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Writing a book about Twin Peaks requires a certain sense of lunacy, which is why I was delighted to hear that my friend Scott Ryan was writing this book. I’ve spent years myself documenting this world cocreated by David Lynch and Mark Frost, and I’m excited to uncover even more of the story of this wondrous soundtrack through Scott’s perspective. And who better to write a book about the music of Twin Peaks than someone who has written and composed his own darn song about how much he loves Twin Peaks?




“I can’t believe this place

The smile upon my face

Mountains surround, this sleepy town

Guess what I found?

I think I’m home”




I hum Scott’s song to myself often, then I chuckle and smile and text Scott to say hey. Twin Peaks is the gift that just keeps on giving. Twin Peaks stokes creativity. You watch the show and you want to make art of your own. Drawings, music, mittens, candles, tarot cards—I’ve just about seen it all. All this art, made by interesting people invested in this fictional world. And Twin Peaks friends make the best friends. When Scott asked me to write a foreword for this book, I kept gravitating to a visceral core memory.

It was getting late on a Friday night, twelve or so years ago. About to turn in, I got a Facebook message from the Roadhouse singer herself, Julee Cruise: “Can you talk now?”

My eyes widened as I typed back a very calm, understated “yep.” I’d been hounding Julee for months to talk with me for an interview on a now-defunct blog. Every attempt at pinning her down had failed. I sent her my phone number, readied my recorder, and within moments had corralled the voice of love to ask all my burning questions regarding Twin Peaks.

“I haven’t eaten in three days,” she claimed as a delivery man buzzed her New York apartment. A racket hummed in the background. Rustling papers, another voice in the background, and a dog barking. Julee’s voice didn’t resemble the ethereal, angelic notes that emanate from the Roadhouse stage.

Ravaged. Blunt. Racing. Erratic. Descriptive. Above all, Julee was New York: “I have a big, huge butcher knife in my purse.” I’m not sure what question I led off with, but that first bone I threw out was gnawed on, chewed up, and spit back at me. Julee was all over the place, dragging me by the collar with her through the phone. Back in 2012, Twin Peaks fans wanted a third season—and I was living The Return myself a few years early, grasping to make sense of it all. I was fascinated, captivated, bewildered by everything I heard. Julee didn’t just have hot takes. She had plans. She had spoken to David Lynch the night prior about working on some new material. She had agreed to put on a one-woman show in Russia: “When I sing now, I cry, and it freaks people out a little bit, but they love it. They want to see you light yourself on fire and slit yourself open and spill your guts, and that’s exactly what I do.” She cursed Lynch for abandoning her in the same breath she thanked him and Angelo Badalamenti for the big break they gave her back in the days of Blue Velvet. Memory lane was all beautiful, all muddy, and everywhere in between. Such is life, such is Twin Peaks.

Eighty minutes later, I hung up the phone and let out a deep exhale. It took me weeks to figure out how to package Julee’s words into a story. Julee had to be heard to be comprehended. This wasn’t just work she reflected upon. Rather, her life, legacy, and what someday would be her epitaph to the masses. Julee’s role in this artistic landmark was never going to fade, and she embraced the good and bad with both arms. The work Julee made with Lynch and Badalamenti is just too damn good to ever be forgotten, rather discovered and rediscovered in perpetuity. And Julee knew that.

Julee is but one captivating character in the music hall of Twin Peaks. Al Regni on saxophone, Grady Tate on the drums. Kinny Landrum laying down that sweet, sweet “Falling” synthesizer—which I call the one true signature of all things Twin Peaks. These incredible talents swirl together, forming all these incredible sounds. The dark, dreamy water that Laura Palmer, wrapped in plastic, floated upon.

A few years after I talked to Julee, I attended one of her final live performances in the same room Twin Peaks: Fire Walk With Me had premiered to American audiences. She wasn’t just fashionably late, but fraught and dramatic, preceded by rumors of a straight up no-show. And then she appeared. Each sustained note of “Rockin’ Back Inside My Heart” seemed to take a little bit more life out of her tiny frame. Downtime between songs was silent, void of banter. I couldn’t call it a concert. Maybe a farewell. Tears squeaked from the corners of her eyes as she peered around the room, her own voice reverberating through the audience, off the walls, then returning to her. She left the stage with a dissonant gait. Reaching toward the wall to stay on her feet. I don’t know if it was an act, or if this rare return to the stage was bringing her to her knees. I do know she relished in lighting herself on fire one more time. Spilling her guts while she still could.

If you immerse yourself in Twin Peaks and its music, you will feel it all, just as Julee did. 

Allow “Blue Frank” to pulverize your senses on a lonesome night’s drive. 

Crank “The World Spins” and submit yourself to the red curtains of the world that will one day consume you. 

Do not skip the James and Evelyn scenes or you’ll deny yourself a real luxury—Badalamenti’s most evocative jazz of the series. (Seriously, “Trail Mix.” Damn.) 

Do pour a cup of damn good coffee before proceeding any further.

Light yourself on fire. Slit yourself open and spill your guts. 
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Part A: Prelude

On March 10, 2011, on the Dugpa internet forum, which covered the 1990-1991 series Twin Peaks, long-time poster under the alias Jerry Horne wrote this: 




Subject: “Deer Meadow Shuffle” now available at Davidlynch.com! 

Post: OH MY GOD!! More unreleased tracks from the series and FWWM soon!!




Let’s Rock! It would be next to impossible to explain to a viewer who just discovered Twin Peaks what it was like to be a hardcore fan of the series during the lean years of 1993-2007. Being a fan was lonelier than Harold Smith’s apartment on New Year’s Eve. It was colder than an anniversary dinner between Catherine and Pete Martell. Norma Jennings would have better luck getting flowers from Hank on their anniversary than a Twin Peaks fan would have of getting any new information on the series. 

Twin Peaks premiered on April 8, 1990, and became that year’s biggest moment in pop culture. “She’s dead, wrapped in plastic” had the same impact on a generation of television watchers as when Ed Sullivan proclaimed, “Ladies and gentlemen, the Beatles” in 1964. Both iconic quotes were broadcast on television screens, back when television was consumed live and was a shared communal experience. The show’s history and its effect on pop culture have been covered and recovered in a ton of books. Most books look to explain the other worldly Red Room or theorize on what role the atomic bomb played in the birth of supervillain Bob. The author wants to tell readers just exactly where Phillip Jeffries is, tell them they know what year this is, or explain just how Annie is doing. Here is a (not-so) secret confession from one of the people who’s had a hand in well over twenty of those publications: I don’t really care about any of those answers or theories. For me, it’s always been about the music that played on the foreground or in the background of Twin Peaks.

