
[image: ]


A Critical Companion
 to David Lynch




Critical Companions to Contemporary Directors

Series Editors: Adam Barkman and Antonio Sanna

Critical Companions to Contemporary Directors covers many directors who have not been studied previously in academic publications and whose works nonetheless are highly renowned nowadays. The intent of the series is to offer interesting and illuminating interpretations of the various directors’ films that will be accessible to both scholars of the academic community and critically-minded fans of the directors’ works. Each volume combines discussions of a director’s oeuvre from a broad range of disciplines and methodologies, thus offering the reader a variegated and compelling picture of the directors’ works. In this sense, the volumes will be of interest (and will be instructive) for students and scholars engaged in subjects as different as film studies, literature, philosophy, popular culture studies, religion and others. We welcome proposals for both monographs and edited collections that offer interdisciplinary analyses, focusing on the complete oeuvre of one contemporary director per volume.

Titles in the Series

A Critical Companion to David Lynch

Edited by Andrew Winters

A Critical Companion to David Fincher

Edited by Francis Mickus

A Critical Companion to Mel Gibson

Edited by Adam Barkman and Antonio Sanna

A Critical Companion to Julie Taymor

Edited by Matthew Hodge, Adam Barkman, and Antonio Sanna

A Critical Companion to Wes Craven

Edited by Fernando Gabriel Pagnoni Berns and John Darowski

A Critical Companion to Robert Zemeckis

Edited by Adam Barkman and Antonio Sanna

A Critical Companion to Stanley Kubrick

Edited by Elsa Colombani

A Critical Companion to Terrence Malick

Edited by Joshua Sikora

A Critical Companion to Steven Spielberg

Edited by Adam Barkman and Antonio Sanna

A Critical Companion to Sofia Coppola

Edited by Naaman K. Wood and Christopher Booth

A Critical Companion to Terry Gilliam

Edited by Sabine Planka, Philip van der Merwe, and Ian Bekker

A Critical Companion to Christopher Nolan

Edited by Claire Parkinson and Isabelle Labrouillère




A Critical Companion to
 David Lynch

Edited by
 Andrew M. Winters

LEXINGTON BOOKS

Lanham • Boulder • New York • London




Published by Lexington Books

An imprint of The Rowman & Littlefield Publishing Group, Inc.

4501 Forbes Boulevard, Suite 200, Lanham, Maryland 20706

www.rowman.com

86-90 Paul Street, London EC2A 4NE, United Kingdom

Copyright © 2025 by The Rowman & Littlefield Publishing Group, Inc.

All rights reserved. No part of this book may be reproduced in any form or by any electronic or mechanical means, including information storage and retrieval systems, without written permission from the publisher, except by a reviewer who may quote passages in a review.

British Library Cataloguing in Publication Information Available

Library of Congress Cataloging-in-Publication Data

Names: Winters, Andrew M., editor. 

Title: A critical companion to David Lynch / edited by Andrew M. Winters. 

Description: Lanham : Lexington Books, [2025] | Series: Critical companions to contemporary directors | Includes bibliographical references. | Summary: “This edited volume brings together nineteen chapters that provide an up-to-date, original exploration of David Lynch’s entire thought-provoking oeuvre. This includes analyses of his shorts and films, as well as his animations, TV series, paintings, and commercials”—Provided by publisher. 

Identifiers: LCCN 2024034710 (print) | LCCN 2024034711 (ebook) | ISBN 9781666928105 (cloth) | ISBN 9781666928112 (epub) 

Subjects: LCSH: Lynch, David, 1946—Criticism and interpretation.

Classification: LCC PN1998.3.L96 C75 2025 (print) | LCC PN1998.3.L96 (ebook) | DDC 791.4302/33092—dc23/eng/20240916

LC record available at https://lccn.loc.gov/2024034710

LC ebook record available at https://lccn.loc.gov/2024034711

[image: ] The paper used in this publication meets the minimum requirements of American National Standard for Information Sciences—Permanence of Paper for Printed Library Materials, ANSI/NISO Z39.48-1992.



