Mulholland Drive 


	Внутри абсолютной загадки.

"Малхолланд драйв" продолжает ряд «темных» картин Дэвида Линча.
Василий Корецкий
  Бетти и Рита расследуют тайну автокатастрофы на Малхолланд драйв

                              (Фото: AP)
С  одной  стороны,  Дэвид  Линч  очевидно  принадлежит  к мейнстриму —

маргинала  не  пригласили  бы  председательствовать  в жюри очередного

каннского кинофестиваля. С другой — почти половина работ Линча ("Синий

Бархат",  "Твин  Пикс",  "Шоссе  в  никуда")  попадают  в  разряд  так

называемого  "темного  кинематографа",  к  которому  относят  и  таких

пограничных  режиссеров,  как  Кеннет  Энгер  или  Дерек  Джармен,  не

чуравшихся  оккультизма  и  практической  магии.  Об  увлечении  Линча

колдовством  ничего  не  известно,  однако за режиссером тянется шлейф

мрачных  слухов  другого  рода.  До  сих  пор  нет-нет, да и всплывают

истории  об  одержимости  молодого Линча (в то время скорее художника,

чем  режиссера) смертью: в частности, Линч делал инсталляции из трупов

домашних  животных. Впрочем, и сегодня Линч коллекционирует дохлых мух

и  держит  в  кабинете  стеклянный сосуд с заспиртованной человеческой

маткой — подарок одной из поклонниц.

"Малхолланд  драйв"  продолжает ряд "темных" картин Линча. Здесь те же

лейтмотивы, та же наэлектризованная атмосфера паранойи и клаустрофобии

и  те же (или очень похожие) персонажи, что и в "Синем Бархате", "Твин

Пикс"  и  "Шоссе  в  никуда".  Но  "Малхолланд драйв" — лучший из них.

Фрагментарный  —  но завершенный; асимметричный — но сбалансированный;

максимально  авторский  —  и  в  то  же время безусловно коммерческий,

зрелищный. И ироничный.

                             Три истории
В  синопсисе к фильму, составленном самим режиссером, всего три фразы:

"Она   оказалась  внутри  абсолютной  загадки",  "Печальная  иллюзия",

"Любовь".  Эти  пункты — не план, не три последовательные "главы". Это

названия  трех разрозненных пластов повествования, кое-где скрепленных

между   собой   загадочными   предметами   и   персонажами-оборотнями,

проваливающимися  из  одного  слоя  фильма в другой, меняющими имена и

внешность.

"Она   оказалась  внутри  абсолютной  загадки"  —  это  тайна  братьев

Кастильяни.    Мафиозные    братья    Кастильяни,    серые   кардиналы

кинопромышленности,  опутали  Голливуд  сетью чудовищного, непонятного

заговора.  С  их  "семьей"  сталкивается  молодой режиссер Адам Кешер.

Братья  хотят  видеть  героиней  его  нового  фильма  девушку по имени

Камилла Роудс. Режиссер отказывается — и мигом лишается счета в банке,

жены  и  собственного  фильма.  Вскоре  становится  ясно, что вовсе не

Кастильяни    заказывают    музыку.    Цепочка   телефонных   звонков,

контролирующих  судьбу  Камиллы  Роудс,  ведет  сначала  к загадочному

карлику, затем — к странному ковбою-альбиносу, живущему на заброшенном

ранчо  под  Лос-Анджелесом,  а потом обрывается в каких-то обшарпанных

меблированных комнатах.

В  сеть  того  же  заговора попалась и безымянная брюнетка (в какой-то

момент  девушка все-таки называет себя Ритой, по имени кинозвезды 50-х

Риты Хейуорт, на которую она, и правда, немного похожа). Рита попала в

автокатастрофу  на  Малхолланд  драйв  и  потеряла память. Скрывшись с

места  происшествия,  девушка  прячется  в  пустующем  доме и пытается

выяснить,  кто  же  она  на  самом  деле. Лежащие в сумочке Риты пачки

стодолларовых  купюр  и  синий  ключ  необычной  формы  ни о чем ей не

напоминают. Она, как и Кэшер, "оказалась внутри абсолютной загадки".

"Печальная иллюзия" — это опасные галлюцинации и дежа-вю. Герои фильма

дважды  гибнут от страха перед материализовавшимся сновидением, дважды

попадают   в  опасную  переделку  из-за  ложных  воспоминаний.  Следуя

указаниям постепенно возвращающейся памяти, Рита сначала оказывается в

чужой  квартире  с  трупом  некой  Дайан  Селвин, а потом — в странном

театре "Силенсио", где находит Синюю Коробочку — опасный ответ на свой

вопрос.  Рита  открывает  ее  своим  Синим  Ключом,  и действие фильма

переносится в нервозное, истеричное "зазеркалье".

"Любовь".  Любовные  связи  в  "Малхолланд  драйв"  запутаны, как сети

заговора  братьев  Кастильяни,  — и так же опасны. Тут все любят всех:

брюнетка  Рита  любит  блондинку  по  имени  Бетти  Элмз  — начинающую

актрису,  прибывшую  из  провинции покорять Голливуд. Бетти тоже любит

Риту.  Режиссер  Кэшер  влюбляется  в  Бетти,  случайно  заглянувшую в

павильон,  где он проводит пробы. После поворота Синего Ключа картинка

резко   меняется:   Кешер   собирается  жениться  на  протеже  братьев

Кастильяни  Камилле  Роудс.  Камилла  состоит  в  связи с Дайан Селвин

(которая  в  "зазеркалье" не разлагается в своей квартире, а напротив,

жива-живехонька).

Экранная  ситуация еще более запутывается тем, что на "другой стороне"

все  женские персонажи меняются не только местами, но и именами. Бетти

становится   Дайан,   Рита  —  Камиллой,  а  настоящая  Камилла  Роудс

превращается  в  безымянную  гостью на предсвадебной вечеринке Кешера.

Вдобавок   двойники   есть   и  среди  эпизодических  персонажей,  что

превращает  фильм  в  самую  настоящую  ленту Мёбиуса. Например, делая

унизительный  для себя выбор между Камиллой Роудс и знакомой актрисой,

Кешер  на  самом  деле выбирает между двумя идентичными девушками (обе

роли  играет  одна  и  та  же  актриса — Мелисса Джордж. Надо сказать,

актеры у Линча все хороши, хоть и мало кому известны).

Объединить  все  три слоя во внятное повествование невозможно, да и не

нужно.  Непреодолимая  разрозненность,  фрагментарность  —  постоянные

свойства шизоидного мира фильмов Линча.

                          Великий комбинатор
Несмотря  на  отсутствие  причинно-следственной  связи  между  частями

истории,  "Малхолланд драйв" не имеет ничего общего с путаным "потоком

сознания".  В  отличие  от сюжета, композиция фильма строга и понятна.

Структура  "Малхолланд  драйв"  (так же, как и "Шоссе в никуда", и — в

меньшей  степени  —  "Твин  Пикс") напоминает структуру многих текстов

писателя-битника  Ульяма  Берроуза.  Известно, что, работая над "Голым

завтраком",   "Нова  Экспресс"  и  другими  книгами,  Берроуз  активно

пользовался  так  называемым  методом  сut-up  ("разрезки"), монтажом,

перенесенным  из  кино  в  литературу. Однако в отличие от монтажера в

кино,  применяющий  cut-up  писатель  перекладывает ответственность за

результат  на  сам материал. Автор здесь ни при чем — фрагменты текста

соединяются  в  случайной  последовательности,  превращаясь          в

многозначительный мозаичный узор, ясная трактовка которого не под силу

даже автору. В сущности, это похоже на гадание.

Конечно,  работая  над  сценариями,  Линч  не  применяет  метод cut-up

буквально.  Но он явно наделяет киноматериал зачатками свободной воли,

позволяет  случаю  соединять  концы  сюжетных  линий.  По крайней мере

"Малхолланд  драйв"  родился  почти  что  путем  самосборки (по словам

самого  Линча,  "фильм  стал  тем,  чем  он  сам... хотел бы стать") в

результате  радикального  перемонтажа двухчасового пилота, снятого для

канала  "ABC".  Телевизионщики предложили Линчу создать сериал по типу

"Твин  Пикс",  и  он  с  радостью согласился. Однако отснятый материал

руководство  "ABC"  совершенно не удовлетворил. Линча просили вырезать

ряд  сцен  —  он  отказывался.  Споры  и препирательства с заказчиками

длились  два  года, пока европейские продюсеры не предложили режиссеру

сделать киноверсию "Малхолланд драйв".

Линч  быстро  доснял 26 минут и смонтировал кино, ничуть не скрывающее

своего  "сериального"  происхождения.  Примерно  два  часа,  пока Линч

использует   материал   пилота,  на  экране  происходит  обстоятельное

распутывание  тайны автокатастрофы на Малхолланд драйв. В конце концов

герои  находят  загадочную  коробочку  синего  цвета.  После того, как

коробочку  открывают (на этом месте телевизионный пилот заканчивался),

действие словно срывается с цепи.

Все заявленные в пилоте ответвления сюжета вдруг начинают пересекаться

и  вновь  разбегаться.  Темп  ускоряется,  сцены становятся короткими,

нервными.   Разительная  метаморфоза  происходит  с  Энн-Бетти  —  она

становится  главной героиней, одновременно превратившись из аккуратной

и  романтичной  провинциалки  в розовой кофточке со стразами в немытую

неврастеничку.

Эти напряженные 26 минут, насыщенные сценами ревности, ссор и истерик,

контрастируют  с пилотной частью, которая в сущности даже не детектив,

а  тонкая  комедия.  Похождения  Риты  и Бетти вызывают скорее улыбку.