“Where we’re from, the birds sing a pretty song and there’s always music in the air,” warbled the Man from Another Place in Episode 2. But anyone watching up to that point had surely figured that out by then. The music of the series, more commonly known as the score, was turned up louder than a traffic jam in front of the Double R diner. The score wasn’t just a by-product of the series; it was as much a part of the story as the ceiling fan, the dangling stoplight, or Laura Palmer herself. I watched said Pilot episode live on ABC in the summer of 1990, and while I was haunted and moved by the incredible piece of art that it was and still is, it was the music that grabbed me from the get-go. The script for the Pilot was written by Mark Frost and David Lynch and directed by Lynch. The truth is just about every aspect of the series was so different from everything else that was airing on television at the time. Frost and Lynch were already known names in the world of film and television: Lynch from directing Eraserhead (1977), Elephant Man (1980), and Blue Velvet (1986), Frost from being a writer on Hill Street Blues (1981-1987). But that wasn’t the name I was staring at during the credits and trying to figure out how to pronounce. Who the heck was Angelo Badalamenti? Since when did credits on a television show tell viewers who “composed and conducted” the music? Today, I can say it and spell it as easily as Andy quotes French suicide notes. 




“The Norwegians Are Leaving”

The funny thing about me falling in love with the music so quickly is that it wasn’t any of the three famous musical themes from the Pilot that I was taken with. I mean of course I loved “Laura Palmer’s Theme.” I was a piano player, and the middle section of that piano coming to life in the very moments of the news of Laura’s tragic death made me want to find the sheet music for that song right away. I eventually did find it, and scans from that 1990 piano book are used in the chapter on that song to explain the musicality of Badalamenti’s composition. I don’t remember having any immediate feelings about the main theme song or Julee Cruise’s performance of two songs during scenes at the Roadhouse in the two-hour premiere episode. It wasn’t even the third major theme, “Dance of the Dream Man,” which was used to introduce Agent Cooper as he first drove into town, that had me wishing for a CD of the music. While all three cues made me take notice that the show I was watching was doing something new on television, none of those was the track that burned into my musical memory.

No, the song that I specifically remember from the Pilot was a cue that we now know as “The Norwegians.” Audrey Horne walks into the conference room where a group of Norwegian businessmen are going over the Ghostwood contracts, and she just stands there pouting. This slow-bouncing music of bass notes on a keyboard bumps along as each businessman’s head turns from the paperwork they were reviewing to Audrey Horne. She tells them that her friend was murdered and looks sad, but we know she has no sad feelings about the death of Laura Palmer because Angelo’s music is so silly and comical that we are smiling at her mischief. She is only doing this to ruin her father’s business deal. 

The musical cue is brought back moments later when the Norwegians are checking out of the Great Northern hotel en masse and the clerk repeatedly hits the bell, screaming over and over, “The Norwegians are leaving! The Norwegians are leaving!” The bass of the music is still bouncing along, but the melody is playing a fun waltz that honestly sounds like the future theme of Curb Your Enthusiasm. This playfulness perfectly captures Audrey’s adolescent desire to mess with her father’s business and the kinetic energy of people exiting a hotel in droves. The music, the tone, the comedy are in stark contrast to everything else we had seen up to this point in the episode. The Norwegians-are-leaving scene is sandwiched between two serious investigation scenes with Agent Cooper. The before is Cooper interviewing a belligerent Bobby Briggs and the after is Bobby and Mike in the hallway and then Cooper talking to a crying Donna Hayward while she watches a video of her picnic with Laura. That is a neck-snapping change in tone. How can a director make sure he doesn’t lose his audience by placing a comedy scene in between these back-to-back scenes? How can a series, in the beginning minutes of its existence, communicate that this show will have sudden changes in tone? The only way a film can pull off that change is with a musical cue that directly communicates to the audience one simple fact: it’s okay to laugh. 

Angelo Badalamenti nails this assignment with a cue that is under a minute and a half in length. And the track is virtually never used again in the entire series. (Three notes of the bass are used in Episode 2, but the main cue is never played again.) Most series back then would have used this cue EVERY time something mischievous happened. I knew in that first moment that this little track would be a song I would need to own. But television series rarely released their scores. There were series that would have soundtracks, but they were always filled with pop songs that played during critical episodes, and maybe the theme song. One can take a look at the Moonlighting television soundtrack, which had the track “Limbo Rock” by Chubby Checker but not the instrumental piano piece known as “Maddie’s Theme.” Those kinds of soundtracks just were never released. But as I stated, Twin Peaks was different.

That September, the soundtrack to Twin Peaks was released on CD. The soundtrack was released a few weeks before Season 2 hit the airways. I bought it from my local music shop the day it came out. I still have the CD longbox it came in. (If you don’t remember what a longbox is then I bet you never carried a metal lunchbox to school either.) I was careful to pull the top of the box apart so I could slide the CD out without damaging the box. My plan was to pin that useless, environmentally wasteful box of cardboard, which I still own, on my basement bulletin board. It had the beloved “Welcome to Twin Peaks” sign on the cover. It would allow me to feel that the room had a piece of my favorite town in it. I was so excited to finally have all my favorite music tracks from the first season. I was ready to own that beautiful opening song that made every other nighttime soap theme sound like it had been plucked from a Mike Post grab bag. I was wondering what it would be like to own that crazy jazz ditty that the little man danced to in Cooper’s dream, but mostly I wanted to hear that fun Norwegians song, plus the number that Leland broke down and danced to at the Great Northern after Laura’s funeral.

I popped the CD into my player, and I listened from start to finish. I experienced something for the first time that as a die hard Twin Peaks fan I would come to recognize as a familiar feeling: I noticed everything that was missing. I was crushed that the tracks I wanted the most were—I don’t know what to call them—let’s maybe call them “missing pieces”? Yeah, that sounds about right: missing pieces of music. There is no doubt that I was enthralled to hear the crisp perfection of the full recording of “Laura Palmer’s Theme” and “The Bookhouse Boys,” but where the hell were the songs I wanted? Oh well, I guess I’d just have to wait till the Season 2 soundtrack came out the following year. Wrong, again. Not only would the Season 2 soundtrack not come out the following year, it wouldn’t come out for seventeen more years. And when the SOB did come out, it would NOT have either the “The Norwegians” or the “Great Northern Big Band” cue. All of this made me feel like somebody taped my lips to the tailpipe of a bus. I started to wonder if maybe it was going to be difficult to be a Twin Peaks fan. Nah, I’m sure it would all be as easy as preparing a pig’s head with an apple in its mouth for dinner. 