For Mom




Contents

Introduction: (Un)Interpreting Lynch

Section I: Shorter Presentations of Sound, Narrative, and Metaphysics

1  Sound Comes First: Understanding the Music and Sound Design of David Lynch’s Short Films

Reba A. Wissner

2  Pataphysical Narratives in Lynch’s Short Films and What Is David Working on Today?

Fernando Gabriel Pagnoni Berns

3  Sense and Significance in Six Men Getting Sick

Zachary Vereb

4  Narrativism and Performativity in Absurda and Darkened Room

Kristina Šekrst

5  Reframing Noir Windows: The Inward Gaze of David Lynch’s The Grandmother

Matthew Sorrento

Section II: Feature Bodies, Aesthetics, and Love

6  Openness from Closure: Creative Emergence and Embodied Dynamics in Eraserhead

Peter Lang

7  The Beautiful Tragedy of Lynch’s The Elephant Man

Andrew M. Winters

8  David Lynch Constrained on Dune

Rupert Loydell and Kingsley Marshall

9  The Phonic Materiality of David Lynch’s Lost Highway

Osman Nemli

10  “My Most Experimental Movie”: Transcendental Style and the Art Spirit in David Lynch’s The Straight Story

David LaRocca

11  Driving Buicks to the Moon: Innocence and Experience in Wild at Heart

Kwasu David Tembo

Section III: Repetition, Gender, and Collaboration beyond the Theater

12  Past and Possible Lives in Inland Empire

David Sweeney

13  “It Is Happening Again”: Repetition and Replay in the Works of David Lynch

Adam Daniel

14  “A Woman in Trouble”: Twin Peaks as Critique of Patriarchal Violence

Julie M. Hamilton

15  How Twin Peaks: The Return’s Diane Escapes the Plot: The Pinnacle of Lynch’s Use of Metafiction and Entrapment

Donald McCarthy

16  “Tricks”: Inside Lynch’s Hotel Room

James Jarrett

Section IV: Overlapping Mediums Not Just for the Screen

17  Necropolitical Patriarchy and the Lynchian Koan

Matthew Grinder

18  Innocence Lost: Constructions of Childhood in The Alphabet and The Grandmother

Brandelyn M. Andres

19  Wonder, Weather, and Coffee: Lynch and the Sacred of the Everyday

Zachary Sheldon

Index

About the Contributors




Introduction


(Un)Interpreting Lynch


Gaining a reputation for being an “exuberant, chain-smoking, psycho cheerleader” among the actors he has directed, David Lynch has also been deemed an “artistic genius,” “madman,” “pervert,” and “Jimmy Stewart from Mars.”1
 Regardless of how someone labels the director and artist, his work demands attention, calling into question the standards of filmmaking and storytelling. Lynch is a truly unique director, having developed his own surreal style of filmmaking often deemed “Lynchian.”2
 Many of the images, sounds, settings, themes, and colors used in his productions—such as the unsettling suburban nightmares found in Blue Velvet (1986), Wild at Heart (1990), and Lost Highway (1997); the harrowing soundscapes in The Alphabet (1969), Eraserhead (1977), Dune (1984), Twin Peaks (1989–1991), Ballerina (2007), Twin Peaks: The Return (2017), and Rabbits (2002); the explorations of existential dread in The Elephant Man (1980) and Inland Empire (2006); the explorations of sensuality and sexuality in Twin Peaks: Fire Walk with Me (1992) and Mulholland Drive (1999); and the representations of fraught childhoods in The Grandmother (1970) and (despite his dislike for color in paintings) the inclusion of bold colors throughout his works—have led audiences, critics, and scholars to readily identify Lynch as somehow having been involved in the production. Not only has the filmmaker left his mark on the cinematic world through directing over ninety-eight projects (including films, shorts, music videos, and commercials), but he has writing credits for fifty-seven projects, producer credits for forty-nine projects, in addition to serving as composer, editor, designer, and actor, Lynch thus having served nearly every role in bringing his visions to the screen. Along with Mark Frost, he founded Lynch/Frost Productions in 1990 to produce the series Twin Peaks and On the Air (1992). In 1991, he then launched his own production company, Asymmetrical Productions, which released the miniseries Hotel Room (1993).