Эпизоды  их совместной жизни напоминают добротные американские сериалы

"про  Лос-Анджелес",  которые  никогда  не  обходятся  без  общения со

строгой  домоправительницей, первого кастинга, романчика с режиссером.

Все  правильно  —  ведь Линч и собирался делать сериал. Но в контексте

двух  с  половиной  часового  фильма  со стереозвуком все это выглядит

преувеличенно, на грани издевки. Иногда Линч даже переходит эту грань.

В  фильме есть пара эпизодов, явно пародирующих то ли фильмы Тарантино

с  их  абсурдными диалогами и комичным насилием, то ли "Диких сердцем"

самого Линча (которых он снял за два года до дебюта Тарантино).

                           Кнопочки эмоций
"Малхолланд  драйв"  изобилует  мотивами,  повторяющимися  из фильма в

фильм.  Но  здесь  они  —  не  только  важные  образы личной мифологии

режиссера, но и "кнопочки", включающие у знакомого с творчеством Линча

зрителя те или иные эмоции:

Во-первых,  это  ночное  шоссе, непременный атрибут любимой режиссером

"одноэтажной   Америки",   населенной   бесплотными   духами   то   ли

истребленных   индейцев,   то   ли  деклассированных  бродяг,  "белого

отребья". Это "кнопочка" необъяснимой тоски и ощущения близости Иного.

Во-вторых  — карлик Майкл Джей Андерсон, появлявшийся и в "Твин Пикс",

—   потусторонний   персонаж,   всегда  выступающий  в  роли  теневого

правителя:  то  ли  "франкмасона", то ли просто мафиози. Его появление

всегда   сопровождается  нагнетанием  паранойи.  На  наличие  заговора

указывает   и  фотография  из  портфолио  Камиллы  Роудс.  Ее  портрет

напоминает  фото  улыбающейся  Лоры  Палмер  из  "Твин Пикс", погибшей

"внутри такой же абсолютной загадки".

Наконец,  это  залитый  голубым  светом театр "Силенсио", напоминающий

ночной  клуб  из  "Синего бархата" — фильма, где добро и зло, жертвы и

убийцы   то  и  дело  менялись  местами,  а  все  ужасы  ночной  жизни

оказывались  просто сном, иллюзией. В "Силенсио" тоже все "понарошку":

здесь  дают концерты и цинично поют леденящие душу литании (похоронные

песни) — но под фонограмму.

Принято  считать,  что  фильмы Линча несут какое-то тайное знание. Сам

режиссер  умело  пользуется  легендой,  то  уклончиво  подтверждая, то

отрицая  ее  в своих интервью. Но "Малхолланд драйв", кажется, положил

конец  двусмысленности.  Кино  Линча  —  такая  же  ловкая игра, что и

"фанерные" номера в аттракционе "Силенсио". Ключ к пониманию этого дан

в  первых же секундах фильма, в заставке с прыгающими, кувыркающимися,

выпадающими в пустоту и вновь материализующимися танцорами.

Как-то  Хичкок  утешал  актрису:  не  расстраивайтесь, "это всего лишь

фильм".  "Малхолланд  драйв"  еще  легче,  чем  фильм.  Это всего лишь

рок-н-ролл. Держите ритм!

                          Четыре цвета Линча
Фильм
О чем
Светлый
"Простая история", 1999 "Ковбой и француз", 1989 
Лиричные и трогательные картины о красоте любимой режиссером американской глубинки. 
Темный
"Малхолланд драйв", 2001 "Шоссе в никуда", 1997 "Твин Пикс: огонь, иди за мной", 1992 "Синий бархат", 1986 
Заговоры, паранойя, странные места и странные люди. "Одноэтажная Америка" и изнанка индустрии развлечений. Загадки, ребусы, преступления. Все это сплетается в клубок и прорастает дюжиной одинаково неудовлетворительных трактовок. 
Разноцветный
"Дикие сердцем", 1990 "Дюна", 1984 
Если убрать из "темных" фильмов Линча ощущение потустороннего присутствия, они тотчас же превратятся в разноцветный, кричащий кич с лицами-масками. "Дюна" - такое же фантасмагорическое нагромождение имен и интриг, как "Твин Пикс" и "Малхолланд драйв", а в "Диких сердцем" даже сюжет строится как комикс.
Черный
"Человек-слон", 1980 "Голова-ластик", 1977 "Инвалид", 1974 "Бабушка", 1970 
Мрачное нео-экспрессионистское и сюрреалистическое кино, наивное и жестокое. Действие этих фильмов происходит в тесных каморках ("Голова-ластик") или в унылых индустриальных ландшафтах и викторианских интерьерах ("Человек-слон"), среди бетонных плоскостей или переплетений труб, радиаторов и пылающих горнов. Перед зрителем проходит галерея монстров (только "Бабушка" обходится без демонстрации уродства). 
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Отдельная благодарность Виталию Филиппову за предоставленный материал.




Триллер "Малхолланд драйв" (Mulholland Drive)

Режиссер - Дэвид Линч. В ролях - Лора Хэрринг, Наоми Уоттс, Джастин Теру, Энн Миллер, Дэн Хедайя. США. 2001.

Бетти (Наоми Уоттс) приехала из Канады завоевывать Голливуд... Сама по себе фраза звучит банально, и продолжение легко предугадывается - мало ли молоденьких дурочек приезжает покорять Голливуд. Наверняка у нее ничего не получится, и девушка будет раздавлена, использована и выброшена этой бездушной машиной по переработке молоденьких дурочек... Впрочем, нет. В данном случае можно ожидать, что Бетти ждет иная судьба. Потому что ее тетя - известная актриса, которая мало того, что вывела Бетти на известных режиссеров и продюсеров, но еще и предоставила девушке для проживания свою шикарную квартиру в Лос-Анджелесе, потому что сама с мужем уехала в Канаду.

Однако когда Бетти селится в квартиру, она вдруг обнаруживает, что в квартире живет еще кто-то... Это молодая женщина, назвавшаяся Ритой (Лора Хэрринг), которая ведет себя очень и очень странно. Бетти сначала думает, что эта женщина - какая-то знакомая тети, но в телефонном разговоре с тетей выясняется, что та не знает никакой Риты. Дальнейшие выяснения непосредственно у Риты только запутали ситуацию. Оказалось, что та ничего не помнит из своей прошлой жизни. Она попала в автокатастрофу где-то в районе Малхолланд драйв и теперь потеряла память.

Бетти нравится Рита, и, несмотря на то, что тетушка настоятельно требует передать Риту полиции, девушка пытается помочь новой знакомой вспомнить, кто она и откуда. Потихоньку у Риты появляются какие-то проблески в сознании - всплывают имена и какие-то факты. Одновременно Бетти участвует в кинопробах у знаменитого режиссера и производит на руководство картины отличное впечатление. Похоже, что для нее голливудская сказка скоро станет явью. Но Бетти очень заботит ситуация с Ритой. Ради этого она даже готова поставить под угрозу свою карьеру в Голливуде - до того ей хочется помочь подруге.

Девушки посещают людей, имена которых вспоминает Рита, и постепенно понимают, что ввязались в очень странную и скверную историю. Впрочем, с самого начала было понятно, что это все ни к чему хорошему не приведет, потому что в сумочке Риты девушки обнаружили очень крупную сумму денег...

***

Почему говорят, что в "Малхолланд драйв" ни черта не понятно? По-моему, все ясно, как божий день. Лично у меня, после просмотра этого фильма, возникло всего несколько очень простых вопросов... Почему тетка Риты с мужем так странно улыбались, уезжая в такси? Что за деньги были в сумочке Риты? Почему братья Кастильяне настаивали на том, чтобы главную роль в фильме играла именно Камилла (Рита)? Кто такой мужик за стеклом, который дает указание разобраться с режиссером? Кто этот Ковбой? Что означает синяя коробочка и почему внутри нее только "силенсио"? Почему синих ключей два - один обычный, другой такой странной формы? Что за жуткий мужик на заднем дворе закусочной? Кто такие двое парней, одного из которых испугал тот мужик? Что это за парочка мелких пенсионеров, вылезших из коробки? Чей труп девушки увидели на постели Даяны? Почему Камиллу хотели убить? Что означала сцена в театре "Силенсио"? Почему Даяна видела на столе синий ключ, когда Камилла была еще жива? Почему перед самоубийством Даяны к ней пришла эта чертова тетушка с мужем, и кто они, черт возьми, такие? Имела ли какое-нибудь значение сумасшедшая, живущая в пансионе Коко? Что из всего этого происходило на самом деле, а что - в воображении Даяны? Как видите, вопросов очень немного. Все остальное совершенно понятно... Шучу, конечно, шучу. Ни черта там не понятно. Особенно сразу...

Линч редко делает простые фильмы (его вы и видите на иллюстрации слева). Наоборот, почти каждое его кино (за исключением, разве что, "Простой истории") - ребус, головоломка, загадка и нечто непостижимое. Причем Линч, что бы о нем ни говорили некоторые критики и зрители, снимает вовсе не ребусы или головоломки. Поэтому не нужно скрупулезно пересматривать его фильмы (в частности, "Малхолланд драйв") по нескольку раз, чтобы обратить внимание на все детали и попытаться все-таки собрать воедино из этих разрозненных кубиков законченное сооружение. "Малхолланд..." - не головоломка, несмотря на то, что голову во время и после его просмотра можно сломать совершенно четко. Это самый настоящий триллер - причем высококлассный триллер, - снятый, безусловно, очень крупным мастером.

"Малхолланд драйв" - фильм очень сложный. Многие зрители после его просмотра испытывают чувство легкого или сильного раздражения - им кажется, что Линч просто поиздевался над аудиторией. Ну как можно снимать так, думают зрители, что ни черта не понятно - где там сон, где там явь и что, вообще говоря, произошло? Дайте разгадку, требуют зрители! Разложите нам все по полочкам!