Part B: Angry Young Man

In the fall of 1990, I was twenty years old and attending college. The Twin Peaks soundtrack was an aberration in my music collection. Before Twin Peaks came around, I wasn’t listening to soft, angelic music from artists like Julee Cruise, or the smooth jazz of Angelo Badalamenti. My favorite musician was Billy Joel. I was listening to his new CD Storm Front and his number one single “We Didn’t Start the Fire” on repeat. I was into R.E.M.; Indigo Girls; the Traveling Wilburys; 10,000 Maniacs; and Madonna. I modeled my college self after Billy Joel’s song “Prelude/Angry Young Man.” I was there to fight the world and everyone in it. I was angry at the missing music on the soundtrack. I wasn’t sure that the CD needed to have “Laura Palmer’s Theme” and the “Love Theme from Twin Peaks.” They were virtually the same song. “Freshly Squeezed” and “Dance of the Dream Man” were also versions of the same tune. Obviously, the only difference between “Theme from Twin Peaks” and “Falling” was one had lyrics, one didn’t. I loved the soundtrack and I listened to it on repeat, but I also was baffled by the lack of variety in the song selection.

Part of the problem was that I had purchased Julee Cruise’s album Floating into the Night before the soundtrack was released. That album contained the exact versions of “Falling,” “The Nightingale,” and “Into the Night” that were on the soundtrack. More repetition for me. There were so many music cues from that first season, and while I understood that they couldn’t fit all of them on one CD, I was young and still hopeful, and I wanted more. Wanting more, and being angry about not getting everything you want, are what being an original Twin Peaks fan is all about. We wanted more episodes, we wanted more Cooper in FWWM, we wanted the deleted scenes from FWWM, we wanted more of Twin Peaks, and then, when they released The Return, we went right back to wanting more Cooper. (I actually wanted more Sheryl Lee, but it’s the same point.) Through it all, what I really wanted was more music and my “Norwegians” cue. 

This leads us back to that post from “Jerry Horne” on the Dugpa website in 2011. Twenty-one years after the series aired, the music was finally being released on DavidLynch.com for download. This was, and still is, my favorite thing to ever happen with Twin Peaks. By that point, we had three official soundtracks. The Twin Peaks soundtrack (1990), Fire Walk With Me (1992), and Season Two Music and More (2007). Today, we can add to that total the two releases from The Return in 2017, plus the two Julee Cruise solo albums on which she sings some songs from the series. But in 2011, so many tracks were still missing. This online release, titled Twin Peaks Archive (TPA), finally included my “The Norwegians” track as part of a year and a half long odyssey that would total 212 MP3s that listeners could download to their computers and iPods. When you add those 212 tracks to the five official soundtrack releases, you get a total of 290 tracks that have been released. Those are the tracks I will be covering in this book. I will not be covering tracks that have been bootlegged or have not been released under the Twin Peaks brand.

Part of the reason Twin Peaks fans had such a strong desire to own all this music, besides the fact that they are about as mentally stable as Johnny Horne on a day when his Teddy Bear is out of batteries, is because the music is a huge part of the original series and FWWM. I was curious to know just how many minutes of a typical episode of the original series was filled with music. So I did an unscientific Scott-study to find out. Using the same instrument that Sam Stanley used to crack the Whitman case, I discovered the first hour-long episode of Twin Peaks, directed by Duwayne Dunham, has twenty-one minutes of music, which means 46 percent of the episode is scored. This coincides with the Season 1 finale, directed by Mark Frost. Forty-six percent of that episode too is backed with Angelo’s music. In Season 2, the music really starts to take over. Episode 16, directed by Tim Hunter, uses twenty-four unique music cues (according to Ross Dudle’s Twin Peaks Soundtrack Design website), totaling thirty-five of the episode’s forty-four minutes, which comes out to 79 percent. You might think that would make it the most scored episode, but Episode 29, the final hour of the original series, directed by Lynch himself, wins that prize. There is a whopping forty-two minutes of music in the fifty-minute episode. That means that 87 percent of the episode is scored. With that much music being played, plus the impact of that music on scenes in the series, what else could a fan do but get swept up in desire for these tracks, like an old mayor falling in love with Lana? 

When the series came back in 2017, the episodes weren’t as heavily scored. I didn’t test how much any particular “part” was scored in the new series because there is so much ominous whoosh going on, I don’t really know how I could distinguish the music from the whoosh. Some tasks are beyond even Agent Stanley’s contraptions. But music still played an important aspect in The Return, just in a different way. Almost every part ended in the Roadhouse with a different band singing a song on screen to wrap things up. (Well, not to wrap up the plot, just the part. We never wrap up plot.) When it was announced that The Return would have two soundtracks released, one score based and one song based, I was elated. So why am I still angry? (How much time do you have?)




Badalamenti’s Blue Rose

This “Angry Young Man” has turned into an “Angry Old Man.” Yes, we have been given five official soundtrack albums. But that means only 25 percent of the cues used in the series have been released on vinyl or CD or are commercially available to stream. It kills me to even include streaming in that threesome, but I am aware that streaming is how 99 percent of music listeners are consuming music today, whether I like it or not. I just don’t like that only a fourth of Angelo Badalamenti’s legacy as a composer is preserved for posterity. Would it be acceptable if only three of the Beatles’ twelve albums were available? Should nine of their albums be available only to people who bought them in the past? It’s a fair comparison because Angelo is the Beatles of television composers as far as I am concerned. When I mentioned how most of the tracks from Twin Peaks are not available to stream, my dear friend AM Starr pointed out to me that the Twin Peaks Archive tracks are up on YouTube. But they are NOT official. They are put up by random fans. Those tracks can be removed at any time as soon as a corporation gets involved. Also, how do we know what quality they are uploaded at? Also also, are the musicians getting paid for those tracks? No. “Birds in Hell” shouldn’t be heard only as bootlegged music. It should be revered. It should be remastered. It should be preserved. I also wouldn’t say YouTube is where most streamers listen to music. I hate even talking about streaming because I am not a fan of music being released on a platform whereby it can be scrubbed by any lawyer on a whim. Now might be a good time to point out that Leland Palmer was a lawyer. Do we really want Bob in control of our music? 