While Lynch has been involved with many commercials for brands such as Calvin Klein (1988), Georgia Coffee (1993), and PlayStation (2000), and music videos for artists such as Chris Isaak (1990), Moby (2009), Ariana Delawari (2010), Interpol (2011), and Nine Inch Nails (2013), it would be a mistake to think of him as a commercial director. The unsettling nature of Lynch’s work is due to his uncanny ability to present to us something that is both familiar and wholly strange—a hallmark of his intuitive approach to filmmaking. Even his somewhat lighter film The 
Straight Story (1999) strikes an emotional core that is deeply personal for any of us who have overcome a significant obstacle. In large part, Lynch’s abilities to entertain the unconscious and offer the viewer a cathartic experience are due to his own insights into the human condition. While Lynch is famous for not wanting to explain his own films or provide details as to how his own biography informs the films he has made, it is difficult to not make connections between his personal life and his films, although he says in response to being asked if there are personal elements in his films,


You can’t read anything into them that way. When you work you don’t think that way. There’s a channel open and you go with it. You check things with a certain part of yourself, try to be true to the ideas and you go. Maybe there’s a link to me personally—there probably is—but I don’t know what it would be.3





Some of these possible links are found within Eraserhead’s traumatic depiction of parenthood and the timing of the birth of Lynch’s first child, the representation of sexuality and women in several of his films such as Lost Highway and Mulholland Drive and his own complex relationships, and the use of curtains and drapes in Eraserhead, Blue Velvet, Twin Peaks, and Twin Peaks: The Return to reveal a deeper level of reality in a way similar to his own attempts to interact with the subconscious through daily sessions of Transcendental Meditation. We also see stylistic similarities reoccur throughout his films. Harkening Jean Cocteau’s Orpheé (1950) we see similar chevron-patterned floors in Eraserhead, Twin 
Peaks, and Twin Peaks: The Return. Lost Highway, Twin Peaks, and Twin Peaks: The Return frequently use doppelgangers to provide the audience with a sense of never knowing exactly what or who is real. From these examples, we can identify a range of recurring themes throughout Lynch’s works, including childhood, suburban life, family, sexuality, reality, mystery, and the unconscious. While many of his films appear to portray a damsel-in-distress narrative, an arguably better interpretation is that Lynch is concerned with the fragility of identity. To communicate how fickle our sense of self and understanding of reality can be, the filmmaker (even admitting to not being a film buff) clearly works within a Surrealist style reminiscent of Salvador Dali, René Clair, Germain Dulac, Man Ray, and Luis Buñuel. His work is also an extension of Stanley Kubrick’s and Werner Herzog’s approaches to film.4
 Lynch’s uniqueness results from his ability to blend surrealism, neo-noir, American kitsch, mystery, horror, and non-linear narratives into a unified project that allows his films to be immersive experiences, despite audiences being unable to clearly say what they had just witnessed when a viewing ends. To effectively blend these often overlapping genres, Lynch makes use of cinematic techniques such as frantic cutting, obscure lighting, and blurred shots, all of which provide the audience with an opportunity to begin disconnecting from their everyday experience of reality and experience the film at a deeper level—“to continue the dream.”5



Lynch does not solely rely upon his own talents to bring his visions to fruition but has often collaborated with others. The aforementioned Mark Frost was involved in On the Air, Twin 
Peaks, and Twin Peaks: The Return. Angelo Badalamenti provides the score for nearly every film and television project that the director has done, including the theater piece Industrial Symphony No. 1. Lynch has also repeatedly cast the same actors, including Naomi Watts, Jack Fisk, Laura Dern, and Chris de Vore. However, while we might expect his frequent use of similar imagery, themes, and actors to allow his work to be more comforting, his reinterpretations of these themes lead his work to be wonderfully unsettling. Given the amount of darkness and perversity found throughout his oeuvre, we might assume that his life was filled with domestic disputes, violence, and unrequited loves. Instead, Lynch’s confidence in exploring all aspects of the human experience is a testament to the continuous support and encouragement he had from his family and friends.