"А оно вам надо?" - отвечает Линч. Это же не ребус, в котором обязательно должна быть разгадка. Тем более, что в "Малхолланд..." как раз все довольно понятно. Особенно если напрячь мозги. А вот почему это так снято? Почему Линч не удосужился все разжевать и положить в рот? Так ведь он человек такой! Вот не нравится ему, когда все разжевано и положено в рот. И его за это можно и нужно уважать. Потому что он, в отличие от огромного количества других режиссеров, воздействующих на очень примитивные уровни мозга, действительно заставляет задуматься. Причем даже тех, кто называют его фильмы полной бредятиной. Они все равно думают над фильмами Линча. Это все равно сидит в подсознании и не отпустит.

По той же причине совершенно не важно, точно ли вы разгадали замысел режиссера или ушли в своем анализе куда-то не в ту степь. Тут главное - чтобы вы попытались хоть что-то понять, проанализировать. Для того и сделано.

Мне понравился "Малхолланд драйв". Даже очень. Это умный, тонкий и весьма непростой для восприятия фильм. Настоящее интеллектуальное кино. Если вы в нем ничего не поняли - не расстраивайтесь и не считайте себя идиотом. Нужно просто дать себе труд немножко подумать, поразмышлять, проанализировать и сопоставить между собой какие-то куски фильма. Для чего? Да просто чтобы мозги не застаивались. Понятно, что намного проще смотреть стомиллионнобюджетные идиотизмы, поставленные по комиксам, или современные дурацкие комедии, создатели которых соревнуются друг с другом, кто сделает максимально тупой и плоский, как доска, сценарий, - ведь там напрягаться не приходится, - однако так голова может совсем разучиться думать. А оно вам надо?

Не рискну рекомендовать посмотреть "Малхолланд драйв" абсолютно всем. Как я уже сказал, многие зрители просто плюются, посмотрев этот фильм, потому что ничего в нем не понимают. Однако если у вас мозги еще не атрофировались, тогда обязательно посмотрите эту картину. Потому что она весьма хороша. Хвалить в ней можно все: сюжет, постановку, великолепную музыку, игру актеров (обе главных героини - Лора Хэрринг и Наоми Уоттс, а также режиссер, которого играет Джастин Теру - великолепны), работу художников и декораторов... Линч мастерски нагнетает напряжение в фильме - просто мастерски. Это именно то, что Хичкок называл словом "саспенс".

Отдельные эпизоды в фильме - почти гениальны. Особенно сцена в "Клубе тишины", сцена прослушивания Бетти... Посмотрите этот фильм, обязательно посмотрите. Я начал писать рецензию - мне сразу захотелось его пересмотреть, хотя первоначально я совершенно этого не планировал...

P.S. А теперь для тех, кто уже посмотрел картину. Если вы ее еще не видели, то не читайте сейчас. Прочитайте после того, как посмотрите...

В общем, там все довольно понятно. Первая часть фильма - то, что существует в воображении Даяны, либо же ей приснилось незадолго до самоубийства. Обратите внимание на сцену вечеринки в доме "Коко" - там Даяна видела всех тех людей, которые в дальнейшем играли роли в первой части, скажем так - нереальной. Та же "Коко" в реальности - мать режиссера Адама Кешера. "Ковбой" - один из гостей на вечеринке. И так далее.

В реальности Даяна как раз и была той самой дурочкой, которая приехала завоевывать Голливуд. Там она познакомилась с Камиллой, и у них возникла любовная связь. Однако Камилла сумела заинтересовать Кешера, который предложил ей главную роль в фильме, после чего она решила прервать взаимоотношения с Даяной. Та, сходя с ума от ревности, заказала киллеру убийство Камиллы. Простой синий ключ - символ выполненной сделки. Даяна его получила. Значит Камилла была убита. Все, что происходило в первой части, - снилось или грезилось Даяне после убийства Камиллы и перед ее самоубийством. Труп, который девушки видели в комнате Даяны - это и есть Даяна. Она просто предчувствовала собственную скорую смерть. Кто увидит содержимое синей коробочки - умрет. Поэтому в синей коробочке - пустота, тишина, "силенсио".

В воображении или сне Даяны она переигрывает свою судьбу. Вместо несчастной девочки, искалеченной Голливудом, она - завоевательница! Живет она в роскошном доме. Имя тети открыло ей все голливудские двери. На прослушивании руководство было в восторге. Режиссер Кешер, увидев ее, влюбился с первого взгляда. Однако далее во сне Даяны начинают отражаться и каким-то образом интерпретироваться события реальной жизни. Камилла обошла ее в гонке за карьеру в Голливуде, причем обошла не очень честным образом. Во сне Камилла связана с мафией, носит в сумочке кучу денег, и мафиози очень настойчиво требуют от Кешера дать ей главную роль. Таким образом находит свое отражение мнение Даяны по поводу Камиллы: она не талантом пробила себе дорогу, а подлостью и преступлением.

Жуткие неприятности у режиссера - конфликт с мафией, измена подруги, встреча с "ковбоем", - Даяна внутренне хочет наказать Кешера за то, что он предпочел Камиллу ей. Однако даже во сне режиссер ведет себя так, как вел бы на самом деле - он не сгибается под воздействием обстоятельств, а все равно пытается управлять ситуацией.

Почему Даяна совершила самоубийство? Это вполне понятно. У нее не получилась карьера в Голливуде, любимая женщина предала ее, и Даяна заказала убийство Камиллы. Тут и половины обстоятельств хватило бы на то, чтобы сойти с ума и наложить на себя руки.

Что означает второй синий ключ сложной формы, кто такие странно улыбающиеся "тетушка с мужем", пенсионеры из коробочки и прочие загадочные вещи и персонажи? Я пока не додумался. Может, вы додумались? Расскажите об этом на форуме...

Spotlight Reviews (What's this?)

Write an online review and share your thoughts with other customers. 

218 of 283 people found the following review helpful: 

 Through a glass darkly, March 17, 2002 


Reviewer: 
 
Mike Stone (Toronto, Ontario, Canada) - See all my reviews 

"Mulholland Drive" is not a typical movie, so I will not write a typical movie review. Herewith, my five personas, while enjoying the "Mulholland Drive" 'experience': 

1. FIVE MINUTES BEFORE THE MOVIE STARTED:

Oh, I wasn't looking forward to this one. Not a fan of Lynch am I. Bored senseless by "Blue Velvet" and "The Elephant Man". Found "Twin Peaks" intriguing, at times stunning, but ultimately vacuous. And the "Straight Story" made me quite sad, but confused me too. Have already planned my escape route out of the theatre, in case boredom sets in before the half hour mark. 

2. THE FIRST TWO HOURS:

An over-the-top pretentious opening, that I realize is supposed to be over-the-top and pretentious. A really good start. Ooh, look at that car crash! Lynch captures the power of steel on steel much better than Cronenberg ever could. And now we meet the two girls. Laura Harring (Rita) and Naomi Watts (Betty; she's from Deep River, Ontario, which got a nice chuckle at my Toronto screening) are both sexy, while being two halves of the same coin. The former, dark and mysterious. The latter, light and innocent. They're both great. 

Uh-oh. There are a couple of scenes that just don't fit. Who were those two guys at the restaurant? And what the heck did they just see in the back alley? I'll admit this, though: it was terrifically frightening. A viscerally charged moment. And then we get a scene of botched burglary that keeps going wrong. And who the heck are the Castigliane brothers, and what do they have against espresso? The Little Man from "Twin Peaks" has a cameo, just to remind you that you were watching a David Lynch movie. Yeah, like I could ever forget that. So now we're wrapped up in a weird mystery plot, surrounded by a surreal Hollywood (What year is this? 1950? 2001?). 

Now for the lesbian scenes. Coolly erotic, although out of place and creepy somehow. I bet this is intentional. 

And on we go to Club Silencio. You must have heard about this scene. A master of ceremonies tells us, to our faces, that all we are about to see (and, by association, all we have seen) is pre-recorded, fake, phony. To prove this, a trumpeter comes out to play a few notes, only when the trumpet drops to his side, the music plays on. Ah. And now, out comes Rebekah Del Rio. She's going to sing Roy Orbison's "Crying" in Spanish. Oh my god, this is heartbreaking. And then...(!) I'll not ruin the surprise. Probably my favourite scene from any movie this year. It's supremely appealing on an intellectual *and* an emotional level. 

And then the Pandora's box opens, and the movie... 

3. THE LAST HALF HOUR: 

...gets really weird. I'm trying to keep up. My brain is working overtime. Who is that? Is she still Betty? Is she still Rita? Is this all a dream? An amnesiacal remembrance? The visual style and tone of the first half carries forth, only it's all a lot more sinister and surreal. The narrative falls away, to be replaced by a dream-like state. Full-disclosure: dream-like states in movies always feel like self-indulgence to me. The filmmaker obviously couldn't find a cohesive ending, so they throw random images against the wall hoping they will stick. That's usually my take. Here, for some reason, I was into playing along with Lynch's game. Big time. 

Okay, so now the credits are rolling. And it all kind of makes sense, but not really. I think I'll take a walk to clear my head. 

4. THE LONG WALK HOME FORM THE THEATRE: 

It's starting to crystallize. She was also she, and that was also that, and they were this, and this was that (oh how I wish I could give you the details along with the above sentence; but that would surely spoil your fun). And yet, some things are just too cloudy to forgive. 

5. DISSECTING IT WITH MY ROOMMATE: 

She had just seen the movie the day before I. We talked for a long while, piecing together the puzzle. Ah! Now I get it. It actually makes a whole lot of sense. 