And before you say, “Scott, don’t be such an Ernie Niles and worry about every little thing,” I don’t have to go far back into the past to see an example of this very thing occurring. In July 2024, Jon Stewart’s original Daily Show run, The Colbert Report, and MTV News were all removed from the internet, and all of that content faded away like the white horse in the Palmer living room. Hours of art were summarily deleted by Paramount. You know why? It doesn’t want you watching stuff like that for free. Paramount knows that every minute your eyes spend looking at content for free is time you aren’t paying to watch its “new,” subpar content. How much longer before this happens to music as well? It could remove all Twin Peaks music from streaming, and a new generation of music lovers would never discover the artistry of what Angelo Badalamenti created. But it could never happen, right? By the way, do you know who owns the rights to the original Twin Peaks series? Paramount, the same company that just scrubbed all the content from MTV and Jon Stewart. Still feel secure? No one can take my Twin Peaks tracks from me. I own the five albums on vinyl and listen to them weekly. I own all the music released on MP3s in 2011, and they are loaded into my phone. There isn’t a bot or algorithm that even knows if I listened to “Audrey’s Prayer (Clarinet Synth)” today or not.




“A Path is Formed”

My first goal for this book is to remind fans of the quantity and quality of music used in the series and let them know where those tracks can be found. I want to help the original fans who might not have taken notice, as well as assist new fans of the series who might have just discovered it on Paramount Plus and want to find all the music. Another book could be written about protecting the series, as the complete box set of Twin Peaks is currently out of print and sells for a price on eBay that could practically fund the Ghostwood project. I want this book to serve as a warning bell that in our haste to stream everything through corporations, we are passively allowing the art that has been created over the past century to just slip away into the Black Lodge. In going to events, I have discovered a lot of original fans of the series aren’t aware of some of the music, like Cruise’s second album, The Voice of Love. This breaks my heart because I think that album is superior to her first album. Plus, if you have not heard the David Lynch-scribed lyrics to the “Theme of FWWM / She Would Die for Love” or “The Voice of Love,” you are truly missing out on two of Julee’s most beautiful performances. My hope is that once I have pointed out all that Angelo Badalamenti composed while on this planet, others will join me in convincing the powers that be there should finally be a vinyl or CD box set that releases these tracks. It doesn’t have to be every cue, but it sure as cream corn should be more than 25 percent of the total songs written for the series.

Despite the fact that the music goes hand in hand with the show, there has been only one book released about the music, and it’s a short book from the 33 ⅓ book series, which covers popular albums. Written by Clare Nina Norelli, it covers only the original soundtrack. You know, the CD that made me angry because it really had only five distinct themes on it. My book covers all the music from Seasons 1-3 and FWWM. I have conducted brand-new interviews with the music editors for the series and the film (David Slusser, Pilot; Lori Eschler, series, FWWM); band members who performed the cues (keyboardist Kinny Landrum, saxophonist Al Regni); directors from the show who scored episodes (Mark Frost cocreator; Duwayne Dunham, editor; Tim Hunter); the sound supervisor on The Return and David Lynch’s right hand in the studio since the mid-2000s (Dean Hurley); and Julee Cruise’s A&R man from Warner Bros. records (Kevin Laffey). 

I have incorporated interviews I conducted earlier with Julee Cruise and some of the cast members as well as archival interviews with David Lynch and Angelo Badalamenti. This book will tell the story of how the cues were created and why these songs mattered so much to the plot and aesthetic of the series. I would be remiss if I didn’t mention the assistance I received from the ultimate trio of Brian “Dugpa” Kursar, Josh “Gordon Cole” Eisenstadt, and Steven “Little Nicky” Miller. These three helped me in huge ways, and are such “Green Butt Skunk” friends to me. Brad Dukes came through by writing a wonderful foreword to this book. Great Twin Peaks books happen when the conversation is lively among friends you met in the trees. Speaking of trees . . . 




The “Sycamore Trees” Mystery

My second goal was to answer a question I had had for well over thirty years. This became the central mystery of this book. If the series was built, ostensibly, around the mystery of “Who killed Laura Palmer?” this book is built around the puzzle of when the song “Sycamore Trees” was written and recorded. One question I’ve always had was born from the lore surrounding the filming of Episode 29, the final episode of the original run, directed by David Lynch. It is known that Mark Frost, with an assist from Harley Peyton and Robert Engels, finished the first draft of the final episode on February 14, 1991. David Lynch started shooting the episode on March 4, 1991, and the episode he shot was nothing like what was written. Many of the actors have commented in interviews how Lynch was just improvizing as they went along. If you ever have a chance to read the original script, you will see that most of the last twenty-five minutes is quite different from Frost’s script. It has been covered many times how Lynch improvised the dialogue in the Red Room section of the episode. But there was one thing that just never sat well with me about this idea. In the Red Room, “Sycamore Trees” plays in its entirety, sung by legendary jazz artist Little Jimmy Scott. I get that someone can improv lines in a fixed set of red curtains, but how does someone improv an orchestration, lyrics, and a studio recording and then pull Little Jimmy out of one’s own butt? That is too great of a magic trick for even the great and powerful Oz, I mean Lynch. For years, I have asked anyone and everyone involved in that episode if they know the answer to the “Sycamore” question. The writers had been developing the sycamore trees plot point for a while. The map from Owl Cave shows the Giant and the Man from Another Place standing around the twelve trees that Windom Earle finds in the woods with Annie. So this is a connection that couldn’t have been made up that same day. No matter whom I asked, no one knew when the song was written, when Jimmy Scott was cast, or when the song was recorded. I mean I get how you can call a casting agent and say “Ask Sheryl Lee if she can come in and play Laura and Maddy tomorrow” or “Get me the Giant.” But a full song that is lip synched to on set? No. 

Later in the book you will read full interviews that I conducted with Dean Hurley, who is David Lynch’s studio guru, sound designer, mixer, and cocomposer. But to set up this mystery, I want you to read his answer when I first asked him my question about how Lynch could have just improvised this song:




Dean Hurley: You are thinking about all of this in a singular dimensional way. You have to understand the essence of the show. You hear the nugget that he threw out the script and rewrote it. Yes, the way you were presented with “Sycamore Trees” made it seem like it was integral to the episode, but that’s not how stuff comes together. What probably happened, and I have no idea how this actually happened, but I’ve seen other things like this happen, where David has a song idea that he wants to do, it’s not FOR anything, but he does it because that is how he lives his life. He is constantly doing things.