A Critical Companion to David Lynch provides a wide-ranging exploration of the director’s films, practices, and collaborations. With commercial and critical success across multiple mediums and genres, Lynch is well established as one of the most prominent and complicated contemporary directors. Spanning a career over fifty years, he continues to produce, direct, and write films, music videos, shorts, animations, advertisements, and television series that are considered provocative and inspiring to writers, academics, artists, and the general public. His distinct form of visual surrealism has been critically received by the general public, arthouse enthusiasts, and academics. His crossover success in advertisements and the mainstream indicates that the director’s artistic vision draws the viewer in at both the conscious and unconscious levels, a desirable goal given Lynch’s own predilection for transcendental meditation.

While there is a wide range of books discussing various aspects of Lynch’s oeuvre and his biographical background, the volumes published so far suffer from the presence of overlapping themes and often overlook some of the director’s minor works. Among the edited volumes, Ryan Bushman et al.’s 2019 The Women of David Lynch: A Collection of Essays focuses solely on Lynch’s portrayal of women; William J. Devlin and Shai Biderman’s 2011 The Philosophy of David Lynch explores the various philosophical issues and ideas expressed throughout many of Lynch’s films but does not engage with his short films; and Erica Sheen and Annette Davison’s edited 2004 volume The Cinema of David Lynch: American Dreams, Nightmare Visions examines Lynch’s full-length films in the 1980s and 1990s but leaves out both his later and earlier works, as well as his series and shorts. A series of anthologies, respectively edited by Eric Hoffman and Dominick Grace (2011), Jeffrey Andrew Weinstock and Catherine Spooner (2016), Antonio Sanna (2019), and Catherine Reed and Reba Wissner (2021), are devoted exclusively to Twin Peaks.

Earlier monographs dedicated to the study of the director’s works include Paul A. Woods’ 1997 Weirdsville USA—examining Lynch’s biography in relation to his filmography; Jeff Johnson’s 2004 Pervert in the Pulpit—which explores the paradoxical nature of the filmmaker’s work, including short films, full-length features, and TV series but only focuses on the ideological elements of those works—and Michel Chion’s 2005 David Lynch—which discusses only the works completed during the decade 1995–2005. Todd McGowan’s 2007 The Impossible David Lynch presents a close discussion of the director’s portrayal of the impossible from psychoanalytic and aesthetic perspectives but does not discuss his more recent works, use of sound, nor presents a detailed discussion of the director’s shorts. Greg Olson’s 2008 David Lynch: Beautiful Dark offers the most comprehensive discussion of Lynch’s aesthetic vision in his short films, feature-length films, paintings, and television series. Since the director himself and his family were directly involved in Olson’s research, this text is the closest to a definitive study of the director’s cinematic endeavors, but, due to it being fourteen years since print, there is room for a more contemporary approach. Allister McTaggart’s 2010 The Film Paintings of David Lynch examines only the full-length films, whereas Nochimson’s 2013 David Lynch Swerves focuses on Lost Highway, Mulholland 
Dr., and Inland Empire, in addition to including excerpts from two interviews the author conducted. While Nochimson’s text studies the visual aspects of the films and their connections to Hinduism and quantum mechanics, the volume leaves out many of Lynch’s earlier works, in addition to the significance of sound. Finally, Richard Martin’s 2014 The Architecture of David Lynch analyzes the locations, sets, and designs found within the filmmaker’s works to assist us in better understand the significance of both space and place. For these reasons, despite there already being much discussion on Lynch and his work, the volume in your hands is unique in its breadth, interdisciplinary focus, and current status.



A Critical Companion to David Lynch includes previously unpublished essays that explore Lynch’s body of work. The chapters span a range of interdisciplinary approaches that can illuminate the various aspects of the director’s work and visual style. This volume critically addresses the entirety of his work, including films, advertisements, animations, shorts, and television series. Essays exploring Lynch’s paintings, illustrations, drawings, and even his coffee are also included. Contributions thus deal with a range of topics found in Lynch’s oeuvre, further establishing his role as both auteur and artist. The chapters also discuss his approaches to art, including surrealism, photography, color, sets, and soundscapes. Much of Lynch’s films are opportunities to examine his own explorations of Buddhism, transcendental meditation, aesthetics, gender, and mysticism, which further allow him to explore the nature of reality in a way that would be limited by simply painting, photographing, or writing his ideas.

