ ugliness, yet his posmve visions are equally exagggnated Consider, for example, -
* the idyllic Rockwellesque town of Lumberton, or tlte even more rural region which

incorporatesthe town of Twin Peaks Beauty and repulszveness are constantly jux-
taposedm Lynch‘s view of America. '

5

Dml?.'r.l Fokkeura describes Postmodernism's world view thus:
The world vigw of Postmodernism is the product of a long process of
secularization and dehumanization. In the Renaissance the condi-
tions for a man-centred universe were established. Inthe nineteenth -
and twentieth cenfuries, under the influences of the sciences - from

.. biologyto 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 P&ls recent bogk on the ongm of the uni-
verse, Steven Wemberg argues that "hutian life" is "just a more-or-

Page87.
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- Perdida is-at least partly responsxble far Sailor's incarceration. In @ strange cere- _'

i



Furthermﬁre,_ Fokkema posils tﬁht,

less farcical outcome of a chain of accidents reaching baEﬁn the first
three minutes"...PHysicists, like Wemberg, tell us that for sure our

world faces “a future ertinctfcn of endless cold or intolerdble .

~ heat"...and the awareness of irreversible destruction between now -

and sevétal billions of years from now has been aggravated by a sus-

picion that the human race will destroy itself within the foresecable

.future. The unavoidable conclusion is that mankind is no more than

thes vesult of 2 whim of nature, and d\,‘rtamly not the center of the uni-
-verse. (Fokkema in Fokkema & Bertens: 1986,p.82) . - -

8
Lal

fi

The Postmodernist world view...appears to be characterized by the

, - conviction that any attempt towards constructing a world model -

however much qualified by ap;stemolog&cal doubt-is pointless. The

_ Postmodernists seem tobelieve that it is both impossible and useless
' to try and establish some hlemrcﬁb{;ﬁ order, some system of pngon- _
- tiesintife. If they admit a world mol

mui entropy .i.¢. on.the equiprobability and equlvalldjty of ,all
const:tuent elsments. (Ibld .. p5.82-83)

s
]

el, it will be one based on maxi- -

_ Smc& it is now Lommonly believed that the human race evolved from a chance 0

- currence, by Steven Wemberg amongst others, it is-only fi ttmg that z.u'tls?lc works

shouldrefiect that belief. Lynch‘s work would appeat to confurm to this descr;ptmn __

of Postmodernism, with its portrayal of irrational characters and 1lloglca1 events,
- theuniverse deplcted in Wild m‘ Heart bemg the nataral habitat for creatures such as

o fully enters the realm of the Pttstmodem

o
-0

Bobby Peru and Cousm D‘ell When L’uia hnars the se.quence. ‘of urban legends on
the radm, apparenﬂy bemg reported as it they were legttlmai.e news reports, she

. When providing an e:iplanation of 'the Postinodern psjbhé, Douwe Fokkema also
provides an interesting manner in ‘which tg view the two mam pmtagomsts of de -
atHeart: ’ ’

.’ 7y

the Postmodernists své theinselves as céptive’s of the status quo, of SRR

. its conventions, procedures, and compromises.  Ofteén they try to,
fight this situation by denying the legitimacy of the social and cultutal
v network they are living in, one that they consider the outcome of a
chance development. They are suspwmus, therefore, of wncapts
providing a legitimation o the status quo. They deny legltlmatmn"
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" SailorandLula similarly attempt 10, i’o cate a manner in whiza they can survive iniso-

" jove forMarxetta e

gt
- basedﬂon metaphyswal concepts of justlce and reason, on cliché dis-
tinctions of good and bad, or on the em'ple logic of cause and etfect.

(Ihld,p 83) .

k.

lation from the status quo represented by Marietta Pace Fortune, Marccilo dos

, Santos and Mr. Reindeer. The two charactefrs are content in their :lloglcal behav-

joural pattern, which causes them to dance wrldly ina field for no cpparent reason.

/! Althugh themotivation of the more senior charactersi in the filaris never made en- "
tjrely clear, it scems as though all are spurred into agtion primarily by a love of

* money, although Johnme Farragut is an exception, bemg motivated by a mlsplaced

PR
-~

7]

Despite Sailor and Luta's desi}fé for freedom from tﬁq;r/éstrioﬁons of the status cii.lo n

 iriwhich they have been entangled, they choose to, Fébel in a manner which is repti-

“niscent of numeroua 1950s films. Sallaf‘wears ‘his snakeskin. jacket because he -.