So when he is in a hot seat, where he needs to manufacture something, he is looking at things in terms of “What pieces do I have? Well, I have this song. What if I bring Jimmy Scott back and we do a whole performance integral to this episode?” This is his code to living. 




It makes sense what Dean says, but it still is a lot to pull out of nowhere. There’s also the fact that the lyrics to the song were written in the late seventies. How do I know this? Because they are in Lynch’s original script for an unproduced film called Ronnie Rocket that he was working on right after Eraserhead. So are we really to believe that in 1991, during the few days between Frost finishing a script and Lynch directing the episode, he went back to some lines of dialogue that were in the first draft of Ronnie Rocket?—dialogue that was cut from the next version of the script—and he just plopped them onto a tune that Angelo had written for that episode? Who am I to argue with Dean Hurley? But I wanted a more substantial answer, and I wanted dates to back it up. You will see throughout this book that I will offer up the “Sycamore Trees” question to everyone I interview, and astonishingly, everyone will have a small piece to add to the puzzle. In order to track down the story of the “Trees,” I employed deductive technique, Tibetan method, instinct, and luck. I encourage you, my dear reader, to read this book in order so that story will unfold for you without spoilers. It is a fun journey, and just like in a David Lynch movie, you will get answers, and you will be left with new mysteries.

In the end, it will be up to Warner Bros. records, and David Lynch and Angelo Badalamenti’s estates if they want to let my first goal of this book be achieved. They will decide if a box set will be released to protect this music from the hands of the lawyers and the Bobs of this world. And if you think my quest to save beautiful, moving pieces of music that exist only on a few hard drives across the world is a futile battle that will only end up being a “heartbreaking” endeavor, I will return to Billy Joel, who wrote these lyrics the same year that Lynch was finishing up work on Eraserhead.




“And there’s always a place for the angry young man

With his fist in the air and his head in the sand

And he’s never been able to learn from mistakes

So he can’t understand why his heart always breaks.”




And if you are asking yourself, “Why does this writer keep coming back to some Billy Joel song I never heard of?,” I will let you dip in on the end of a different interview for the book. Here is one of my calls with keyboardist Kinny Landrum, who played the piano on “Laura Palmer’s Theme” and many other tracks. As Cooper so famously said, “Gentlemen, when two separate events occur simultaneously pertaining to the same object of inquiry, we must always pay strict attention.”




Scott Ryan: So what are you up to now?




Kinny Landrum: I play in a Billy Joel tribute band. His stuff is good. While it may look on the surface as simple, it’s not that simple. I use “Allentown” as an example. It sounds simple, but it is complex.




Scott Ryan: This is so much fun for me. We are talking about Billy Joel, Stephen Sondheim, and Angelo Badalamenti. You know Sondheim and Angelo have the same birthday. Not sure what that means, but I like it.




Kinny Landrum: I didn’t know that until right now.




Scott Ryan: Can you play Billy’s “Angry Young Man”?




Kinny Landrum: Oh, it’s easy.




Scott Ryan: Easy? Hey, I’ve been trying to perfect that for thirty years. It is anything but easy.




[Kinny starts playing the fast piano part of the prelude to “Angry Young Man” on his keyboard over the phone. Scott hangs up the phone and sets his piano on fire.]
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When you set out to the tell the story of the music of Twin Peaks, you realize pretty quickly that tracing the origins of the music is more complex than deciphering Part 8. There really is no way to look at just the music of Twin Peaks, without taking a look around at what else Lynch and Badalamenti were working on during that time period. The subtitle of this book may be The Sounds of Twin Peaks, but it sure could have been Floating into Wild at Industrial Peaks, because all of these projects are more intertwined than Scotch tape on Deputy Andy’s hands. When it comes to studying the music that Angelo Badalamenti composed under the direction of David Lynch for Twin Peaks, you have to study the genealogy more carefully than Donna Hayward trying to fill out a form at 23AndMe.com. Four distinct projects were floating around in Lynch’s unified field in 1989, all with a lot of music in them and all connected. I know there are fans of David Lynch’s film work who are not fans of Twin Peaks, and vice versa, so I break down the four major projects he was working on in 1989 and provide a rudimentary explanation in case any of these projects have been forgotten by readers. 




Floating into the Night

This is an album’s worth of songs released by Warner Bros. Records. Lynch wrote the lyrics, Badalamenti wrote the music, and Julee Cruise sang the songs. The album contains ten tracks and was released in September of 1989. The backing band included Kinny Landrum and Badalamenti on keys, Vinnie Bell on guitar, Eddy Dixon on electric guitar, and Al Regni on sax. Most of the songs were written and recorded in 1988 (outside of “Mysteries of Love,” which was the end-credits song for Lynch’s 1986 film, Blue Velvet). At the beginning of 1989, Lynch was putting the final touches on the album. He believed at that point that the album would be released in April 1989. But after Twin Peaks wrapped in March, Warner Bros. decided to push the release of Floating into the Night to September 1989 to capitalize on the upcoming television series. By the end of the year, the album had been released to the world. It got positive reviews, but had lackluster sales and almost no radio airplay. This would dramatically change in April 1990, when Twin Peaks premiered on television. 




Industrial Symphony No. 1

Floating into the Night spawned a two-night live performance at the Brooklyn Academy of Music, which Lynch named Industrial Symphony No. 1: The Dream of the Broken Hearted. It was performed and filmed in November 1989 and released on homevideo in 1990. This is a “live” performance of the songs from the Julee Cruise album, starring Julee Cruise. I use the quotes because the entire performance was lip-synched to recorded tracks. The show began with a filmed monologue between Laura Dern and Nicolas Cage. It also costarred Michael J. Anderson, the Man from Another Place from Twin Peaks, who was on stage as a woodsman and reperformed the beginning Dern/Cage monologue live. At the beginning of 1989, Lynch didn’t even know this performance was a possibility, and by the end of the year it was completed—never to be performed again. It was released on VHS and on the Lime box set release in the UK, but has never had a full-on American Blu-ray release.




