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Sound is arousing and dangerous because it can so easily penetrate and permeate, so effortlessly become the soft catastrophe of space. […] Sound can not only impregnate, irradiate, it can also, it seems, provide a haven or habitat: “safe” as the saying is “and sound”. We use sound to locate things, and to orient ourselves in space: to take the measure of things, we take “soundings” or “sound things out”. […] Sound is exploratory rather than merely metric or analytic, because sound does not give us just the outlines or contour things – their size, shape and position – but also gives us the sense of their quality, or their relation to us: their texture, density, resistance, porosity, wetness, absorptiveness. (Connor, in Kelley, 2005; 2011: 133)
Throughout the third season of Twin Peaks: The Return, writer, director and sound designer David Lynch and his collaborators deploy a complex combinaton of sound and visuals in order to depict mysticism, the impossible and bring to life the birth and spread of evil in the Twin Peaks universe. Lynch makes use of intricate sound design, score, existing source music and music performed within the diegesis to articulate and distinguish real world geography from the supernatural spaces of the season, and how sonically distinct liminal spaces connect these places within a rhizomic narrative. The season as a whole makes use of intertextual connections to conventional and experimental film form and creates a complex relationship between sound and visuals – and the manipulation of these media – lending an otherworldly quality to Twin Peaks: The Return and allows the season to further extend established Lynchian worlds. 
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In Part 8, evil is brought into being by the Trinity atomic bomb test – announced through an on screen intertitle as taking place July 16, 1945 in White Sands, New Mexico. In this moment, writer Mark Frost, director David Lynch and their collaborators appear to link this very real, very physical, historical first atomic explosion with the birth of evil, or an evil, into the world. As the bomb explodes across the screen, we are led on a visual journey reminiscent of astronaut David Bowman's trip through the stargate in Stanley Kubrick’s 2001: A Space Odyssey (1968). The explosion is presented as a beautiful visual event on screen, and is accompanied by the sound of Krzystof Penderecki's discordant and atonal composition 'Threnody for the Victims of Hiroshima' (1960). Within the slow motion technicolour explosive mayhem we see the floating spirit of BOB – the emodiment of evil present in each of the previous seasons and the feature film Fire Walk with Me (1992). 
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Later, the episode moves to 1950s America and the movement of a frog-bug across the desert into a girl's bedroom, then her mouth. At the same time a woodsman commandeers a radio station and broadcasts his poem to late night listeners, calmly killing the middle-aged presenter by slowly cracking his skull like an egg. And then he disappeared into the night and the episode ended. In The New York Times Noel Murray suggested that 'we just witnessed something like the origin story for the modern saga of good versus evil that "Twin Peaks" has been telling since 1990' (2017a). Joe Matar commented for Den of Geek, 'This was brain-rending, terrifying, fascinating madness, but '[y]ou can’t explain why evil exists in the world – you can only suggest its virality, the way that it spreads from one person to another, a dark religious code of its own, blood acting as its prophet' (2017). Perhaps we saw the birth of this virus, or what we now call a meme? David Rothenberg suggests that '[I]t is a small step from dream noises to dream places' (2002: 80).
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Significant to the narrative of the Twin Peaks universe are the many portals or gateways that join the extra-dimensional spaces of the season and, as with the atomic bomb test, the manner with which rifts in the liminal spaces that separate them occur. Bataille suggests that the 'labyrinth is no longer a maze which has a potential or actual solution, but it is a "space" without an entrance, an exit or a centre. In this disorientation the labyrinth is an image of existence' (In Noys, 2000: 14).
In The Return these portals represent ruptures in space and time, and lead characters to specific locations – the Black and White Lodges, The Glass Box, Dutchman’s Lodge, or The Fireman’s residence. Where characters move from these extra-dimensional spaces to the real world, it is sonic cues that indicate their arrival or departure. This is evident across the piece but most foregrounded with the group of Woodsmen who appear around a convenience store, and apparently brought into our world following the bomb test. Immediately after this explosion sequence plays out on the screen, the Woodsmen appear in a flurry of what the close captioning describes as a ‘warbling static stuttering’. This same sound cue announces their presence around the ‘zone’ that surrounds a vortex in a trailer park in Part 11, and where they are revealed to be lurking in the corridors of a Police Station. Sound design is effectively serving as leit motif, where non-diegetic audio cues remind the audience of the significance of the Woodsmen’s presence as carriers or conduits of evil forces between real and extra-dimensional spaces.
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Having reduced the amount of non-diegetic music over the course of the season, and with little dialogue in many of the episodes, so sound design is required to do much of the narrative heavy lifting. Sound design serves to connect disparate dots from earlier episodes or seasons, encouraging the audience to consider how what first appear to be conventional spaces also resonate with layers of meaning and intrigue. John Cage suggests ‘[w]herever we are, what we hear is mostly noise. When we ignore it it disturbs us. When we listen to it, we find it fascinating.’ (Cage, 1958: 3)