.viewsitasa symbol of his mdmdualxty and personsfl freedom, a primary concern of

'1950s youth films, and he serenades Lula with Blvss Presley songs, a conventmn o
whichwasa common device'of Presley's ﬁlms, butin the 19905 hasa posntlve feelrup = |

- of i irony surrounding it. Lula acts in-a manner which ctmjures up 1mages afthe ar-
uhetypal 1950s'bad girl', yet due to the sexual revolznon she is not.seen as wholly

* immoral, the sexiwality which characterises her relationship with Saitor bemg de-

-]hlctedasentsﬂely nea!thy |

Fukkex;na also]mks the Postmodern attztudt'. to the Modernist ethlc whlch preced—

,..-—-.H”

The Postmodermst wm‘ld view wmpribes more than the belief that r
~ man and his'world result from & chaiice development: If the Post- .
moderists really believed that sl things are equally \rahd, it woutd
be difficult to explain thiir urge to write...As so many of their prede-
cessors, the Postmodernists, however, seenrto be motivated by the

» . idea that 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 tiirn agJinst the attempts PR

of the Modernists to construct coherent, though hypotheticat models
* of'the world. They openly criticize and parody the Moderrist hiers=, .,
chies. Indeed, the world view of the, Postmodemsste whl\:mlt on tx ,?.
. pnnmple of v rsnnhierarchy ( Ibid. ) o Coa e ~

-
[T
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Fokkeina's theoty "dearly demonstrates that although’- Pbstmodemism has been
heavily feliant on M‘adermsm to provide the } asis for many of its thaones, it alsu exs

- ists‘as a criticism of thanewdmg movement. Fokkema. claxms that: f’(}smmderm

ism's main fm_;ctmn isds;*...a polemics against Modesnism.® (Ibzcl.) E b

ly
. o ) 4

* The fact that David Lynch expe.cts the-vicwer to beconte e.ngag’ed in an intetlectual
-effortin order to read his fitm demonstrates that the heritage of Modernisin is s posi-

Y tively present although Lynch frequently presents hls audience wiﬁ a sequence»of

#

~1
1N

(MR

preirmusly constructud lmages, for i mstance Sailor's ser nadmg of Lula at the Pow-

ermad gig, ¥ wlnch ;uxtapcses a contemporary mus sical setting with.a scene which
_ " closely re,sqmbles an early Elvis Presley film. Howevet, the weweﬂs then‘ehhgcd

~to degonstruct: thesé familiar images and/or guotations from prévious films and

genres; in order to discover why théy have been utlllsed in this new context. Forin-

stance, John Fowles in The French Lrerttenant‘s Warran uses all the’ demces of the L

~Vigtorian tmvclnm orderto expose n;hel% artifice, as well as to subvert sgme Reallst
00nventmns. ’ T Coen SRS ﬁ :

- s : " . . i
" " 0 W o o e
" . .

Ha.ns 3ertens, while descnbmg “The i fno*drpm Weltmhauung" _quotes Réyu :
mond Federman whe, in an article entitled "Flcnﬂn Tnday or the Putsmt of Non- |

Isnow cdga“ states that, "Novels must expose themselves rmntmually as fictions;

- they fnust be "an endless denunciation of [their} own: fraudult.nce"“ (nerters quot-

& - . i ("h‘ﬁ':\ RN . ﬁ ) '-IT!'-. e ‘.{!

'- mgFedcrmanmFukkema&Bertcns. 1986 p39) N e

Postmodern film a!-so cnﬁfé};ns to this aﬂistic pattern, largely due to the frequent .

use of grotations from past styles, genrer.; and even :,pecﬂ” ic films. . This self-con-
scmus deme% or meta-fiction, is common to many Postmiodern Wo! ks. ami can be

clearlysﬁan tmnﬂuence the forin of W‘I‘d atHem K

[ “* R i

' -'Iile film's final scenﬂ conclusnrely demonstratec the pr%;.nm;e of the dewce of m eta-

f' iction, or double-—cﬁdmg, ‘as Charles-Jencks prefers to label it. After Sailor' s en-
counter w:th the Good Falry (a visual counterpoint to Manetta), he is moved to
| bhanne his ways and to mend his reianonship with Lula. Inan ean{xer convérsation

- with Lu!a, Sailor mentions that "Lc:ve Me Tenglﬁr is his favoutite Elms song, and

: . " [
= . ) . ))
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- ending' resound

* when he sings it, it wiil be to ask Lulz to marry him. i the final scene of the film
Sailor locates Lula's car in a traffic ]am (a bizarre sipht, since previously Lynch
" chose to disptay roads empty of trqﬁi"é), and smg,s, .he_s song to her as the eredits rofl.