This anthology is organized thematically while tracing the development of Lynch’s craft and ideas. The volume is structured into four sections dealing with: Shorter Presentations of Sound, Narrative, and Metaphysics; Feature Bodies, Aesthetics, and Love; Repetition, Gender, and Collaborations Beyond the Theater; and Overlapping Mediums Not Just for the Screen. The authors of the nineteen chapters in the volume include established Lynchean scholars as well as academics with expertise in approaches and perspectives germane to the study of the filmmaker’s complete body of work. In addition to being the first book to cover every film of the director, including substantive discussion of his short films, it is the diverse range of lenses through which the films are explored that constitutes the unique aspect of A Critical Companion to David Lynch. Toward these ends, the chapters employ interdisciplinary, philosophical, feminist, musicological, poetic, narrative, aesthetic, historical, cinematographic, genre, and auteur studies in addition to studies from short film theory, performance studies, and film studies.

In the first section on sound, narrative, and metaphysics, the chapters are organized according to the metaphysical foundations and sound textures that are utilized in Lynch’s works. The short films are discussed in relation to their historical context of the filmmaker’s artistic development and how they inform each other, setting the stage for the feature films discussed in the second section. In the first chapter, Reba A. Wissner discusses the director’s sound design in his shorter works and considers the sonic features they have in common, suggesting that to understand Lynch’s films we must examine his use of sound. In the second chapter, Fernando Gabriel Pagnoni Berns explores the non-linear structure found in Lynch’s short films—including The 3 Rs (2011) and How Was Your Day Honey? (2011)—which employ a pataphysical approach in their abilities to convey something that is non-linguistically intelligible. Zachary Vereb’s chapter on Six Men Getting Sick and The Alphabet identifies how Lynch’s use of space and time, as moving pictures, is necessary for the possibility of experience. Vereb uses Heideggerian, Kantian, and Sartrean approaches to illustrate how Lynch’s short film is able to both disorient and reorient the audience’s viewing experience, setting the foundation for Eraserhead. In the following chapter, Kristina Šekrst considers how Darkened Room (2002) and Absurda (2007) allow Lynch to use a documentary storytelling approach to fiction, which is used in later works such as Mulholland Drive and Inland Empire. The first section concludes with Matthew Sorrento’s chapter about The Grandmother (1970), which focuses on how the use of noir techniques and narrative shifts creates a subjective experience of the nightmares and traumas the child himself experiences.

The second section of this volume, on bodies, aesthetics, and love, explores Lynch’s portrayal of bodies to further illustrate his aesthetic and emotional ideals. Using developments from biological systems theory and Gilles Deleuze’s writings on dynamic interplays, Peter Lang’s chapter on Eraserhead establishes how, for Lynch, bodies are never stable objects. The director indeed uses dense layering of sound, image, and action to illustrate how reality and bodies are multidimensional. Andrew M. Winters’ chapter on The Elephant Man considers how presentations of disfigured bodies can be both repulsive and attractive, allowing us to better understand what is unsettling about things that are slightly different from ourselves. The third chapter, by Rupert Loydell and Kingsley Marshall, looks at how attempts to capture the full details of Frank Herbert’s novel were limiting to Lynch’s realization of the film portrayal of Dune, in addition to the challenges posed by location and studio. Overcoming these challenges allowed the director to develop cinematographic techniques that would benefit him in his later works. Osman Nemli’s chapter on Lost Highway examines the instances in which sonic outbursts help the audience to experience the subjective states of the characters, despite the film’s troubling narrative construction. Nemli argues that phonic materiality is how the viewer can make sense of otherwise senseless aspects of the film. David LaRocca’s chapter on The Straight Story considers how Lynch’s experimental approach is situated within an otherwise mainstream production company and explores the aesthetic achievements of the production in terms of its narrative and thematic structures to represent the traditional road film. The section’s concluding chapter, by Kwasu D. Tembo, explores the theme of the loss of innocence in Wild at Heart by discussing how we seek to discover our highest self in ethically ambiguous situations.