Twin Peaks

As for Twin Peaks, if you have never heard of that project, you have been suckered into buying this book by mistake, and we don’t take returns, so you might as well stream the show and then come back and finish the book. The show aired on ABC from April 1990 through June 1991. David Lynch wrote the Pilot with Mark Frost and directed it along with a few other episodes through the series’s run. Angelo Badalamenti wrote the score for the series, which also used a few tracks from Floating into the Night. The Pilot was viewed by over 34 million people, became a cultural phenomena, and spawned a 1992 feature film titled Twin Peaks: Fire Walk With Me (FWWM). The series was resurrected on Showtime in 2017 under the title Twin Peaks: The Return. In the beginning of 1989, Lynch had yet to film the Pilot of the original series, and he and Frost had no idea if ABC would even pick it up. They had no idea when or even if it would ever come out. By the end of the year, the Pilot and the first seven episodes had been filmed, and the series was slated for release in 1990.




Wild at Heart

Wild at Heart (WAH) is a film that David Lynch wrote and directed starring Laura Dern and Nicolas Cage, based on a novel by Barry Gifford. Angelo Badalamenti wrote the score and a song, “Up in Flames,” with lyrics by Lynch. Many of the instrumental pieces were recorded with the same backing band from the other projects of that year. This film premiered at the Cannes Film Festival in May 1990, winning the Palme d’Or. By the beginning of 1989, Lynch might have read the book, but he had no idea he would adapt it into a movie until May. He had no cast, no script, and no thought about this being his next major motion picture. By the end of the year, he had written the script and filmed the entire movie and was in the process of editing the film.




Those are the four projects that Lynch/Badalamenti were involved in during the calendar year of 1989 that required music. But how did they accomplish all that, and when did they even have the time? Before we drink full and descend into each track from Twin Peaks, it is important to understand how all of this music was born. I have never understood how all of this music could possibly have been created in such a short time. Because of all the cross-pollination involved in the projects in which these songs appeared, figuring this out can be stickier than a Horne family reunion. I was determined to at least map out the year 1989 to assist me with this undertaking. With a major contribution from Dean Hurley, Lynch’s sound designer, I have been able to figure some of it out. Hurley was kind enough to track down recording dates to try to figure out when certain songs were completed. I also turned to, with no offense to Mike Nelson, Josh Eisenstadt, who is “the man” when it comes to all dates concerning the filming of Twin Peaks. I also was able to tap the memories of Duwayne Dunham, who edited the Pilot and Wild at Heart, and Mark Frost, who corroborated the timeline. All of these dates will be discussed in the interviews contained in the book, but before we get there, just trust me that I have checked and double-checked Lynch’s schedule for 1989. I think it’s important to lay it out like it’s a spread of donuts on the sheriff’s conference table. 




January

The year starts with Lynch, Badalamenti, and Julee Cruise finishing tracks for Floating into the Night. They complete “Floating,” “I Float Alone,” “I Remember,” “Into the Night,” and “The Swan” on January 30.




February

On February 21, Lynch starts filming the Pilot episode of Twin Peaks. On February 28, Angelo recorded the initial demos for the score of Twin Peaks, including “Laura Palmer’s Theme,” which was called “Love Theme Slower and Darker”; “Slow Cool Jazz,” which became “Audrey’s Dance”; and “Chinese Theme,” which doesn’t become anything of consequence in the world of Twin Peaks. All of the tracks were recorded on Angelo’s solo Rhodes synth that bounces between the left and right speakers, producing a sound that I have never enjoyed. Luckily, this sound effect isn’t used much on the finished music.




March

On March 20 or 21, Lynch finishes shooting the Twin Peaks Pilot. Most likely he wraps on the twentieth, after shooting the interiors of the Great Northern at Kiana Lodge. It is fascinating to me that the single best shot in all of Lynch’s directing career is filmed on the final day. (Fight me.) This is the scene where Leland Palmer gets the call from Sarah and then Sheriff Truman’s car pulls up behind him. Harry walks into the “Great Northern” (though actually it’s in the Kiana Lodge, which is over an hour away from the Salish Lodge, which is just the exterior of the Great Northern) as Leland realizes his daughter is dead. We know they filmed there that day, but Josh Eisenstadt has a call sheet for March 21 that mentions Cooper and Truman filming on a boat. One can imagine this was to check out the large log by where Laura’s body showed up. This was never used, and possibly not even filmed at all. My guess is filming wrapped on the twentieth.




April

The first official studio music sessions occur for the scoring of Twin Peaks. Angelo, Kinny, Vinnie, Grady, and Al record “Slow Cool Jazz” (“Audrey’s Dance”) and “Fast Cool Jazz” (“Dance of the Dream Man”). Floating into the Night is scheduled to be released but is pushed back to September. Duwayne Dunham begins editing the Pilot.




May

Duwayne Dunham and Lynch finish up editing the Pilot, and Lynch finds out Monty Montgomery (the cowboy from Mulholland Drive) has the rights to the Wild at Heart book. Lynch decides he is going to direct the adaptation and says he will write the script over the next six weeks. He asks Barry Gifford, the book’s author, to cowrite the film with him, but Gifford turns him down because he is in the middle of writing the sequel to the novel. Lynch begins the script alone. On May 22, ABC greenlights Season 1 of Twin Peaks as a midseason replacement and orders seven one-hour episodes. Mark and David start writing Episodes 1 and 2. 




June

Final touches are completed on “The World Spins” and “Falling” for Floating into the Night on June 21.




July

On July 3, Lynch films what would become known as “Cooper’s Dream” with Kyle MacLachlan, Sheryl Lee, and Michael J. Anderson. He also films the Lucy and Andy apartment scene and Leland calling them on the phone. All these scenes will be used for the closed ending for Spelling Entertainment because of a clause in the contract that says the Pilot must have an ending that Spelling can release in Europe on VHS. Cooper’s dream will end up in Episode 2 of the series, but the other scenes filmed that day will come to be known as components of the European ending. On July 7, a party is held at the studio to celebrate the pickup of Twin Peaks and to welcome everyone as they prepare to get to work on Season 1. Writing begins on the rest of Season 1.




August

On August 10, David Lynch begins shooting Wild at Heart. Mark Frost continues to prep the series.




September

Yale Evelev asks Kevin Laffey, Lynch/Badalamenti/Cruise’s A&R man at Warner Bros., to pitch the idea of a two-night performance at Brooklyn of Academy of Music. On September 12, the album Floating into the Night is released in America. On September 29, Mark Frost goes behind the camera to film all the episodes of Invitation to Love that will be edited into multiple episodes throughout Season 1.