The direci o dnd viewer are equally :{nware uf thL filmic anteccdents of thls scem,,

since such romantically Successful conclusions sbound throughout the hxstm)r of

mnema. wybviously one is expeeted to reeall m:my similar endings within the genre
of the musical (and mote specifically, Elvis Prulcv fllms), as well as teenage orien-
tated fﬂms,'me.loﬁramas, and even soap operas, such as Sentz Barbara, X

o L

However, despite this str-:mg conclusion, the viewer is made aware that this ‘happy'

"

too strémgiyi}, and a fecling c:f irony, rather than-closure, prevails,

" The scene /mﬁtams an elefirent of humour too strong for even an ﬁmmuamd audi-

ence }mismm. There are also many questions left unanswered at the conclusion,

" for instance the part played by Mr. Reindeer and the intentions of Marcello dos

Santos. The only obstaclea to Lula and Sailor's happiness to disappeas by the film's
endare Manettmnd Bobbylie’m who decaprtatez, hnmsclf during the bank robbery
in a manner whlch proves that his empty-headedness is quite htural Aft,er Lula
throws the contents ofher l,lass at her mother's photngraph the ice c{rbes cause her

image to evaporate ina puff ol smolre, a vnsual parallel to the fate of tha Wicked

Witchin The W;zmdvff‘ R /

D]

\]ll

- The movement away from Linsure mbmated in Meden mst thnught, anu is contin- -
“wed by the Pastmodern cremms swhose multiple s.torylmes c,cm olre in the move-

mient away from finearity. L,ma..:-a I—lfutt:hmni discussing Salman Ruahdle s novel

_ Mzdnight C‘}'ddren and D.M. T!‘!OI“JSS The White Hotel, states that the definiay

feature of these works is their undummmg of, "...the humanist notion of Manasa
coherent and ccmnnuaus subject.” { Hutcheon. 1988, p.177) Ttis this humanisi no-

 tionwhich Lynchy suhverts in Wild at Hear. ' "

a
o,
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-asit§ attractive rural aqpect wild atﬂem contmns twoli
" onists, whose positive sexual relatmushlp is 1hreatened by mlmerous outﬁdera, i .
L cludm&,a scemingly msanely Jaalousmnther . ‘ '

- These filmic works also demonstrate that L}‘nch's main

(el

* CONCLUSION -

The theee films chosen for discussion in this thesis represent David Lynch's ‘Ameri-
‘can w otk ‘This phrase indicates the bubjcct matter of the {ii. wy rather than its, ﬁnan—

cial nrigm The three ki s selected also belong in the same categnry becanse of »

 their connection as Lynch‘s ntost perzonal statements, cach project being cither

written by Lynch (in the cases of Emserkead and Blue Velver) or adapted by him
from a chosen prlmﬁl‘j ource; such as Wild at Heart bemg based on a novel by Barry
Gitford, (Jones: 1990, p 46) o B T -

Y

The thrN: films are similair in méni? respects, not_leﬁst’ because they each present a

more disturiing vision of Amevica than is commonly recoghised or acknowledged
by most Hollywood dirgotors, Eraserhead, in partxcular, p'resents a pmture df 2 50¢i-
ety which seems to possess no positive aspcct, its prbtagoqmt escaping only by enter-

- ing another world. Blue Velvet offersthe Rockwellesque qﬁmmumtv of Lumberton '

but displays an equally dark su:le which s given as much spreen time and credibll:ty

Fely and attractive protag-

B

terest l_ieé; within thearea -

of Pustmndérniam‘, since alf contain many Postmoderp characteristics, despite
Erasethead's superficilty Médernist appearance. Byt e time Wild at Heart wag

cmnpleied in 1990, Lynch's arnstm tendencies appeari ave been fully dwelnped

b

and his most recent feature film has deﬂned him canclus lvely as one of the leadmg

' V sponents of filmic Postmndermsm C R

These.fi lnk ¢ also display a strong criticism of the nuclea fgmily, in particular the
American 7ariety of this social structure. Although LyncP does noisugpest an slters
native to the husband, wafc and children arrangement co nmon to all nucle.r fami-
livs, Edward Shorter, in his tuzt. The Mukmg 0}’ The A‘?odém Family includes a

_I ! ]
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Sren, Fasmry

o SR

_ Shm'tur suggests that the Postmodem famnly will move away from the parents and \3\ .