POSTSCRIPT: 

Here's my advice. Never think of "Mulholland Drive" as having a standard narrative. It doesn't. Never mind that characters come and go without rhyme or reason (Robert Forster and Dan Hedaya, two fantastic character actors, have two scene and two lines between them!). Try not to think of its genesis as a TV pilot. It never would have worked as an open-ended narrative. It only works thematically, symbolically (I suspect others out there caught the obvious visual reference to Bergman's "Persona"?), and viscerally. And when I say "works", I mean it. This one's a stunner, folks. A pure, cinematic stunner. --This text refers to an out of print or unavailable edition of this title 

Was this review helpful to you?     (Report this) 

148 of 161 people found the following review helpful: 

 Mulholland Drive explained, September 27, 2002 


Reviewer: 
 
Randal S Robinson (Grapevine, TX United States) - See all my reviews 

Don't listen to anyone who tells you that this movie is impossible to understand. That's not true. Difficult, yes...especially on first viewing, but there is method to David Lynch's madness and there is an explanation to be found for those willing to look. 

Mulholland Drive is a brilliantly structured film even though the structure is unconventional. Basically the first two hours play out as the dream of a very troubled young woman by the name of Diane Selwyn. In the final 30 minutes we are taken into Diane's reality. Mullholland Drive is a very disturbing portrait of the inner world of a woman about to commit suicide and we learn about her life and what led her to murder and suicide through the dream imagery of the first two hours. 

What confuses many people the first time they see Mulholland Drive is that David Lynch doesn't use the normal cinematic techniques to tip his audience off that they are watching a dream segment. In fact, the dream plays out in fairly conventional linear fashion while it is the reality portion of the film that plays out in non-linear form, jumping back and forth in time and introducing psychotic hallucinations as well. This further blurs the line between reality and fantasy in this film. 

Contrary to popular belief Mulholland Drive is actually very intricately plotted, although the narrative is not readily apparent on the first viewing. The dream portion is a mirror image of reality and it displays a reversed reflection of Diane's real world. A few examples: In the dream Rita exits the limousine and walks downhill; in reality Diane exits the limousine and walks uphill. In the dream Aunt Ruth is alive; in reality Aunt Ruth is dead. In the dream Adam Kesher's world is spinning out of control and he is losing everything; in reality Adam Kesher's world is very much in control and he has everything. In the dream the hitman is incompetent; in reality he turns out to be all too competent. In the dream Camilla is alive and Diane is dead; in reality Diane is alive and Camilla is dead. 

Betty is, of course, the idealized dream version of Diane. She's a prettier, more wholesome, and more talented version of Diane. However, Diane is not Betty in her dream as most people automatically assume...she's Rita. 

Mulholland Drive is a challenging and haunting film that I believe will only rise in stature as the years go by. David Lynch spoonfeeds nothing to his audience but challenges them to explore the nightmarish inner world of Diane Selwyn for themselves and reach their own interpretations and conclusions. There are great rewards for those willing to do so. 

Was this review helpful to you?     (Report this) 

________________________________________
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 Egocentric and Incomprehensible, February 11, 2005 


Reviewer: 
 
Michael Developer "amazon3748" (NY) - See all my reviews 

On one hand, this film is filmed beautifully and looks like the high budget film that it is. For those of you who are into lesbians and don't what to rent something from the x-rated section, you'll get an even better thrill. But other than that, the film rambles on for far too long in an incomprehensible mess of imagery which I'm sure Lynch is half pround and half giggling that people here get. 

Ever go to a modern art exhibit where the artists are talking about their works? For the most part it is about self-absorbed individuals who are completely wrapped up in their own desire to be unique and clever without realizing that most in the room are holding back laughter. While they ramble on about symbolism and all sorts of unrelated issues, you sit there thinking "I feel very sorry for this person who is trying so very hard to pump up what brilliance they have created by telling me that their piece of crap is genius because you have never seen something like it before and thus it is original!" I'll say this much. Just because it's original doesn't mean it is great. It's still crap with a different package. 

Yes, that went on a little longer than expected but after you watch the movie you'll feel sad that something so visually pretty and that has some compelling moments ends up being just a crappy collection of imagery to watch for over 2 hours. It's a collage of crap that is supposed to make sense with subtle "clues" according to the author and people here in a way that is so thin that you could miss them instantly. Trust me that you don't want to watch this crap again. 

Now, the finishing point of why this is crap. I'm guessing that these idiots also thought that the inferior DVD released without chapter points was intentional too? Perhaps it was released cheaply and Lynch thought -- "hey, these idiots will probably find some other esoteric reason why this inferior release has been done for artistic reasons!" I've never seen a DVD where you literally have to fast forward the movie to any scene because yes, there are no chapters. I'm guessing that anyone who bought it should receive a new DVD should it come out. Oh yes, I forgot, Lynch didn't want you to skip scenes so they were intentionally left off. 

Get real all of you... 

Was this review helpful to you?     (Report this) 

 A very odd, yet interesting, movie, February 10, 2005 


Reviewer: 
 
Jesse Ward (Ann Arbor, MI) - See all my reviews 

This movie is confusing at first (especially the last half-hour or so), though it is quite funny in some areas and erotic in others. It becomes extremely interesting and distrubing after a little thought and analysis. It's at least worth a rental--it's an interesting movie, but I don't know if I'd buy it. If you're having trouble coming up with your own interpretation, please check out www.mulholland-drive.net for some pretty good articles, before writing off the movie completely. 

Was this review helpful to you?     (Report this) 

3 of 3 people found the following review helpful: 

 A David Lynch formula movie; playing musical scripts., January 29, 2005 


Reviewer: 
 
David Higgins (Greenville, FL United States) - See all my reviews 

I had a dream that David Lynch explained to me what this movie was about,and I still don't get it. I really believe that Lynch considers Hollywood to be the gateway to hell. Anyway...here goes. Girl goes to Hollywod to become a star, and feeling betrayed by the whole movie industry, she murders her lesbian lover who takes her starring part and then kills her and then becomes her in the afterlife. 

Was this review helpful to you?   

David Lynch's film Mulholland Drive Explained

by Wes Clark

________________________________________

(NOTE: The article title, "David Lynch's Film Mulholland Drive Explained," is presumptuous. It has been pointed out to me that there are psychological levels and meanings to this film above and beyond what I have written here. I accept this. This film is more contextually "thick" than classic film noir from the 40's and 50's is. From a viewing of Twin Peaks, I think David Lynch likes this sort of thing very much. My comments attempt to make sense of it in a flat and direct manner; a "why did the person do what to whom"-kind of thing. However, I believe that this film will pay off a deeper or more speculative analysis. For instance, one fellow contacted me and suggested, what if Camilla didn't really exist? What if she were merely a dream character/wish fulfillment character for Diane Selwyn? Good question, and I'm sure there are others like it. But for those who left the theater totally puzzled and are looking for a simple outline, the following may prove helpful.) 

The first thing you see in the movie after that outlined dance sequence (that refers to Diane Selwyn's jitterbugging contest) is a red pillow and the sound of labored breathing. The camera moves toward it, as if from the view of the sleeper. This is actually the most important shot in the movie! In hindsight it establishes that Diane Selwyn is going to sleep. Then darkness. Everything that happens for nearly the next two hours (Betty arriving at the airport, Rita's crash on Mulholland Drive, the movie deals and auditions, the hitman, Cafe Silencio, etc.) is Diane's dream.

Diane Selwyn's rotting corpse on the bed is Diane dreaming of herself. At one point, calling Diane Selwyn's number, Betty significantly says "It's weird calling yourself." That's exactly what she's doing. (It makes me think of a line from another great film noir, Chinatown: Lt. Escobar: "Isn't that your phone number?" Jake Gittes: "Is it? I forget. I don't call myself that often." Lynch had many film noir references inTwin Peaks.)

When Betty and Rita find the stylized blue key at the Cafe Silencio they bring it home to open the blue box. Significantly, Betty disappears from the scene. The camera zooms into the box, and an alarm is heard. The Cowboy pokes his head into the room, says, "It's time to wake up, beautiful," and Diane awakes and makes herself coffee. This is real-time, waking life - for Diane, an unpleasant, hopeless place. She has a visit from that brunette with whom she shared an apartment and sees the blue key on the coffee table.

The next things that happen are flashbacks that explain how Diane's dream was constructed. Finally, she commits suicide.

So, here's the story assembled in an order that makes sense:

1. Diane Selwyn, aspiring actress, loved Camilla and had a lesbian affair with her. 

2. Camilla was cast for the movie over Diane. Diane was jilted.

3. At a party at the producer's house on Mulholland Drive, Camilla announces her wedding plans, making Diane angry.

4. Diane contracts with the hitman at the diner to have Camilla killed. The un-stylized blue key is the signal that this has been done.

5. Diane has the blue key in her apartment. She has her dream, a more hopeful version of her relationships with people  constructed from the above. It puts her in the position of power and desirability.

6. Tormented by demons either real or imagined, Diane shoots herself.

7. End of movie, silencio.

The guy who spits espresso is Angelo Badalamenti, who wrote that moody score.

I'm not entirely sure about the Cowboy, but he is shown walking through the party when Camilla announces her wedding to the producer. So he could simply be a person Diane remembers from the party and is inserted into her dream.

People wonder, "So does the entire thing hinge on Betty being delusional?" Not delusional, but dreaming. ("A film is a dream." - Orson Welles) Having been jilted by Camilla and not getting the part in the film, she's depressed, angry and murderous.

What about the entire Aunt Rose apartment?" It was dreamed. There's a scene just after the key is inserted into the box where the aunt looks around hearing a noise but doesn't see anything. Perhaps she's Diane's aunt, perhaps not.