Throughout Twin Peaks, Lynch appears to wilfully make use of sound as a catalyst for the audience to forge their own connections with narrative events occuring on screen. As Juan Aliaga observes, this is centered in the ‘idea of the hideousness of everyday reality […] or, in other words, the idea that all manifestations of horror or of the abyss come from with human beings themselves.’ He adds, ‘Lynch does not look for another world,finding more than enough inspiration in the distributing strangeness of our own’ (In Lynch, 1992: 18, 20). 
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The lack of conventional narrative hierarchies and playful misdirection is disruptive. Deviating from the conventional is, in part, how Lynch moved from noun to the Lynchian adjective and, as sound designer for The Return, he continues in a career-long avoidance of the familiar. This is made manifest with editing techniques such as jump cuts and glitching as evident in the sound design as they are in the visuals. If Lynch's past work reveals the hidden arguments, sexualities, addictions, violence and strangeness of society and familial life, so Twin Peaks: The Return goes even further, to reveal literally hidden, underground, occult secrets and geographies. 

The novelist Agustín Fernández Mallo, whose fiction might itself be described as Lynchian, discusses what he calls ‘complex realism’ in similar terms:

If reality today is different from the reality of 30 years ago, we can’t keep describing reality in the same way as we did 30 years ago. Today we understand that reality corresponds to a model – or even better, the sum of various models – which in science are termed ‘complex systems’ […] This complexity is what creates that which we all know – The World – is conncected in a system of networks – and I’m not referring only to the internet but also to thousands of analog networks in which we are all immersed at every instant. Until a short time ago, we knew the world in parts, whereas now we know that those parts are all connected with a very concrete topology. These networks are everything. (Trefry, 2017)
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Part 8 of The Return seemed to offer a storyline of how evil entered the world on the back of the first atomic bomb test. As Bataille suggests, 'a man is only a particle inserted in unstable and entangled wholes' (1985: 171-178). Take away the idea of linear storytelling, conclusions, and hierarchies and we are left with narratives of associative, tangential, fantastical and juxtaposed events and worlds that we, the viewers, must turn into story (or stories) and try to make sense of; or accept as surreal disjunctions. 

Although meant as a criticism, Jonathan Foltz stated in the LA Review of Books that 'the series embraces a narrative style that is arguably even more inventive and jarring than the narrative itself, with its baroque mythology of lodges, personified evil, and interdimensional rabbit holes' (2017) Michaela Bronstein is even more critical, suggesting that: 

Twin Peaks: The Return, in the end, seems to want us to remain uncertain of our own position and role as spectators, trying to figure out in what way we're supposed to relate to the fabric of its world and the texture of its narrative experience. The emotional cues point in every direction and lead nowhere (2017).
Bataille again offers a counter, ‘complexity […] becomes in turn the labyrinth where what had suddenly come forward strangely loses its way’ (1985: 171-178).
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Lynch, however, sees things in a different way, stating that 'abstractions are a good thing and they exist all around us anyway. They sometimes can conjure up a thrilling experience within the person' (in Woods 1997: 154). According to Lynch this is linked to Freud’s notion of the sinister, ‘the hybrid union of two apparently contradictory elements: firstly, all that which is normal, familiar, well-loved or – when it effects the peace and tranquillity of domestic life – related to the family, and secondly, the sudden appearance of a malign element; the presence of evil appearing unexpectedly in an otherwise warm and friendly context’ (1992: 15). We are free to connect events and characters as we wish, to exercise our own value judgements, to create our own sense of time and intersecting worlds that Twin Peaks may or may not contain. The narrative is always '[b]etween things,' which Deleuze and Guattari state: 

does not designate a localizable relation going from one thing to the other and back again, but a perpendicular direction, a transversal movement that sweeps one and the other away, a stream without beginning or end that undermines its banks and picks up speed in the middle (1987: 27).
One way and the other way'? Black lodge or white lodge, perhaps the red lodge? Past or present, Bad Cooper or Good Cooper, dead or alive, possessed or unpossessed, elsewhere or here? Alien or other? Deleuze & Guattari state, 'A rhizome may be broken, shattered at a given spot, but it will start up again on one of its old lines, or on new lines' (1987: 44). This allows Lynch to subvert the small-town soap opera model and 'gives access to all the other subterranean lives which are going on in the town, because literally everybody has their own secret – as I believe they do in life' (Lynch, in Woods, 1997: 95).
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The 'story' of Twin Peaks, like the rhizome:
is constantly growing, adapting, forming new connections with a variety of different multiplicities. It does not stem from one individual entrance i.e. some glorified 'Doorway of Knowledge', it exists precisely as a result of multiple entrances, multiple contributors, and an innumerable number of contributions (Bluemink, 2015).

Lynch 's characters are able to fall out of time into different times and they certainly inhabit a world of illusion, chaos and death. This is reflected in R. Murray Scafer’s discussion of soundscapes, which he descirbes as a ‘world with an acoustic environment radically different from any hitherto known’ (1993: 3-4). The 18 hours of Twin Peaks: The Return are full of violence, confusion and surrealism, occasional moments of goodness and comedy, but also the creation and dissemination of evil, persuasively imagined through a complex synthesis of sound and visuals.
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