™

r-

chapter entitled, "quards the Pastmodern Famlly‘ , itk whtch he suggests that the -
Posinodern famnly is in the pmcess of replacmg the nuclfsar family, descrxbmg the .

nue}eart‘amxlyaesa"nest“' N

Ai.way inwhich the nuclear famlly hasbeen givingway to the (P)(!St-
,modsm family we might call “the destruction of the nest." “The nucle-
ar family was & nest.  Warm and :.heltenng, it kept the children
* seeure from the pressures of the cutside aduit world, and gave the
- 'men an cvehing refuge fmm the i icy blast of competition. (Shorter:
1976, p.279) _ v . T

Unfortunateiy, the sa-called nest prcwed io bb an incestuous temptatmn for many of
Lynch's chara\,tcrs, from Mrs. X's sexual attack on Henry in Eraserhead to Loura -

'

-adLeland Palmer's nocturnal ass:gnatlons in Twin Peaks.

b i

Tow T '-f:' ' =N

children scenario towards more varned family structares. One can alrf-ady noté an

_ acce.ptanue of these ohanga.s by Wdtbﬁﬂéﬂg teievision sitecomns and noting the- dearth «
" of so-called onmentlrmal family udtt.,, Who' * The Boss and The Golden Girls being
. two popular examples. (In soap qper*:aa such as Santa Barbam, Dynasty et al, the .

family Is contmually under thl'eat5 ycl; it stlll adheres to «the nuclear famlly umt m s
structure) e s

i ) ST .
o - . T 0
a . - . R : . - . -
4

Shortet also Specuiates' on the reasons for this moye.mqéht away from the nuclear -

family. He statey that'the fising divorce rate has destabiﬁsed the’{iﬂ:; car st'mcture:

children trequenﬂy choosmg to secmlise accordmg to thélr pecr group, rather than
* the values promoted hy their parents Adding to this cribis is the current cmﬁhasla .

on the erotic élement of relatmnshlps. As Shorter clanma, "Bfe:cause a.exhal attach-

" ment is notnnqusly unstable, couples resting atop such a basemay ensily be blowny o

apart" (Ihid,, p. 278) thus ade.mg tothe abovementioned mmg dworce rate* o

B .
ron

: Fiﬁ“‘auy the women's moverent of the 1960s has changed the role of women from

hamemakera to contnbutars te theworld economy. Awmnan who h:Is a full—tlme

_jobistess l;ln.ly tobewholly ¢ fmthumdsl iz about a role 45 est maker, and may prefe: g

&

: A
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i include grandparents or other relatives as child-minders, thereby frecing herself
_ towork for longer petiods of time. In this way the extended family fhightbe seento
become a more pdwer:"ui _force than the nuclear unit. (Shorter: 1976, ps.269-28d) .

Lynch posits no sociologicél solution, but effectively reveals the inadequeicy of such
an outdated piece of sociological architecture. Jtis also intercsting to note that in”
all three films analyzed in this work, a leading character lacks one parent. In
- Evaserhead Mary walks out on i{enry and her baby, unable io function without the
) ) sjeep of which she is deprived by oy her continually crying offspring; in Blue Velvet Jef-
., frey's father is hoSpltahsed, dnly being released afier the danger that threatened
~Jeftreyis (atleast temporarily) over, In Wild at Heart Sailor revea!s that his pareﬂts i
bth diéd when he was young, while Lula's father is also dead, and her mother re-
, mains a malevolent influence on her life. Acoordmg to Lynich, the nuclear t:amlly is .
| svffocaiihg; butisnot able to provide aciequate protection against the danger which |
assails the young of the nest' Itis restrictive, without being safe, indeed, given the -
frequent instances of mcest in Lym.h's films, it is posszbly the least sate plaa,e fora
'dnldtobe B o o

Lynch's contmual awareness of past styles, genres a.nd film texts charactenses his
work." ‘The constant use, in Wifd a?Hear:, of exxstmg cinematic c:mventwns has -
‘been noted in Chapter Four, as well as the constant teferences to The Wizard of Oz

* While dlsa,ussmg Postmndem literary conventzons, Douwe Fokkema claimsthat, .

In thie universe of Postmiodernism, words invent our world, wdrds
shape otr wotld, words are becoming the ;*,61& Justmcatmn of onr
wotld, Therefe, the Postmoderrist keepd talking, even though he
may be conscious of the fact that he cannot do more than recycle pet-
rxt:edmean.ny; (Fckkema. 1984,p 45)

Tms statement was niade in reactwn to tha writings of Borges, but one can éxtehd _
thls analys;s to the films of David Lynch. Although he works with images, rathc.r .