That creepy diner scene towards the beginning of the film may be the director's way of indicating that during the first two hours, the dream world and the real world for Diane are interchangeable. The guy with the burnt face behind the diner could be thought of as a sort of figurative or literal demon, with the old couple are his emissaries. They "visit" Diane in her apartment and cause her to commit suicide at the end of the film. The homeless guy is something like the godlike fellow who pulls the lever in "Eraserhead," Lynch's first film.

Oddly enough, this most adult of films noir has a basic premise in common with "Wizard of Oz." An entire two hours is filled with a dreamlike jumbled plot constructed from fragments of real life. 

Mulholland drive explained (hopefully)
Linking: 204  Comments: 5

Date: 1/4/04 at 11:45PM (1y1M ago)
 Add Comment | Send to Friend

for you guys that still wonder what THE FUCK Lynch was trying to tell us in his movie, visit Mulholland drive a fine analysis of the movie.

It's based on the idea that the movie's two part are a dream and then reality. It's a good theory and probably close to what Lynch idea was.

to summarize it I found this too...that's the events in the movie and the time line according to the dream theory :

___________________

Sequence of Events in Mulholland Dr. (according to wicket_saic@hotmail.com)

1. Diane wins the Jitterbug contest. Her family (the old man and old woman) is there and cheers for her. (this is much earlier than any of the rest of the movie. years possibly)

2. Camilla and Diane fool around on the couch (notice the ashtray). Camilla says that they shouldn't do that anymore.

3. Camilla and the director talk and kiss in the car for the movie.

4. Diane gets a phone call and is told to get in the limo. She is dropped of at the bottom of the directors house. The dinner scene occurs in which she finds out that her lover Camilla and the director are getting married.

5. Diane sits in a restaurant with the hit-man and tells him to kill Camilla.

6. Diane returns home and feels guilty.

7. She falls asleep on the pillow.

8. Diane has a long dream. What happens in this dream is coming from guilt and the people surrounding her life. The director who is getting married to her x-lover has a terrible life. Her x-lover loves her again. Diane is an amazing actress and does a great job. The part with the men in the restaurant and the monster is all just a part of the dream. The cowboy has nothing to do with the movie for the most part. He was just seen by Diane at one point and he stuck with her so heÕs in her dream. Her dead aunt shows up. She mixes up names just like everybody often does in dreams. None of this is real. There are many things her dream feeds off of... to many things to try to explain. The dream begins with Camilla (Rita) in the car and ends with the cowboy waking her up. That is all within her dream.

9. A knocking wakes Diane up. It is her neighbor looking for the rest of her belongings. She picks up her ashtray (notice the blue key) and says that there are detectives looking for Diane.

10. While making coffee, Diane thinks she sees Camilla (who she just had killed). Its just a daydream.

11. Diane goes and sits on the couch and stares at the blue key. Someone is knocking (I think that this could be the detectives looking for Diane). The little people are her family representing her conscience. She gets scarred of the knocking and the haunting visions of her loved ones and she runs into her room and shoots herself.

THE END

This is the order in which the movie plays out.

1, 7, credits, 8, 9, 10, 2, 3, 4, 5, 6, 11 end credits

___________________

BUT, I too have a theory...And it's more abstract.

I believe Lynch is indeed dealing with reality VS dream, but I think it's all about theoricing the process of making a movie.

Movies aren't real, even if they seems so. From characters, stories, objects, places...you arrange a set of images that tells a story, gives emotions to the viewer.

Basically I think Lynch shows us that you can do unlimited number of movies with some basic elements. Everything in movie making is about choice, about what you actually shoot... Lynch adds that it's also about what could have been shot, and that within a movie lie hundreds of born dead movies.

No hay banda.

All is just illusion. There is no band. motion pictures are just that : motion pictures. The rest is what you decide it is, just like the other way to see this story, the dreamt life of a wasted actress.

One of the greatest movie, that's for sure.

Everything you wanted to know about "Mulholland Drive"

The scary cowboy! The mysterious box! All that sex! We answer all your questions about David Lynch's latest outrage -- the weirdest movie of the year.

- - - - - - - - - - - -

By Bill Wyman, Max Garrone and Andy Klein

Oct. 23, 2001 | "Mulholland Drive," the latest feature from director David Lynch, is exhilarating -- two hours and 25 minutes of macabre thrills, highly charged erotica and indelible images. But it's also confusing. Bits and pieces of plot dribble out; characters appear and disappear; the film takes an incomprehensible turn two-thirds of the way through; and there seem to be three or four disparate story lines that have virtually nothing to do with one another. 

In this way, the film is similar to Lynch's "Lost Highway," his cinematic scud missile of 1997. In that film, the 40-something Bill Pullman languishes in a locked prison cell. He then, without explanation, turns into the 20-something Balthazar Getty and is released from prison, and the movie goes off on a new story tangent. That was just one puzzling development in a film whose plot was regularly described as a Möbius strip by reviewers. 

"Mulholland Drive" is a movie along those lines, though its filmic palette is broader, its setting (Hollywood and the film industry) more portentous, and its themes plainer. Beyond that, the narrative is intricate and playfully surreal rather than opaque and frustrating. 

Indeed, it may be the most conventional and coherent of Lynch's "hard" movies ("Eraserhead," "Blue Velvet," "Twin Peaks," "Fire Walk With Me," "Wild at Heart," "Lost Highway"). All the themes that cycle through his work -- strange figures pulling the strings behind the scenes, random acts of extreme violence, bizarre character fixations and the feeling that the surreal is an active part of our everyday life -- are present here, but he's tied them to a narrative structure that, in the end, resolves itself. For aficionados, there are red herrings that will maintain many a debate, but others will suspect that Lynch is finally coming out and telling us what he's all about. 

Still, of recent American movies, only "Memento" is remotely as challenging, and it's still almost impenetrable on first viewing. What follows includes a synopsis of the plot and then questions and answers about what in the world is going on in "Mulholland Drive's" strange universe. So stop reading now if you haven't yet seen the film. 

- - - - - - - - - - - -

Here's the basic plot: The film opens with garish, distorted footage of people jitterbugging; it's a hellish version of a Gap ad. Then we see washed-out superimposed footage of a young woman with a sort of beatific homecoming queen smile on her face. 

Then there's a few seconds of a red blanket; breathing sounds pulse on the soundtrack. 

Then the movie proper starts, with a few parallel stories: In one, a gorgeous woman is in the back of a limo, climbing the winding curves of Mulholland Drive above Los Angeles. The driver stops unexpectedly and points a pistol at her. But before he can fire the limo is rammed by one of a pair of drag-racing cars. The voluptuous woman gets out in a daze and stumbles down the hills into Hollywood and ends up sleeping in an apartment whose owner is away on vacation. 

Then we see a diner, with an odd, nervous, nerdy-looking young guy talking to a more composed middle-aged man. The younger one says he's had a dream about the diner and a monster outside. They go outside and see the monster! The young guy collapses. 

Someone is after the woman who wandered off from the car wreck. We see a strange man pick up a phone and hear that they haven't found her yet. He calls a number and passes along the message; we see a dirty yellow wall phone picked up and accept the message. Then we see that phone hung up, picked up and dialed. A phone rings on a coffee table next to an ashtray, but no one answers. 

We are introduced to another character, Betty, as she gets off a plane, chatting gaily with an elderly couple she met on the flight. Betty is a bushy-tailed, almost painfully chipper young woman just arrived in Los Angeles to make her fortune as an actress. The older couple effusively wish her luck. 

In yet another narrative stream, a young director, Adam, is being forced by some evil Hollywood studio types to cast a certain ingénue in his film -- a blond named Camilla. Arrogantly, he refuses; a strange man in a spooky room orders that the film be shut down. Adam leaves for home in despair and finds his wife in bed with the pool man, who beats him up. 

Meanwhile, a scruffy blond-haired guy is talking to a long-haired guy in a shabby office, who mentions something about an accident. The blond guy pulls out a gun and shoots the other, apparently to get a mysterious black book that has some sort of connection to the attempted killing of Rita. But a shot goes awry and hits a woman in the next office. The hit guy tries to strangle her, then shoots her. Then he shoots a janitor who wanders by. Then he shoots the janitor's vacuum cleaner and starts a fire, which sets off alarms and sprinklers. 

Betty is staying in the vacant apartment of her aunt, in a building run by an older woman who calls herself Coco. Betty stumbles on the bruised woman hiding out in the shower! She's under the impression, at first, that she's a friend of her aunt's; but it eventually is revealed that the strange guest is suffering from amnesia. She christens herself Rita, after seeing Rita Hayworth's name on a movie poster; the pair find $50,000 and a mysterious blue key in Rita's pocketbook. This suits the Nancy Drew-like inclinations of the out-of-towner perfectly, and they set out to figure out the secret of Rita's life. 

The director is thoroughly menaced by some dark forces, including a very scary guy in a cowboy hat in a deserted corral at the top of Beachwood Canyon, high above Hollywood. 

The cowboy, calm but dangerous, tells the director again to hire Camilla, the ingénue. "If you do what you're told, you'll see me one more time," the cowboy says calmly. "If you don't do what you're told, you'll see me two more times." 

Betty, meanwhile, is preparing for her first audition. She and Rita practice her lines; she's clumsy and conventional. But at the actual audition she turns into a sensual bombshell -- and blows away the producer and everyone watching! 

Then a casting agent walks Betty over to the director's movie set. It seems to be some sort of '50s period piece. We see a woman sing Connie Stevens' "16 Reasons." Then Camilla, the ingénue the bad guys are shoving down Adam's throat, sings Linda Scott's "I've Told Every Little Star." "This is the girl," Adam says. 

Betty and Adam's eyes meet. But she runs home to Rita. 