The third section, on repetition, gender, and collaboration, considers the repeating themes of gender and sexuality that arise in Lynch’s collaborative television series. The first chapter, by David Sweeney, makes connections between Lost Highway, Mulholland Drive, Inland Empire, and the series 
Twin Peaks: The Return to argue that Lynch does not present a hierarchy of identities, but offers a plurality of worlds to account for the overlapping and disparate characters. Adam Daniel’s chapter on Twin Peaks and Mulholland Drive examines how repetition and replay occur at both the textual and metatextual levels to illustrate the non-linear presentation and experience of time in Lynch’s works. In the third chapter, Julie M. Hamilton contextualizes the historical concerns of the male gaze and argues that Lynch subverts traditional representations of gender through surrealist techniques in Twin Peaks. Through this representation, the TV series is able to challenge reductive notions of sexism and assist viewers in interpreting Lynch’s works through a feminist gaze. Donald McCarthy’s chapter on Twin Peaks: The Return explores how viewers are able to develop their own self-understanding through Diane’s own development as she comes to grips with her own traumas. The last chapter of this section, by James Jarrett, explores how the infrequently discussed series Hotel Room employs the medium of screen aesthetics to explore timelessness by considering how the show’s characters confront their own fantasies and neurotic anxieties.

The fourth section, on overlapping mediums not just for the screen, discusses how Lynch conducted artistic explorations in various mediums beyond film, including web comics, paintings, and YouTube. Matthew Grinder’s chapter on The Angriest Dog in the World (1983–92) and Dumbland (2002) considers how Zen Buddhist koans provide a framework for the filmmaker’s works to be opportunities for self-exploration and catharsis. Brandelyn M. Andres’ chapter makes connections between Lynch’s short films The Alphabet and The Grandmotherby framing them in terms of reception and response theories. Andres argues that when viewing these works through these theoretical lenses, we begin to better understand Lynch’s role as mediator in the artist-artwork-audience relationship. Zachary Sheldon’s chapter closes the volume by discussing the director’s various projects outside film, including his daily weather reports on YouTube, coffee roasting, and photography. Sheldon’s chapter further illustrates that Lynch’s spiritual inclinations toward Transcendental Meditation embody a fascination with the everyday and an attempt to communicate the beauty of wonder. By making connections between the director’s personal spiritual outlook, David Lynch’s seemingly odd and mundane works are able to best communicate his unique perspective and auteur identity.


Notes


	1. All the Internet sources were last accessed on April 15, 2024. See, respectively, Laura Dern’s, Naomi Watts’, Patricia Arquette’s, and Haley Gates’ comments with 
W magazine discussed in Yohana Desta, “Wild At Heart,” Vanity Fair, April 26, 2017, https://www.vanityfair.com/hollywood/2017/04/david-lynch-stories; Susan Leighton, “Five Reasons Why David Lynch is an Artistic Genius,” September 5, 2020, https://1428elm.com/2020/09/05/five-reasons-david-lynch-artistic-genius/; and Martyn Conterio, “5 Things We Learned about David Lynch from The Art Life,” July 13, 2017, https://www.bfi.org.uk/interviews/david-lynch-art-life. See also S. Murray, “Twin Peaks: Fire Walk with Me: The Press Conference at Cannes, 1992,” quoted in Richard A. Barney (ed.), David Lynch Interviews (Jackson: University Press of Mississippi, 2009), 143. Mel Brooks’ description of Lynch is quoted in Richard B. Woodward’s interview “A Dark Lens on America,” in David Lynch Interviews, ed. Barney, 51.

	2. See Chris Rodley and David Lynch, Lynch on Lynch (New York: Farrar, Straus & Giroux, 2005), 109 and 192. See David Lynch, “The Cinema Cartography David Lynch—The Elusive Subconscious,” September 3, 2016, https://www.youtube.com/watch?v=2mhwQdV2iYQ.