_ than words, his films frequently appeat to be a reaction to a world in which, as
oA .‘I encks states, "...all tradltmns seemio have some validity.” (Jcncks* 1986, p. 7)
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A much as words shape our wmlds sodoi 1mages, and Lynch {a ¢ director of adver-

txsements aswell as feature filing), seefms ctmsta-:tly aware of the influence of imag- "
es from women's magaz:nes and biltboards. Isabella Rns:zel‘iim’c loulc of eustasy, as |

 she engages in sex with both Frank and Jetfrey, is tyfplcal of the psendo-sexual pose
. constantly smployed to sell an array of products from lipstick to swimwear. The
| fact that Lynch chose to employ an actresswho is identified as 2 model for a cosmet-
 ies company adds to the ambience of pastiche and i irony which permeates the direc-

tor' swm'k andwhichisalsos typwa! aspectof Postmodermsm s

Lynch's ca:m_stant‘ véikll'iiigness to submerge him__self and his work in the medium of

popular culture also indicates his status as a Postmodernist. As Jim Collins states,
Postmodernism has, "...destabilized traditional distingtions between High Art and'

. mere"massculture.™ (Collxm 1989 p2),amdeologlca1 Modernist norm.

i

]ftduwe 'Fokkema observes the fdllov#ing differences between the Modern and Post-

modern phtlnsophy

Whereas the Modermst almt‘d at prnwchng avalnd authentxc, though
sirictly personal viewof the worldin which he Hived, the Postmodern-
st appears to have abandoned the attempt .owards a representation,
ofthe world that is justified by the convictiins and sensibility of an in-
‘dividual. The Mddernist did not claita '1 genéral validity for his -
views, but defended his private assumpdl .\is and value judgements.
The Postmodernist may have his private v:ews, but sees no justifica-
tiou for preferring them to views held by others. He rejects the intel-
‘lectual hypotheses of the Modernist as arrogant and arbitrary, and . %
therefore irrelevant. (Fokkema: 1984, ps. 40-41) ¢

The, worldé represented in Lynch's films indubitably conform fo the description of
Posnnodermsm prowded by Fokkema. In each of the three films studied, an ex-
traordmary conflation of worlds, ideas and social mores can be chserved, Lynch fre-

“(uently ﬂcksmwledgmg the presence of an rdcﬂlonmal democracy by frequently

mnﬂatmg aspects of ‘I—Ilgh Art'with pupulm: culture.

Furthermore, Fnkkenia‘udds thal:; E
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' cal 7 topopilar culture

The Postmodernist does not discriminate. H\K is eager to dethrone
the intellectaals, who ina time of secularizatiof) tried to climb on the
" empty throne of God in order to spread the gosgle] of ibeir private se-
manticuniyrerse. Withthe Postmodernist &busc%:-fmteilactual think-
ing, the capacity for dxscemmg, judgmg and seleJ:tmfg also gues down
- {Ibid., p. 41}

.9

Lynoh's lack of inteflectual discrimination is due less to an a4 decreased capaéity for -
cerebral discernment, than to a decision to concern himself primarily with the dom-

jnant copcerns of American popular' culture. I-Iis visual obsessign with large, fast

' cars, diners, and the so<dalled typlcal American small town connects him, ideologi-

ngkeﬁa-al?m links Postmodernisnrwith the idea of the palimpsest. As he states,
*The Postmodernist is convinced that the social context consists o‘r‘words, and that

" each new text is wriiten over an oider one.” (Ib:d, p-46) In this case originality be-
commnes not only unimportant, ‘bt 1mpossxhle When Lynch connects disparate ge-- |
neric conventions in Blise Pelvet and Wild at Heart he is not only demonstrating that

he is aware of established cinematic qoﬁvéntions, but-also that he is constantly

i

- aware ofthe mannet inwhich his story is being narrated. Fokkemaassertsthat,

In Postmodernism the emphasis on the cdde is even clearer than in

. Modernist texts. In ceztain cases, the question of how a story should
be told appears to be more unportant than the story rtself (Ih:d, ps. .
46- 47) ._

1=z,

Most notably, the argument - =d by this thesis has been concerned with Brian
McHale's two definitions of  uern and Postmodern writing. It hasbeen demon-