The two women follow clues to the apartment of another young woman, Diane. They speak to Diane's neighbor, then break into her apartment and find her dead and decayed in her bed! 

Shaken, the two return home and dress Rita in a blond wig as a disguise. Betty invites Rita to share her bed that night. Rita makes a pass and the pair find comfort in each other's arms. 

"Have you even done this before?" coos Betty. 

"I don't know," replies Rita, "-- have you?" 

Betty says, "I want to, with you. I'm in love with you." 

Rita has a dream about a stage show in a nightclub. She drags them to the club, which is called Silencio. There, musicians and singers pretend to perform, but the music is all canned. Says the emcee: "This is all a tape recording. It is an illusion." 

Up in the balcony, the pair begin crying. Betty shakes and weeps in some hyperemotional response to the music. Without explanation, she finds a glistening blue box in her purse. 

They go home. Rita turns to the closet. When she turns around, Betty has disappeared. Rita uses the key to open the box. She's apparently sucked into it; we zoom into it, presumably from her point of view, and it drops to the floor. 

The movie suddenly changes. We're back at the dead Diane's apartment. We hear knocks at her door; we even see the mysterious cowboy again! "Hey, pretty girl, time to wake up," he says. 

Her neighbor, whom we met before, finally wakes her up. Diane is a haggard, dirty-blond with a nervous twitch and a beaten-down look. She notices a blue key on her coffee table. 

She's involved with a taunting but cold brunet -- the amnesia victim, Rita! The brunet's real name, we learn, is Camilla -- which is the same name as the ingénue the studio bad guys are pushing. But that woman was blond and much shorter -- an entirely different woman. 

The two women have sex on the couch, but Camilla suddenly goes cold. Camilla says, "We shouldn't do this any more." 

Diane, horrified, says, "Don't say that," and tries to force her way with her. 
This Camilla is suddenly the object of the charms of the young film director, now happily separated from his wife. We see him putting the moves on her on his movie set. Camilla makes sure that Diane can watch, which she does, glowering. 

Later we see Diane masturbating in an unhappy frenzy. 

The phone rings; the phone she picks up is the one that isn't answered at the beginning of the movie. Diane is taken in a limo to the party -- the same limo, it seems, we saw Rita in at the beginning of the film. It's on the same ominous trip up Mulholland Drive, too. 

But she's not about to be shot. Instead, she's greeted at a party by Rita, who is now Camilla. The host is the director, and the weird Coco is now the director's mother! She questions Diane with a look of disapproval on her face. We learn that Diane was a teen jitterbugging champion in Canada who came to Hollywood after her aunt died and left her some money. Diane says she's acted a bit, and met Camilla at an audition for a big part in a movie called "The Sylvia North Story," directed by Paul Bruckner. But she lost the part to Camilla. 

Diane, humiliatingly, is forced to watch first as the blond Camilla from the first half of the movie comes over and kisses her Camilla, deeply on the lips. And then Camilla and Adam make out in front of her at the table. They seem to be about to announce their engagement. 

This scene abruptly cuts to one in which we see a distraught Diane sitting again in the diner, paying the shaggy hit man $50,000 to kill her girlfriend. He's holding a black book. She'll find a blue key on her coffee table when the deed is done, he says. 

The camera pans out into the back lot of the diner, where we see the monster again. It's a homeless man, it turns out, his face filthy and his hair matted. He's turning the mysterious deep blue box over in his hands. 

We suddenly are reintroduced to the cheerful elderly couple who accompanied Betty off the plane -- incredibly tiny, and crawling out of the mysterious box. Now they are shrieking and horrific. They chase Diane around her apartment in a phalanx of terror. She flees to her bedroom and shoots herself in the head. 

The couple laugh maniacally. 

We see the ominous L.A. cityscape at night. Spectral washed out images float over it, just like at the beginning of the movie. This time we can see Betty and Camilla's faces. 

Then there's a shot of an odd, heavily made-up actress from the club the women went to. 

"Silencio," she says. 

- - - - - - - - - - - -

This all leaves a number of questions. Let's take them in order. (Feel free to send us suggestions, quarrels or further thoughts on the film.) 

What the fuck is going on in this movie? 

Well, it seems that Diane had her girlfriend murdered. Then, in a masturbatory fantasy cum fever dream in the moments before she commits suicide, she reimagines her ruined career and failed relationship with the woman she loves. 

The dream begins with Camilla/Rita miraculously escaping the hit Diane had taken out on her. From there, Diane, a product of Hollywood, imagines the story in cinematic fashion: She sees herself as the naive wannabe starlet Betty, who succeeds on sheer talent and solves whatever problems are thrown her way. She even gets the girl! 

Thematically, Lynch seems to be working out a number of things: the enticing but empty imagery of the movie screen; the accompanying imagery that is used as stardust to cover up the unpleasantries of the movie-making process; the imagery that the ambitious use to reimagine and remake themselves; and the imagery and imagination actors put to work to create their characters. 

Wait, go back to the Diane and Rita stuff. Where does Betty fit in? 

Diane and Betty are the same person. 

Get out! 

Some viewers see that it's the same person right away; others are flummoxed because they just seem different. If you look closely, you see they're the same actress. The actress, Naomi Watts, delivers a technically dazzling performance. It's difficult to believe that chipper Betty and the ground-down Diane are the same woman, but they are. 

As a reader points out in a letter to the editor, Lynch even slips in a wry joke. "It's weird to be calling myself," Rita says as the pair call Diane. "Hi, it's me," Diane says immediately afterward, on her answering machine. 

Fine: "So it was all just a dream." Is that the cliché you're contending Lynch is giving us? 

Well, it's a little more complex than that. It certainly does explain the exaggerated gestures, heightened emotions and odd plot turns in the first part of the movie. Seen as dream motions, Betty's hokey "I'm goink to be a stah, darlink" schtick makes more sense.
Diane's fantasy is a number of things. It's obviously a dream of a world in which her relationship with Camilla was different -- a place where Camilla loves her and is dependent on her. But it's also a requiem for her lost career, and arguably an elegy to a lost Hollywood as well. But Lynch seems rather ambivalent about the lost Hollywood, which by analogy undermines Diane's dream vision, too. 

Lynch may be telling us that this is the dream we all share when we watch Hollywood movies, and reminding us at the same time that it is a dream -- that it is wishful, and says a lot about the dreamer. The movie's most problematic conceit is Diane's hallucination of the mad powers behind the scenes in Hollywood. Are those imaginings the incoherent ones of a cockeyed youngster turned sour by failure? Or the unvarnished truth of someone who'd seen it happen, up close and personal? 

Indeed, Diane herself is someone who deals with personal rejection by hiring an assassin. Lynch does a great job intertwining the dicier sides of Diane's character with a wider critique of Hollywood as a business and the complex relationship between Hollywood as dream factory and its audience. It's possible Lynch sees consumers of popular Hollywood fare as unable to work out their grievances in their real lives, so they resort to fantasies of revenge. 

What's the time period of the movie? 

It's apparently the present, but the dream part of the film is an eras-spanning romanticized netherworld of ivied Hollywood apartment buildings, aging stars and picture-perfect period re-creations on busy sound stages. (In "Blue Velvet," too, Lynch pulled off the trick of creating a modern setting that seemed somehow to have previous decades still hanging heavily in the air.) The women ride around in cabs a lot, an anachronistic touch. But the thuggish hit men and crack-addled hookers wandering around are up to the minute. Overall it's typical of the fine line Lynch walks between the fantastic and the real, all set against a malevolently filmed skyline, harsh parking lots and the endless expanse of light that is L.A. from the hills at night. 

Speaking of which, despite a few night scenes, this is one of those odd noirs in which terror lives in broad daylight. 

OK, so what about the box? 

We don't know about the box. 

What about the monster? 

The monster, who hides behind the diner where Diane contracted the killing, seems to be the demon Diane metaphorically begins dealing with when she decides to have her girlfriend knocked off. In the end we see he's just a homeless man, a reminder of the grimy Hollywood Diane came to know after her jitterbug-queen optimism got beaten out of her. And, OK -- he's also the keeper of the box, the symbol of Camilla's death and perhaps reality contained (sort of like a movie). Once it's unlocked, Diane has to return to the physical world and accept that she's done an inhuman thing. 

Readers see a lot more in the box: Several found an amusing -- and hard to argue with -- sexual connotation. (Maybe that's why the hitman laughs when Diane asks what the key opens.) Others make a case that it's a television. The multiplicity of meanings fits in well with the film's texture. 

The blue key is supposed to mean Camilla's dead; but we see her alive after that. 

After the fairly straightforward narrative of the film's first two-thirds, the last part of the movie is a staccato sequence of flashbacks. Diane sees the key, and understands that the deed is done. (She probably understands that she's going to pay a price for it, too; her neighbor even tells her that "Those detectives were here again.") She starts reflecting on how she came to be in this position, from Camilla's coolness to her flirtations with Adam to the unforgivable humiliations at the party. Diane sees that she's been reduced to an object of pity and contempt by even someone like Coco. That takes her into the downward spiral that produces the hallucinogenic first part of the movie and then her decision to shoot herself. 

Let's talk about the 50 grand. Diane gives it to the hit man; why is Rita carrying it? 

This is a good example of Lynch's dream logic. Diane fetishizes it, and it turns up in an odd place in the dream. Same with the mysterious blue key. The hit man says he'll leave a normal blue key in her apartment when the deed is done. This transmogrifies in her fantasy into that futuristic one. Both are also necessary to Diane's dream mélange of film clichés, particularly noir film clichés (and the director's deconstruction of the genre as well: "A dame appears out of nowhere with 50 grand in her purse and a mysterious key.") 