October

October 11 is David Lynch’s final day of shooting Wild at Heart. On October 17, filming begins on Episode 1 of Season 1 with Duwayne Dunham directing. He wraps on October 25. At that point, Lynch and Dunham begin cutting WAH as well as Episode 1 of Twin Peaks.




November

On November 10 at the Brooklyn Academy of Music, Lynch, Badalamenti, and Cruise stage Industrial Symphony No. 1. It is performed twice that day, at 8:15 pm and 9:30 pm. Both performances are captured on film.




December

December 4 might be the most exciting Twin Peaks filming day ever, as Mark Frost, David Lynch, and Caleb Deschanel shoot scenes from three different episodes. Episode 2: Ben and Jerry order double Scotches on the rocks, see Blackie, and flip a coin for the new girl. This means Lynch, director of Episode 2, shot this scene while the rest of the cast and crew was working on Episode 6; he wouldn’t “officially” begin shooting Episode 2 for another three days. Frost shoots a scene from Episode 7: Jacques and Cooper have drinks and Jacques talks about Waldo (the “bite the bullet” scene). On December 6, the crew shoots at Malibou Lake, which stands in for Easter Park, with Maddy dressed as Laura. On December 7, Lynch officially begins directing Episode 2 of Twin Peaks, even though the cast has just finished Episode 6. On December 8, the Pilot episode with the closed, European ending is released on home video in the United Kingdom. Lynch finishes filming Episode 2 on December 14. On December 15, Mark Frost steps behind the camera to finish out the first season of Twin Peaks. He wraps Episode 7 and the first season of Twin Peaks on December 22. 

December 31, 1989: David and Angelo take a nap.




And what have you done this year? Thank goodness there weren’t smart phones in 1989 or Lynch and Badalamenti would only have had time to doom scroll Instagram all year. They created all those projects, and all were music intensive. The focus of this book will be on the music that ended up in Twin Peaks, but many of those songs will have connections to these other projects. So that’s the setup, tracing the backstories of all this music. Now what do you say we spin a bunch of great vinyl, fire up the old iTunes, and play some MP3 tracks? Let’s not waste anymore time in silence, and in the words of Laura Palmer at the Roadhouse, “Okay, Donna. Let’s go.”
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In the winter of 1988, Kevin Laffey braved the cold weather and seediness of Times Square to head to Art Polhemus’s Excalibur Sound studio to hear the first tracks of Floating into the Night. The album was scheduled to come out in April 1989. He loved what he heard that day, which was reassuring because he was the one who had signed David Lynch and Angelo Badalamenti to a Warner Bros. record deal with the sole purpose of creating an entire album built around Julee Cruise. Like many other moviegoers, Laffey had trouble leaving his seat once Blue Velvet ended. There was much to contemplate when the robin returned to Lumbertown. But Laffey had another reason to stay behind. He was mesmerized by the end-credit song, “Mysteries of Love,” and he just had to know who sang it. He saw the name Julee Cruise and thought she might be a good artist to bring to Warner Bros. records. Laffey was an A&R man for the label, so it was his job to find and develop new talent. There was nothing quite as new as the sound Lynch, Badalamenti, and Cruise had created for the one song in Blue Velvet. 




Kevin Laffey: You know the world that Lynch creates. It’s kind of one foot in the past and another in the unknown.




That just may be the best description for the music this threesome created over the next few years. Laffey wanted Cruise but knew he would have to go through Lynch to get her. Lynch had exploded on the scene in the late seventies, and Laffey was well aware of him as a filmmaker. Angelo Badalamenti wasn’t a household name yet. He had taught music and English for five years and was writing pop songs during that time. He was a classically trained musician; French horn was his instrument. He was hired as a vocal coach for Isabella Rossellini on Blue Velvet. Angelo was also tasked with finding someone to sing the end-credits song; he enlisted Cruise to help find a singer. She found herself, and the results were magical. “Mysteries of Love” is the perfect ending song to a film that is part love, part obsession, and way creepy. Before singing “Mysteries of Love” in a breathy, airy voice, Julee Cruise was on the path to being a Broadway baby. Once I heard that, I had to ask her about my favorite Broadway composer, Stephen Sondheim.




Julee Cruise: Gypsy and A Little Night Music are my favorite shows of his. I played Petra and stopped the show singing “The Miller’s Son.” It’s not high Sondheim like Sunday in the Park with George. I can go up to a high D, but it sounds like an opera singer. I got a job in the theater right away.




Strangely, Julee, just like Angelo, studied the French horn in college. She had never sung a song like “Mysteries” before. She was only belting out showtunes. She learned how to hold back the power and make it sound like she was singing with a high soprano voice, but she told me that wasn’t what she actually was doing.




Julee Cruise: My voice sounds high, but the keys are not high. Angelo writes beautiful music. If you have a great friend that you are playing golf with, you’re going to play a better game. I knew when I met Angelo that he was great. When I met him, I told him to call me. Three years later, he did.




Kevin Laffey: I was interested in Julee Cruise. David called me about that, and he told me that she was an artist in her own right, and there was a whole album of songs written, which I didn’t quite believe, and I still don’t believe. I think they only had the one song, “Mysteries of Love” from Blue Velvet. But I can’t prove that. He wanted a production deal for him and Angelo, which is more like signing a label rather than an artist. He said Julee was signed to their production company. I don’t think there probably was any ambition to make an album with her. Up to this point, David was only known as a filmmaker. So him having a full blown artist with an album was not something he’d been doing. I pitched that idea to my superiors. David Lynch would be a crown jewel for Warner Bros.




Scott Ryan: Did they give you any idea what kind of songs they had? Did you get to hear any?




Kevin Laffey: Once we finally got the deal done, I asked David about the songs, and he kept it pretty close to the vest.




Scott Ryan: When you say you made a deal, did you sign Julee Cruise, or you signed David and Angelo, or you signed all three?




Kevin Laffey: Well, a production deal is a business in itself. So David and Angelo had a partnership, and they were the owners of the production company. They really had control of Julee, which ultimately was not ideal for her as an artist in her own right, with ambitions and looking for a path forward.




Scott Ryan: I have heard they finished almost all of the songs in January 1989 for an April release. Why did the release get pushed back to September?

Kevin Laffey: It was finished by March or April, and it was held to anticipate the release of Twin Peaks. It was frustrating for Julee because a production deal with David and Angelo’s production company doesn’t make you independently wealthy. Twin Peaks was not even an idea that David had at the time of beginning the project. 