© strated that, particularly considering Lynch's frequent use of the detective genre, it
s difficult to separate the epistemological (typlcal of Madermsm) from: the onto-

logwal (typical of Postmudermsm) : s

&
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~Despite this minor difficulty, it is possible to discern an ideological development

within Lyﬁch‘s oeuvre, as the obfuscatory narrative of Eraserheud eventually evolves

into the Pastmodern patterns of Wild at Heart, All three films display an intense in-
terest in other worldsand Eraserhead and Blue Velvet also contain a strong episte-
mological element.
ﬁaﬁe‘i?er,’becaﬁse of the confusing nareative which characterises Eraseraead, the
viewei bemmes gp:stemuloglcally obsessed, whereas the characters, Henry and
Mary, seem less concerned with defining their world or social situation, or insolving
" ‘the mystery ()f.:\’@fhy{iht,lr baby looks more like a skinned sheep than a bona fide
human being. InBlue Velvet the detective genre features strongly within the narra-
" tive structure, the plot and the concerns of the viewer, who is ﬁndo’ubtedly encour-
" aged tb“particiﬁaté in'the myste'ry snr;punding Jeffrey‘s discovery of the seversd ear,
Retummg, to Faulkner s novei Absalom, Absaimn’ McHale states that two ofits
characters, Quenun anid Shreve. behaveina pemﬂzaﬂy 'Postmedem munnet:

Queittin and Shreve project a world, apparently unanxiously. Aban- -
donmg the intractable problems of attaining to reliable knowledge of

our world, they improvise a possible world; they fictionalize. (McHale
it Fokkgma & Beriens: 1986, p. 59) .

bl

'blmllarly, Ccmsm Dell deals wlth the problem of Imawmg his nnmedlate environs _
ment. by erectmg a mendacmus farlidsy that every day is Christmas. Sailor, threat-
encdata mg,htclub bya rival for Lula’s affection copes with the situation by not only |
behaving like a young, tough Elvis Presley, but also by singing Love Me, one of the
- songs made famous by him. Suddenly a heavy metal band (Powennad) is trang.
~ formed im;o atightly disciplined backing group, complete with ‘doo--wnp‘ vocals.
Snmllarly, Luta and Sailor project tht.m..elves asa mlldly poe*imgraphw Romeoand
Juliet, a pair of star-crossed lgvers whose language, howaver, is noticeably less ro-
; manticthan Shakespeare's, cqntaining a great deat of 1950s and 1980s slang. ‘When
Sailor believes that he is abantloning his son he uses an amusingly meaningless quo- -
tation, which appears to have'been plﬁnde@d from the genre of the Western. Such

L

o
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examples of charact:"ars cnreating (of projecting) worlds oceur throu-ghbut Wild ot |
Heart, indicating that David Lynch has now fully embraced the concept of Postmod-

"

erpism.
" Ifone considers M.H. Abrame's cldim, that Postriiodernism has been heavily influ-
' erceq:l by the environmental crisis, which beganto be dlscussed in earnest after the

Second World War an dis now reachmg a crisis pomt, itis ob\nous that thissameen- ~

vironmenial predxcamcnt 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-industris”
 al crisis, Blue Velver's underworld is visually located in ugly indastrial areas, and the '
world of Wild at Heart is e‘pifgmis'ed by the community of Big Tuna. One feels com-
pélled to enduire asto the experience a barren desert town, whose welcoming mes-
sage is"Fuck You", canoffér.  * | | -
. The most unnerving aspect of Lyfich's work is the fact that, despite his decision to
focus almost éxclusively on the rural, community after Eraserhead, there is no more
comforttobe obtained withiit the mmfomng confines of a smail town. His message
~ implies that America is umvursally corrupt, as the viewer witnesses’ l’effrey,\ au-
mont's brutal rite of passage; Lula's ordeal at the harius of Bobby Peru and Latﬁ'a
"_ Palmer's perveme relatnonshlp with her insane fathei' L
e -- L g
However, Lynch also prdpounds tﬁe importance of Ametica's positive side, so
: Sandy is permltted to witness her dream about the robins of love becommg a reahty,
Lula and Saflor are reumt dasthe clnsmgcredxts roll, and the Whlte Lodge in Twin
. Pe:zks is as powerful as the Black. The co-existence of the positive and the negative
is hardly an original thematic p-t_aculial‘itgj3 but Lynch's decisiofi to function s anon-
' judgemental witness, i‘ather than a moral presence isindeed a departure for Ameri-
can fitm, and marks Davxd Lynch quite speclficallv, as & wholly Postmodern
tnlmmaker '

By
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