Watch the movie carefully and you see that many characters and props in the last third of the film are picked up in Diane's mind and repurposed for the dream: The hit man's black book; her grouchy neighbor; the waitress at the diner; the director's mom; the director who didn't give her the movie part; the woman Camilla kisses at the party; the cowboy; even her aunt.

What mélange of film clichés? 

Diane seems to have imbued herself with the worlds of film, TV, even pop-culture camp, in her time in L.A. Much of what she and Rita attempt are procedures right out of a Sam Spade noir handbook by way of Nancy Drew -- peeking into windows, talking to neighbors, making anonymous phone calls and so forth. When the two are in their bed together, there's a double-profile shot that's an homage to Bergman's "Persona." Betty helps Rita turn herself into a blond, a rough doppelganger of Betty, à la "Vertigo." The sequences in which the director is bullied into using Camilla in his film have a tangential similarity to the conversations leading up to the infamous horse's head scene in "The Godfather." Readers note that "The Wizard of Oz" is in there too, as well as a strange pattern of parallels to "Pulp Fiction." 

There are also vague echoes of TV soap operas, pornography and a lot of other things, not to mention the presence of Chad Everett (the guy Diane does the audition with), '40s hoofer Ann Miller (Coco), Lee Grant (the aunt's weird neighbor), Billy Ray Cyrus (the pool guy), Robert Forster (a cop), and others. 

The references all seem to be what the theorists call "blank," just memories ricocheting around in poor Diane's head at a really bad time. 

Fine, fine. Isn't the cowboy just sort of a twist on the menacing Robert Blake character in "Lost Highway," the reindeer man in "Wild at Heart" etc., etc.? 

It certainly seems like it. The goofy Roy Rogers getup is also another echo of a prelapsarian Hollywood when the studio system ruled and studio heads of virtually limitless power really did pull the strings. 

The director did what he was told. Why did we see the cowboy twice? 

Well, the cowboy appears once to Diane as a transition from her dream back to reality, apparently part of her fantasies before she kills herself. In the "real" last third of the film, we see the cowboy passing out of the party at the director's house. To us, caught up in the backward dream logic of Diane's fantasy, this would have been the one last time the director would see him, since he agreed to put Camilla in the movie. But in reality he was just someone she once saw out of the corner of her eye who was then incorporated into the paranoid fantasy of her dream. 

What about that hooker the hit man questions and then ushers into his van? And what about those diner waitresses? 

They seem to be Lynch's nods to the milieu he's filming in and the diverse women Hollywood chews up in various ways. Diane imagines herself as Betty in the dream after seeing a waitress named Betty when she's talking to the hit man. In the dream, Betty meets a waitress named Diane. 

Betty loses a part in "The Sylvia North Story" to Camilla. Who's Sylvia North? 

Beats us. But note that the director of that movie is Paul Bruckner -- the milquetoasty guy at her audition. 

That weird old couple? 

They appear in the opening jitterbug sequence as well. They may be the judges of the contest she won, or her parents. In the end, they seem to be signs of her innocent past come back to terrorize her. 

The film's dedicated to Jennifer Syme. Who's that? 

Syme was an actress who appeared in "Lost Highway." She died in a car accident. The tragic death was noted in the tabloids because she used to date Keanu Reeves. 

What about the Silencio Club? 

In the dream logic of Diane's imaginings, it's part of the glamour of Hollywood, and the out-of-body existence of many actors, and perhaps the ultimate emptiness of the reality that films purport to give us. The unexpected focus on sound, as opposed to image, which is what the rest of the film seems to be about, is typical for Lynch as well: His soundscapes, here as in his other difficult films, are extraordinary, and he regularly conflates sound and image. Remember that in "Blue Velvet," which also dealt with the reality beneath the surface image, young Jeffrey, the Kyle MacLachlan character, is introduced to that netherworld via a severed ear. 

Lynch's longtime composer, Angelo Badalamenti, plays the espresso-drinking movie exec at the beginning of the film, incidentally. 

Also, speaking of "Blue Velvet," Dorothy Vallens lived in the Deep River apartments. Betty is from Deep River, Ontario. 

What is the point of that scene with Chad Everett, Diane's audition? 

This strikes us as possibly the heart of the movie. It's the linchpin of Diane's idealized image of herself. Yet beyond that, the care with which the sequence is set up and the scene's immense punch seems to suggest that Lynch believes, perhaps passionately, that there is such a thing as acting, even great acting. It may be his tribute specifically to the miracle of character imaginings like Diane's and, by extension, to the creation of self in our subconscious and the many selves we don't know. Actors make it up out of nothing more than sheer imagination and persuade the audience to believe it. Lynch has been doing the same thing explicitly over his entire career. 

Again, Naomi Watts, the actress, should be given credit for balancing the many levels of control needed to convincingly act the part of a ground-down starlet imagining herself as a chipper and idealistic young thing who then can convincingly deliver a unexpectedly searing audition performance -- and then have the levels of the conceptions make emotional sense to viewers at the end of the film. Brava! 

The hit man thing is confusing. Who is the long-haired guy he murders? And what about the prostitute he ushers into the van? Is that Diane, too? 

The guy he shot so perfunctorily made some remark about a car accident. The implication seems to be that he was in one of the joyriding cars that hit the limo, and that he ended up with some sort of black book that the guys who were about to kill Rita possessed. In the logic of Diane's dream, the hit man needed that as a lead to where she was. We know that it's not going to help him find Rita, but he doesn't know that. 

The scene is also another movie nod, this time to the absurdist modern black noir; here it allows Lynch, at his bleakest, to film a senseless carnage that out-Tarantinos Tarantino. It's also part of the confusing background noise Lynch likes to put into his movies. It is a deeply felt contention of his that not everything makes sense. Less charitably, you can say it's a loose end from the TV series that never got made. 

What TV series? 

"Mulholland Drive" was supposed to be the pilot for an ABC TV series that was going to both make ABC the network of the moment and put Lynch back into a "Twin Peaks"-like limelight. Fat chance. The network approved the script, but balked when execs saw the two-hour-plus result. Lynch apparently tried to slice off the last 40 minutes, but the network didn't like that either. He eventually found a French film company, Studio Canal, to put up some money. He reassembled the cast, filmed some more and created the feature version out now. 

So what is Lynch trying to say about Hollywood? 

You can't help noticing that no one comes off very well in this fetid world. In interviews Lynch has been putting the screws to ABC. While he points out that the network had approved the script before he filmed it, it's hard to believe any sane person would expect broadcast television to air a movie anything remotely like this. And we're somewhat suspicious when a director like Lynch -- who's been given tens of millions of dollars to make extraordinarily dark, sometimes positively inhuman ("Wild at Heart," for example) movies for more than 20 years -- whines about Hollywood. He's been nominated for a best director Oscar twice. What does he have to complain about? 

All that said, the movie is certainly no polemic. Lynch seems pretty detached from this. The character of Adam the director seems a mocking version of himself. Lynch's nuances and implicit respect for the magic of the art make the film a complex portrait of the industry. 

And the artistic rationale for the extended sequences of lesbian sex would be ... 

He's playing explicitly with how Hollywood uses women predominantly as sex objects -- except he's turning the formula on its head, making the women's world a closed one, at least in Diane's fantasy of it. But of course, in the end she's doing the same thing a Hollywood movie normally does to a Camilla -- imagining that she's an empty object that she can possess. 

In the end, "Mulholland Drive" is Lynch's most sympathetic film, particularly to women. Even if Betty's dream is an extended apologia for a terrible crime, the density of her character, the expansiveness of her dreams and desires, and the catch-all giddiness of her imagination all make her something close the one the thing she always wanted to be: the ultimate movie heroine. 

And she's just part of the film's dense milieu. The network of aging actresses and incoming starlets ineffably captures the implacable Hollywood mill. Lynch seems to accept the manifold processes by which women come in to self-invent themselves: by sheer talent, the way Betty does; desperately, as Diane does; by hook or by crook, as Rita does, plucking a new identity off a movie poster; or sexually, the way Camilla does. All, he seems at pains to point out, are ultimately in the business of dream fulfillment, which is why we as consumers go to the films as well. Right? 

Mulholland Drive

DIRECTED BY  David Lynch  

WRITTEN BY David Lynch  

STARRING: Justin Theroux, Naomi Watts, Laura Harring, Ann Miller

  Steven Snyder

 Links

            “Mulholland Drive” may be the best dream ever caught on film.

            It is not an experience to be taken literally, but one that is about emotional highs and lows, fears that cannot be expressed in words, and an overabundant doom that seems to exist in the very air of the theater.

            David Lynch, for all the bad things I have said about him in the past, has created a masterpiece.

            It is a film that will infuriate some, driving them mad as they attempt to sort through the various layers Lynch has laid upon each other. 

            The LITERAL story is about two dominant female figures. The first, Rita (Laura Harring), is a beautiful woman that we meet in a limousine on a darkened country road. The car stops, she is instructed to get out at gunpoint, just as some racing college kids crash into the limo. Rita manages to escape, but loses her memory as she wanders the streets of downtown Los Angeles.

            Betty (Naomi Watts) is the niece of a famous actress, and comes out to L.A. to stay in her aunt’s apartment over the summer. Betty finds the distraught Rita showering in the apartment, and forms an instant bond with her.

            What unfurls is a brilliant noir—a mystery with eccentric characters and eccentric situations that tantalizes even the most passive audience. There were moments in the theater I could have heard a pin drop, moments when the collective unease at particular scenes I was sure was going to lead to screams or scoffs of disgust. 

            One thing is for sure: you will never be bored. For better or for worse, this film sinks its hooks in you and never lets you go. I consciously noticed at one point that I was infuriated with the film, sick of its vagueness, but instantly recognized that I had not looked at my watch once, that I NEEDED to solve the mystery, that I was drawn into this film more than any other this year. 