	3. See the 1992 interview with Geoff Andrew in Barney (ed.), David Lynch Interviews, 149.

	4. See Murray, “Twin Peaks: Fire Walk with Me,” 142.

	5. See the 1997 interview with Chris Douridas in Barney (ed.), David Lynch Interviews, 153.
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Section I


Shorter Presentations of Sound, Narrative, and Metaphysics






Chapter 1


 Sound Comes First


Understanding the Music and Sound Design of David Lynch’s Short Films


Reba A. Wissner

In his 2007 monograph, Eric Wilson situates the reader as a viewer of Lynch’s films: 


Think of it: you are watching a Lynch film. You are immediately pulled in by his gorgeously weird colors and obsessively unsettling noises. You could spend hours simply enjoying his images and intonations. But then you realize that this light and sound show coheres into certain repeated forms, certain static rhythms—conceptual meanings.1
 




When we hear the word “Lynchian,” we may think of something odd and strange and, of course, think of the images and plots of David Lynch’s films, but we do not often think about the contributions that music and sound make to the Lynchian aesthetic. The filmmaker, of course, is known for many things in his films, not the least of which is their sonic profile.

Just as one can often see a film and identify it as one directed by Lynch, one can hear a Lynch film and often be able to identify it as such by its unique approach to music and sound. The director has often said that when creating any film, sound comes first, noting that in film, sound is sometimes just as, if not more, important than the visuals, but also noting that “picture dictates sound.”2
 We can get a sense of how Lynch’s use of sound design and music has changed over the course of the director’s career by looking at his short films, including those made as advertisements, which
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Notes


	1. All the Internet sources were accessed on February 9, 2019.

	Eric G. Wilson, The Strange World of David Lynch: Transcendental Irony 
from Eraserhead to Mulholland Dr. (New York: Bloomsbury, 2007), 17.

	2. Chris O’Falt, “Sound Comes First: Inside David Lynch’s Bunker, Where He Started Creating the ‘Twin Peaks’ Sound Design Over 7 Years Ago,” IndieWire, May 17, 2018, https://www.indiewire.com/2018/05/twin-peaks-the-return-sound-design-david-lynch-hidden-studio-process-dean-hurley-1201965234/; Richard B. Woodward, “Snapping, Humming, Buzzing, Banging: Remembering Alan Splet,” 
The Paris Review, May 13, 2014, https://www.theparisreview.org/blog/2014/05/13/snapping-humming-buzzing-banging-remembering-alan-splet/.

	3. Danijela Kulezic-Wilson, Sound Design is the New Score: Theory, Aesthetics, and Erotics of the Integrated Soundtrack (Oxford and New York: Oxford University Press, 2020), 64; Clare Nina Norelli, “Suburban Dread: The Music of Angelo Badalamenti in the Films of David Lynch,” in Sound Scripts: Proceedings of the 2007 Totally Huge New Music Festival, Vol. 2, eds. Cat Hope and Jonathan W. Marshall (New South Wales: Australian Music Centre, 2009), 38.

	4. Allister Mactaggart, “‘I Am Dead, Yet I Live’: Revealing the Enigma of Art in Twin Peaks: The Return,” NANO: New American Notes Online 15 (2020), https://nanocrit.com/issues/issue15/I-am-dead-yet-I-live-Revealing-the-Enigma-of-Art-in-Twin-Peaks-The-Return.

	5. Amy Charlotte McGill, “The Contemporary Hollywood Film Soundtrack: Professional Practices and Sonic Styles Since the 1970s” (PhD Dissertation, University of Exeter, 2008), 107; David Lynch, The Art Life (United States: Jon Nguyen, Rick Barnes, and Olivia Neergaard-Holm, 2016). DVD.

	6. David Lynch and Kristine McKenna, Room to Dream (New York: Random House, 2018), 82.

	7. Greg Olson, David Lynch: Beautiful Dark (Lanham, MD: Scarecrow Press, 2008), 33.

	8. Dennis Lim, David Lynch: The Man from Another Place (Boston and New York: New Harvest, 2015), 38. This is notable because Lynch often makes sounds from other sources, so that a crying baby comes from a heavily-processed monkey sound, for example, and because he often refuses to reveal such sources.
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