Scott Ryan: The sound is so different. When you heard the tracks in New York, were you worried about a single?




Kevin Laffey: I couldn’t imagine anything on that album being like Top 40. The one song that we thought had the biggest chance to cross over would be “Rockin’ Back Inside My Heart.” We released a twelve-inch remix. 




Julee Cruise: It was really hard to get these songs on the radio. The Warner Bros. radio people worked their ass off. The artist better have a good personality and get along with the DJs at KCRW and K-Rock. Most of the songs didn’t have a beat, but “Rockin’” did. It was something different. The music was strange. It wasn’t fifties. It wasn’t nineties. What was it?
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“Rockin’ Back Inside My Heart”

“Rockin’ Back Inside My Heart” was the lead single from the album. The song would eventually play a pivotal role in Episode 14 of Twin Peaks, but that wouldn’t happen until November 1990. In January 1990, the song was released as a music video on VH-1. This is corroborated in the Detroit Free Press article called “Video Play” on January 22, 1990. Other new videos for VH-1 that week included songs by Soul II Soul, Eric Clapton, Bob Dylan, and Michael Penn. 

I specifically remember seeing the video at the time because I was recording VH-1 on VHS tapes so I could get a copy of Billy Joel’s “We Didn’t Start the Fire” music video. (Yes, I was always an obsessive fan about the music I love.) This was actually the first Julee Cruise song I ever heard. The video clip was in heavy rotation on the music channel. Julee sings the song from the inside of a car trunk while multiple video screens are filled with tight shots of her face as she sings the song. I remember thinking how nutty the video was and how strange the song sounded, but I also could never look away. The song, which is probably the most uptempo song in her entire catalog, has such a catchy fifties feel to it. The lyrics in the bridge get a little Lynchian, but the overall chorus of “I want you rockin’ back inside my heart” is a typical love song refrain. This video was lifted directly from Industrial Symphony, but I wouldn’t learn anything about that for many months. Same with Twin Peaks, which I wouldn’t see till that summer. Strangely, even though I had watched this video many times, I didn’t recognize Julee when I first saw the Pilot. She looked quite different as the biker bar singer from how she does in the video.

Despite the memorable music video, this song will always be associated with Episode 14 of Twin Peaks. Agent Cooper, the Log Lady, and Sheriff Truman head to the bar because there are owls in the Roadhouse. I don’t know about owls, but James and Donna are sitting in a booth. Bobby Briggs and Senior Drool Cup are sitting at the bar, although not together (what would that conversation be like? “Do you like warm milk?” “Only when I drink it out of an empty football”). James and Donna might be a controversial love story. It can be hard to root for them, as they have lots of ups and downs as far a cohesive storyline goes, but I think the moment of Donna lip-synching, “I want you … rockin’ back inside my heart” to James as she sways, shimmers, and smiles is the single greatest Lara Flynn Boyle moment in the entire series. It is the one true time that she captures the innocence of the Donna Hayward character. Also, I have always loved how she hides her cigarette under the booth when the sheriff comes in. That is a delightful piece of directing. A teenager would naturally fear getting caught smoking. One of the things that I love about getting to interview cast members is learning small details about my favorite moments. This is what Julee Cruise told me about Boyle lip-synching that moment:




Julee Cruise: David said, “You moved too much in that scene.” I said, “Why didn’t you tell me?” That is why Lara is mouthing that line, because David said I was moving too much. I think it worked out fine. 




One way to know if a song is an everlasting classic is if bands are still performing it decades later. Devery Doleman is the lead singer in a Lynch-tribute band called Fuck You, Tammy! The band performs songs not just from Twin Peaks, but all of Lynch’s films. I caught a performance at the Mahoning Drive-In Theatre in Lehighton, Pennsylvania, when I hosted a panel there; Fuck You, Tammy! was the house band. I talked to Devery about singing these songs, and her quotes are peppered throughout the book. Here is a great story she had to tell about performing “Rockin’ Back”:




Devery Doleman: One of the most surreal moments in my life is from the Eraserhood Forever soundcheck. The Saturday event was at this beautiful speakeasy space called the Ruba Club–the stage is upstairs and has an old auditorium feel, and there’s a beautiful painted forest backdrop on the stage. We were sound checking with “Rockin’ Back Inside My Heart”—since my bandmate Julie Rozansky and I both sing on it, it’s a good song for checking vocal levels. As I’m singing “Tell your heart, it’s me/ I want you, rockin’ back inside my heart,” I see a man enter the dark auditorium, backlit from the stairway. He slowly walks toward the stage and sits down on a chair against the wall and watches us play. I realize: it’s James Marshall. We made a band because of a show, and I’m singing a song from that show, and then James, from the show, walks into the room where I am singing onstage–but it’s me, not Julee Cruise, and instead of the Roadhouse, it’s the Ruba Club. It was wild. James was so kind and modest. He is also a musician, and when we asked him what he wanted to play, he wanted to jam some Jimi Hendrix with the band, and on my phone, I still have ten minutes of everyone jamming with James Marshall during soundcheck.




“Falling”

The second single from the album was “Falling,” and that was due to the track becoming the instrumental theme song to a little show called Twin Peaks. Not only did the tune open every episode, but Julee Cruise shows up as a singer and performs the song, this time with lyrics, toward the end of this two-hour episode. “Falling” would become the most popular song that the Lynch-Badalamenti-Cruise threesome would ever create. Cruise even performed it on Saturday Night Live in May 1990. 




Julee Cruise: I have a hard time associating it with Twin Peaks until I see how beautiful David shoots the credits. I think the song is beautiful and gorgeous. It would be hard at my age to pull it off. But sixty-year-olds fall in love too. It is my song. [Laughs.] 




Julee does such a great job of repeating “Don’t let yourself be hurt this time” throughout the song. It is one of my favorite parts of this song. As a lyricist, Lynch has a propensity to overrepeat lyrics. For me, if a lyric is repeated, there better be a good reason. Just like Julee, I am a disciple of Broadway, where songs are written to tell a story and meant to be acted. In the case of “Falling,” the singer is making one of the most dangerous decisions human beings can make—the decision to fall in love again. We know with those opening lyrics that the last time didn’t work out so well. So the singer is repeating it to themselves, “Don’t let yourself be hurt this time,” just like a TM mantra. It is good advice for all of us. That is the singer’s mindset at the moment. What is the next word? It is the most important word in the entire song, and it is also why I believe this song is the height of Lynch as a lyricist. The next word is “then.”
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