            David Lynch is the most daring filmmaker alive today, following the passing of the late Stanley Kubrick. He adapted “Mulholland Drive” from a rejected pilot of ABC, and during the first part of the film, one can feel the segmented similarities to a television show.

            What elevates this work as something more is a final 30-minute head-trip, as Betty and Rita find a key and soar head-first down the rabbit’s hole. It is a surreal experience, not meant to connect, but instead to expand on characters we have already been introduced to, giving them new personalities and new professions and creating general themes that permeate the material. Is it a flashback or a flash forward? Are Rita and Betty the same person? The answers matter not—in the questioning lies the key. 

            If this sounds crazy, that’s because it is. There are sudden lesbian sexual encounters, demons, dwarfs, steamy auditions, and finally a captivating stage play that emphasizes the emptiness of its players and the fakeness of its performance.

            “Mulhollad Drive” is not meant to be a film that moves from point a to point b. Instead, it is an EXPERIENCE that has a message and goes from a to y to d to s to b to c to give you an inkling of what Lynch is really trying to say. 

            Leaving the theater, everyone had the same sentiment, “what the hell was that?” Yet, no one left early. To accomplish this, Lynch must be given credit. “Mulholland Drive” will be visited often by people compelled to uncover its truths and eager to relive its magic. I have never encountered a film that I hated so much yet was so eager to revisit. I have seen “Mulholland Drive” twice and intend to again. While Lynch’s earlier success “Blue Velvet” was absurd for the sake of being absurd, and could have approached the work in an entirely different way, “Mulholland Drive” could only succeed under his hands and in this fashion. 

            This twisted dream of the corrupt world of Hollywood, its indictment of a culture that addicts people and throws them to the wolves, and its mystery revolving around the depravity of those that want success at any cost is made even better by the feeling that the complete two and a half hours is a metaphor for something greater.

            Some, such as myself, will believe in this metaphor, will search for it, and will be fascinated by this film. Others will see it as nothing more than a gross, lengthy self-indulgence. Everyone is correct.

 (out of 4)

--------------------------------------------------------------------------------

Comments by David Johnson [be warned this contains numerous spoilers]

     Is Mulholland Drive a good movie?  I don't know that I can answer that.  Because it seems to depend on your interpretation of it.  However, since it does depend so greatly on your intepretation, the movie can never be a great movie.  However, don't get my wrong ... there were a lot of aspects of the film that I really liked.  Above all an etheral and intelluctual movie of mammoth porportions.  The question I struggle with is artisticall intent or was the movie simply a random product of mayhem.  I will develop an opinion eventually.  Not because of whatever people say, or anything Lynch could possibly say, but because of the film itself.  It'll just probably take another viewing. 

     First off, there is no doubt in my mind that everything except parts of the last 30 minutes as well as the first 2 hours is entirely a dream secunce.   It actually makes sense is some respects, the floating camera,

the fluidity, the grossly overaggerated characters, the character irregularities that plagued the entire beginning.  See the problem I'm having right is that the plot makes sense, and I can come up with perfectly good explainations for just about every metaphor in the movie -- and some cultural reasons for their inclusions.  However, that's almost made the movie childish.  After compiling all the metaphors, the movie stands on very thin ice as to what it really says.  It also stands to reason that all these metaphors are simply obsuring what Lynch really wanted to get across.  First off, the entire movie is about dreams and the line between reality and fantasy.  All the contrast between scenes, the obsurdity in the first half all makes sense then.  Think about it all the things she wanted to happen did.  She got her first acting job right away, and there were people there that would never appear -- a casting director they couldn't afford, then she's wisked away to star in a movie that's being directed by a person who had to re-cast his main character.  She also invents an evil organization. The organization is of course a representation of her fear that all of Hollywood is against her.  The whole government conspiracy thing.  Then of course she imagines that the evil organization simply wants to hurt  the director, who then catches his wife cheating on him.  All the characters in her dream came from aspects of reality, in specific the party.  The grandparents on the end, came from the dream worlord (the weird ass monster), so they represent the dream world impinging on the real world. Different scenes in that whole end montage can be piled up together.  The random intersplicing of the dead body and alive -- her masterbating and imagining that whole second sex scene.  Her watching the performance of silencio.  They are laughing at her because they are moking her existence in the real world.  Look what was taken away from her in the dream world, and look how much things suck now.  The blue box (not black) represents her passage from the dream world to the real world.  This stems from the whole waking dream theory, and how teach yourself to regonize a certain object as a signal that you are dreaming and can then be aware of it.  Silencio is a metaphor for the two girl's relationship.  The fabricated sounds (read: feelings) that appear to be real in something.  Indeed Betty believes that feelings exist for her in Camilla, but they do not.  Hence why both of them were crying in the theatre (keeping in mind that all those scenes occur in a dream).  I think her rotting on her bed is a clear metaphor for the true nature of her life inside the dream world, and how looking outward she views reality.  Indeed the whole point of the movie is to turn the tables on reality and the dream world.  Instead of living primarily in reality, she lives in the dream world.  While in some respects her dream world is a manifestation of the real world, the dream world is where most of our characterization is based and also the basis for our intrepreation for her world.  The plot is a little complex, and really not that important -- however, the only logical thing to do is to construct an extremely  loose plot, as a basis for the real world.  We have an extremely concrete plot for the dream world, but not for the real world.  (ie our dreams have meaning but reality does not)  Betty was a struggling actress who wanted to make it in Hollywood, she was little niave, and feels that all off Hollywood is against her (the evil conspiracy).  After entering Hollywood she develops a crush on a sucessful actress that befriends her.  Camilla has no feelings for her, but Betty thinks that she does, and sees her marriage to the director as being unfaitful.  She then hires a man to steal her  black-book (I'm sure that represents stealing away her secrets so that she can be close to her).  That was one of the scenes of reality that was inserted into the dream secence.    

    Now all that above considered, I still cannot reconsile and anything beyond something very vague, and message that is completely lost in obsurity.  If this was truly the intent of the movie, it did not do a good job of communicating that.  Since I can't find any explaination for a few holes in my theories above, and the fact they seemed so completely pulled out of my ass, I am forced to apply this little mental exercise to my original theory and modify it.  Perhaps the movie is simply about the differences between reality and fantasy.  Now we analyze the film not from a story standpoint, but from a movie standpoint.  It felt throughout the movie that Lynch was playing with us.  Like a master watching hig puppets perform a grostese dance.  He understand full well what people expect.  Aiming the movie at men he toys with the obvious sexual tension created by two women. He constantly starts a scene that's going to turn into a wild lesbian romp and then takes it away.  Teases us with lines shower scenes in which we can't quite make out what we want to.  Even when the sex scene starts for real, he first shows us an outline, then takes it away.  He then spends a couple of minutes holding the treat just out of reach.  But yes he finally give us something, but doesn't show us anything nearly as  pornographic as we were expecting.  Be truthful, you wanted and expected a good 20 minute sex romp.  He does the same thing with death.  The grossly over the top evil music is cued up around every turn.  Like a bad horror flick, we just know they are going to die, but they don't.  The we go to Silenceo, where we think people are saying things but they really aren't.  And he does it again, he gets you to believe something and takes it away.  In fact he really gets you to believe the first 2 hours of the movie, and then takes those away.  He's toying with us.  It's almost sadistic.  He throughs out obvious metaphors that we are meant to read into.  Nothing horribly obsure, and nothing horribly complex, so that we can regonize that they exist.  But so great in quantity that we are unable to piece them together, even though we always feel like we're at the brink.  The truth is, just like the sex, and the evil music, and the silencio play, the entire movie is a tease.  He wants to see how much you'll read into it.  The dream analogies only reinforce his differences between reality and fantasy.  He wants you to do what his characters do in the movie and invent your own fantasy movie, with meaningful metaphors.  Just like in the movie you'll use aspects of the movie to construct it -- just like in the film.  He contrasts reality and fantasy very well.  Fantasy has clarity and focus to it.  On the surface it makes more sense, but it's still fake.  Reality make no sense, and constantly shows us retreating to the fantasy world that we've created. He's sticking it to all the reviewers and the whole film community that continue to see something in his work, even though, what they are really meant to see is that what they've created is fantasy.  It's like the artist (can't remeber name) who was extremely popular, who for one of his openings realeased a piece of aluminum that was painted white.  Everyone at the gallery read so much into it -- art critics wrote how insightful it was, then the artist revealed that it meant nothing.  Everything they had said was something they had invented.   

    I don't think there is enough evidence in the movie, nor can the metaphors be analyzed in such a way to get any specific meaning out it. David Lynch is sitting is his high back chair, probably stroking a white hourse, laughing at who ever does.

         My opinion of this movie and it's place on my lists this year, will be dependent on if I can continue to support this movie.  If after a while, I still believe that the movie is making the statement I mentioned above, I will respect and enjoy the movie.  If I loose sight of that, and the movie lends itself more towards specific metaphors I will be forced to punish the movie greatly by moving onto my most dissapointing movie of the year -- unless of course it all completely clicks, makes sense, and I can see some sort of coherant vision.  A second viewing will probably make it's  intent more clear.

     Right now this movie is in limbo.  I can respect the skill and art of the craft of making the movie, and that will  keep it above 3 stars.  But if upon second viewing I can't support the whole everyone is reading too much into the movie, I will lose tons and tons of respect for the movie, and I will view the movie as horse shit -- well crafted horse shit, but still horse shit.  I know it's somewhat arrogant of me, but the explaination I detailed above or some manifestation of it slightly altered is the only intrepetation of the movie I can accept.  Simply because any other explaination reduces the movie to crap.  In this case there is a correct intrepreation and the incorrect one -- the one Lynch teased and  prodded you into falling into....
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